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Editor’s Notebook

In this issue

In this issue of THE D1aPASON, Cic-
ely Winter reports on the Sth Interna-
tional Organ and Early Music Festival
in Oaxaca, Mexico, home to a number
of fascinating historic organs; Renate
McLaughlin examines the courante in
Bach’s English and French suites; and
THE DiAPASON’s choral music editor
James McCray discusses the evolution
of American choral music. In our regu-
lar columns, Gavin Black concludes 3:f"lis
series on Buxtehude’s Prealudium in E
Major, BuxWV 141, and Boéllmann’s
Suite Gothique, John Bishop muses on
the thorny issue of tuning the pipe organ,
and Larry Palmer celebrates Virginia
Pleasants™ 100th birthday.

Looking ahead

Articles in preparation include “Birds,
Bells, Drums and More in Historical Ital-
ian Organs,” by Fabrizio Scolaro; Bach’s
transcriptions of Vivaldi concertos, by H.
Joseph Butler; borrowing in J. L. Krebs’s
organ works, by Jonathan Hall; Ayo
Bankole’s FESTAC Cantata, by Godwin
Sadoh; and much more.

THe Diarason website and newsletter
Did you know that the current issue of
THE DIAPASON is available on our web-
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site? Go to <www.TheDiapason.com>
and in the left column, click on the im-
age of the cover page. That will take you
to a list of the articles in digital form.
Clicking on a particular title takes you to
a text-only version. In the menu, c]}i/ck on
“alternate format™ to view the article as a
PDF and see the page exactly as printed
in the issue. In ai)dition, there are links
to related articles and links to related
websites. Please do take advantage of
these features on our website.

Are you receiving our free monthly
e-mail newsletter? Visit our website and
click on “Newsletter.” A general newslet-
ter is sent the last weel% of the month,
and a classified ad newsletter the second
week of the month. While on the web-
site, peruse the many offerings of news,
calendar, classified ads, and more. In ad-
dition to the current issue, you can also
search search the archives.

Gift subscriptions

We continue our bonus promotion for
new subscriptions. You will receive an ad-
ditional three months on your subscrip-
tion for every gift subscription you send

in. Call or e-mail me for information.
847/391-1045
jbutera@sgemail.com
www.TheDiapason.com

Letters to the Editor

Review of Wayne Leupold Editions
Bach Vol. 8

I am well aware that one of the func-
tions of a critical review is to criticize,
but that is certainly not the only func-
tion. As important as what one says
negatively is what one says positively. Tt
is rare that one finds a work so poor that
good things cannot be said about it. But
when one chooses to review a work with
so many outstanding features as the first
volume of Wayne Leupold Editions new
Complete Organ VVMS(S of Johann Se-
bastian Bach and the result is a review
in which the few positive remarks seem
no more than gruggingly made, there is
no balance or equity. As I read Jan-Piet
Knijff’s review o(fl this work (THE DIAPA-
SON, March 2011, page 22), I came away
with precisely this conclusion. Despite
the fact that WLE has and is publishing
for me and I am one who had the privi-
lege of reviewing this first volume, I still
maintain some objectivity, an objectivity
that causes me to pen this rebuttal.

After a pro-forma introduction of his
subject, the reviewer begins his criticism
W‘id]l the following: “My first impression
is that the book doesn't feel very pleas-
ant in my hands.” I was unaware until
now that the tactile sensations of holding
a book were major concerns for a pub-
lisher. The reviewer the [sic] criticizes
the color of the cover, the size of the
margins, and the density of the musical
text. He does admit the value of the color
reproductions of Bach’s scores, of which
there are twenty-two. He makes not a
single comment, }iositive of [sic] nega-
tive, concerning the useful material in
the preface, which contains a description
of the whole of the new edition, discus-
sion of editorial policy, a brief biographi-
cal synopsis of Bach’s life, and a ]ééngthy
a [sic] most valuable essay on the Cla-
vieriibug [sic] III, which constitute the
musical contents of volume 1, [sic]

A large section of the review consists of
rather nit-picking discussions of allotment
of pedal notes, consistency of voice leading,
ang the place that Bach’s note stemming
should have in the edition. The reviewer
states that he would have preferred a two
and not a three staff version. (A two staff
version of the E-flat Prelude and Fugue
— BWV 552-1/2 is contained in an Appen-
dix.) One wonders just how many players
would purchase a two staff version of this
or any other Bach works pedaliter.

The review ends with a petulant com-
ment that translations OF the chorale
names should not have been given in
English. He makes the rather churlish
suggestion that Korean might do was
[sic] well.

My views of this volume are far differ-
ent. It is masterful piece of scholarship,
a most elegant publication, and I com-
mend the editors and the publisher. This
is a monumental undertaking, and I give
everyone who has participated in this
first volume my thanks and praise.

John R. Shannon, Ph.D.
Prof. of Music, Emeritus
Sweet Briar College

Jan-Piet Kmﬂﬁc responds:

I would like to thank Dr. Shannon for
taking the time to read my review and
to formulate his response. Although my
conclusion about the volume is less lau-
datory than his, I believe he misreads
my review if he sees “no more than [a]
few positive remarks grudgingly made.”
While Dr. Shannon is welcome to ob-
serve a lack of balance in my review, one
of my two editors (the review was pub-
lished in a slightly different version in
Dutch in Het Orgel) explicitly comment-
ed on the review as “Ealanced.” As for
Dr. Shannon’s objectivity in his respond-
ing to my review, the same editor, in ac-
cepting my offer to review the volume,
stipulated that I should not be in any way
involved in the edition; understan({ably,
I think, as it would naturally have influ-
enced my opinion about the work.

If T understand him correctly, Dr.
Shannon suggests that “tactile sensa-
tions of holding a book” need not be

“major concerns” for any publisher.
I'm not sure whether they should nec-
essarily be a major concern, but to me
the way a book feels and looks quite
obviously has an impact. If a book feels
nice, I want to pick it up, read and play
from it again and again. I think tﬁat’s
a highly (%esirable quality for any book
to have.

It is true that I wrote little about the
introductory essay, although I did com-
ment on a few details in it. I chose to
concentrate on the presentation of the
music, as I think that is the central part
of a musical edition and most interests
potential readers of a review. I did refer
to, and comment on, the Commentary
in a number of places and, of course,
discussed aspects of the editorial policy
throughout my review. While Dr. Shan-
non refers to my discussion of various
editorial issues as “nit-picking,” I like to
think that the issues I raised are among
those that concern serious performers
and scholars working with Bach’s key-
board music—including, I'm sure, the
highly competent editorial team of the
Leupold Bach Edition. That, for ex-
ample, the “allotment of ]%edal notes”
was an important issue to them is clear
from their own Editorial Policy state-
ment and from the inclusion of the two-
stave edition of the Prelude and Fugue
in the Appendix, something I like very
much and mentioned in my review. T
do recognize the difficulty of selling an
edition that would print Bach’s pet%ali—
ter works that way t}aroughout, but that
does not make the use of a separate
staff for the pedal any less important
an editorial decision. {By the way, the
recent Wiener Urtext edition of the
Orgelbiichlein offers many of the cho-
rales on two staves.)

As for the translations of the chorale
titles, I do not like to see these in the
musical text; this is simply my prefer-
ence and others may have theirs. As a
possible alternative, I suggested that a
table might be included in the back of
the book, offering English translations
in a handy overview. Such a table, I
thought, might also include Spanish (the
unofficial second language of the United
States), French (the official second lan-

uage of nearby Canada), and Korean

the language of many American organ
students and churchgoers).

Dr. Jan-Piet Knijff, FAGo

University of New England,

Armidale, NSW

Lewtak sub coupler
I commend the Lewtak firm for includ-
ing a Swell-to-Great sub coupler on their
new instrument for First Presbyterian
Church, Greenville North Carolina (cov-
er feature, March issue). E. & G. G. Hook
provided them on quite a few occasions,
including on three-manual instruments,
and they were valuable there as well.
One might not use it a great deal, but
on select occasions such a coupler would
become very valuable. The French rep-
ertoire has a much better chance to suc-
ceed because of that coupler, making it
worth the extra effort. Hopefully, there
is then also enough foundation to the 16
pitch line to support the gravitas provid-
ed by this coupler.
Dr. Karl E. Moyer
Lancaster, Pennsylvania

In a Persian Market

In the March issue, David Higgs
wrote (Letters to the Editor) that Ketééf-
bey’s In a Persian Market, the encore
he played at his recital at the Annapolis
Naval Academy Chapel, July 6, 2010, at
the AGO convention, was his own ar-
rangement from the piano score. There
is an organ arrankgement of Ketelbey’s
In a Persian Market; the author of this
true theatre organ arrangement was
Frank Matthew (no “s”), and if you
would like to know more about him, I
offer an excellent article by Joe Marsh

on <michaelsmusic service.com>.
Michael Johnston
Charlotte, North Carolina
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Here & There

St. Mary’s Cathedral, San Fran-
cisco, California, continues its Sunday
afternoon concert series: May 1, David
Christopher, with Drew Irvin, violin;
5/8, David Brock; 5/15, Bay Area Youth
Harp Ensemble; 5/29, Cathedral Choir
of Boys and Girls, St. Brigid School Hon-
or Choir, spring concert; June 5, James
Welch (transcriptions of works by Wag-
ner, in conjunction with the San Francis-
co Opera’s Ring cycle); 6/12, Christoph
Tietze; 6/19, David Hatt; 6/26, Robert
Gurney. For information: 415/567-2020
x213; <www.stmarycathedralsf.org>.

0ld Salem Visitor Center, Winston-
Salem, North Carolina, announces a re-
vised schedule for the recital series on its
Tannenberg organ: May 18, Susan Bates;
5/25, Donald Armitage. For information:
336/779-6146;  <scarpenter@oldsalem.
org>; <www.oldsalem.org>.

The Cathedral Church of St. Paul,
Detroit, Michigan, concludes its 2010
11 music series: May 21, spring choral
concert. For information:
<www.detroitcathedral.org>.

The Church of St. Joseph, Bronx-
ville, New York, presents the German
Requiem by Johannes Brahms on May 22
at 3 pm. For information: 914/337-9205;
<JPStrybos@aol.com>.

The Cathedral of St. Joseph the
Workman, La Crosse, Wisconsin, con-
tinues the dedicatory recital series of its

two new organs built by the Noack Or-
gan Company—four manuals, 58 stops,
and two manuals, 14 stops: May 22 (2
m), James David Christie. For informa-
tion: 608/782-0322 x232;
<www.cathedralsjworkman.org>.

Houston Chamber Choir

The Houston Chamber Choir con-
cludes its 15th anniversary season on
May 14 at the Church of St. ({ohn the
Divine. The program, entitled “Vene-
tian Vespers,” includes the Mass by
Giovanni Colonna, the Vesper Psalms
and Magn]i(ﬁcat by Antonio Rigatti, and
other works. Robert Simpson, founder

First United Methodist Church,
Hershey, Pennsylvania, continues its cel-
ebration of the installation of Létourneau
Opus 121: May 22, Shawn Gingrich, Karl
Moyer, and others. For information:
<firstumchershey.org>.

Resurrection Parish, Santa Rosa,
California, concludes its 2010-11 music
series on May 22 with a recital by Beth
Zucchino on organ, piano, and harpsi-
chord. For information: 707/824-5611;
<www.CreativeArtsSeries.com>.

Presbyterian Homes, Evanston, II-
linois, continues its organ recital series at
Elliott Chapel: May 23, Andrew Peters;
June 27, C(Hin Lynch. For information:
<www.presbyterianhomes.org>.

Methuen Memorial Music Hall,
Methuen, Massachusetts, presents its
2011 concert series: May 25, Raymond
Nagem; June 1, Daniel McKinley; 6/8,
Peter Krasinski, with percussion; 6/15,
Brenda Lynne Leach; 6/22, John and
Marianne Weaver; 6/29, Marko Petricic;
{uly 6, Leo Abbott; 7/13, Andrew Scan-
on; 7/20, Faythe Freese, _]kames Higdon,
Jack Mitchener, Peter Sykes, and Todd
Wilson; 7/27, Michael Kleinschmidt. For

information: <www.mmmh.org>.

The Sinsinawa Dominicans present
their 2011 summer organ recitaﬁ) series
on Wednesdays at 7 pm. Recitals feature
the Casavant organ designed by Law-
rence Phelps and recently restored at
Queen of the Rosary Chapel, Sinsinawa
Mound, Sinsinawa, Wisconsin:

June 1, Mark McClellan; 6/8, David
Troiano; 6/15, Jay Peterson; 6/22, David
Jonies and Jay Peterson; 6/29, David
Jonies;

July 6, Joan DeVee Dixon: 7/13, Sister
Mary Arnold Staudt, OSF; 7/20, Kirsten
Synnestvedt; 7/27, Gerhard Weinberger;

August 3, James Hammann; 8/10,
David Pitt; 8/17, Derek Nickels; 8/24,

and artistic director of the Houston
Chamber Choir, was honored by Chorus
America with the Michael Korn Found-
ers Award for Development of the Pro-
fessional Choral Art at its national con-
ference in June 2010. For information:
713/224-5566;
<www.houstonchamberchoir.org>.

Robert Bates

425.745.1316

Penny lborgnz {rtist Management

presents

Craig Cramer

For recitals and workshops contact Penng lsorgnz
penny@organists.net

Aaron David Miller

www.organists.net

R. Monty Bennett; 8/31, Stephen Steely;
September 7, William Tinker. For infor-
mation: 608/748-4411 x271;
<edushek-manthe@sinsinawa.org>.

The American Guild of Organists
presents its 2011 Pipe Organ En-
counters: June 5-10, Waco, TX; 12-17,
Birmingham, AL and Colorado Springs,
CO; 19-24, Wilmington, DE; 26-]ul
1, Ann Arbor, MI; July 10-14, Portland,
OR; POE+ (for adults), June 6-11,
Rockford, IL; POE (Advanced), I[uly
17-22, Boston, MA; and POE (Techni-
cal), July 17-22, Boston. For informa-
tion: <www.agohq.org>.

The Church Music Association of
America presents its Sacred Music Col-
loquium XXI June 13-19 at Duquesne
University, Pittsburgh, Pennsylvania.
The faculty includes Horst Buchholz,
David Hughes, Ann Labounsky, William
Mahrt, Jonathan Ryan, Paul Weber, and
others; the schedule includes instruction
and experience in Gregorian chant and
the Catholic sacred music tradition, par-
ticipation in chant and polyphonic choirs,
lectures and performances, and daily cel-
ebrations of liturgies in both Englisﬁl] and
Latin. For information:
<WWw.musicasacra.coms.

The University of Michigan Sum-
mer Harpsichord Workshop takes
place in June: June 13-17, harpsichord
music of Handel; June 20-24, harpsi-
chord performance and repertoire. The
schedule includes performance classes,
lessons, and lectures. For information,
contact Edward Parmentier: 734/665-
2217; <eparment@umich.edu>;
<www.music.umich.edw/specialprograms>.

The 61st Sewanee Church Music
Conference will be held July 11-17 at
the University of the South and the Du-

Bose Conference Center in Monteagle,
Tennessee. Keith Shafer is director, and
the primary faculty include Dale Adel-
mann, Todd Wilson, and Barbara Caw-
thorne Crafton. Adjunct faculty include
Robert Delcamp, Bradley Almquist, Su-
sanna Metz, Marty Wheef;r Burnett, and
Susan Rupert. For information: 770/498-
1678; <www.SewaneeConf.com>.

The McGill Summer Organ Acad-
emy takes place July 11-21 in Montreal,
Quebec, Canada, comprising courses, lec-
tures, and concerts. The faculty includes
Michel Bouvard, James David Christie,
John Grew, Olivier Latry, William Porter,
and others; organs by Beckerath, Wil-
helm, Cavavant, and Wolff. For informa-
tion: 514/398-1252; <www.msoa.ca>.

The Association Jehan Alain Inter-
pretation Course takes place July 17-
31 in Romainmaétier, Switzerland. Facul-
ty includes Luigi Ferdinando Tagliavini,

oris Verdin, Lionel Rogg, Emmanuel le
Divellec, Tobias Willi, and Guy Bovet.
The schedule includes classes on music
of Jehan Alain, Frescobaldi, Bergamo,
Petrali, Bach, improvisation, and the
harmonium. For information: 41-32-

721-27-90; <bovet.aubert@bluewin.ch>.

The Hamilton Organ Festival takes
place July 17-21 in Ontario, Canada. The
schedule includes recitals, discussions,
workshops, national playing competi-
tion, seminars, 12 organs, a banquet, and
more; presenters includes Philippe Bé-
langer, Ken Cowan, Maxine Thévenot,
Scott Bradford, Simon Irving, and oth-
ers. For information: 905/572-6584;

<hamiltonorganfestival.ca>.

The 3rd Leipzig European Organ
Academy takes pélce ]ully) 24—August
6. The schedule includes masterclasses
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Restoration continues of the Becker-
ath organ of Trinity Lutheran Church,
in Cleveland, Ohio. A gift of $100,000 by
an anonymous donor will make it pos-
sible to complete the project in 2011.
Up to this point, the project has seen the
Riickpositiv and the Pedal completely
restored, including removal, repair, and
cleaning of all pipework. Work included
removal of all schwimmers, recondition-
ing them, and recovering them with rub-
ber cloth fabric rather than leather.

Prior to the first phase of work, which
was begun in 2009, all key action pull-
down glands (pulpeten) were replaced
to stop the enormous amount of wind
drained out of the windchests. Due to
this wind loss, many small cone-tuned
pipes sustained damage and required
repair. Fortunately, not a single pipe was
replaced. Each pipe was repaired and
voiced to Rudolf von Beckerath’s original
intent (or as close as humanly possib%e).

The Pedal fagade’s ten zinc 16” Prinzi-
pal pipes received new languids because
the original material did not hold its
shape and continuously sagged. Tuning
scrolls were repaired or replaced. The
pipe feet and bodies were stripped of a
thinly applied preservative, then sprayed
with a paint tﬁat closely resemees the
original appearance of the pipes.

In February and March 2011, the
Kronpositiv and Hauptwerk divisions
were dismantled and transported to the
Berghaus Pipe Organ Builders factory
in Bellwood, Illinois, for cleaning and
repairs; in April these portions of the
organ underwent tonal work. Next, the
Schwellwerk will be reconditioned, and
the four-manual keydesk with all of its
mechanical couplers will be overhauled.

The firm performing this work is
Berghaus Pipe Organ Builders of Bell-
wood, Illinois. The firms CEO and
founder, Leonard Berghaus, is directing
the work and is on site for every aspect
of work being performed. His interest
in this Beckerath began when the organ
was installed in 1956. Living in Cleve-
land, not far from the church, he spent
many hours watching the installation and
hearing the voicing. This organ played a
major role in his decision to become an
organ builder and eventually, in 1967, to
establish his business.

Trinity, Cleveland Beckerath

Everyone is keenly aware of the histor-
ical significance of this organ, including
its restorer, the organists who perform
here every week, the Trinity congrega-
tion, and the Friends of the Beckerath
Committee. To learn more about the
organ and restoration campaign, visit
<www.clevelandbeckerath.org>.

—Leonar%] Berghaus
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and concerts, with Michel Bouvard,
Bernhard Haas, Philippe Lefebvre, Jos
van der Kooy, Christoph Krummacher,
Christophe Mantoux, Pier Damiano
Peretti, and Gillian Weir. For further in-
formation: <www.hmt-leipzig.de/index.
phpPorganacademy>.

Students of James Kibbie have re-
corded 16 works of Jehan Alain on the
organs of the University of Michigan
in honor of the centennial of the com-
poser’s birth. The recordings are avail-
able as streaming audio from the Organ
Department’s website: <www.music.
umich.edu/departments/organ/alain/
index.htm>.

The Choir of St. Luke in the Fields
Church, New York City, gave the first
New York performance of the St. Mat-
thew Passion (1769) by C.P.E. Bach on
April 14. David Shuler led the choir and

a period-instrument orchestra.

Sean Elliot Beachy, of Grantsville,
Maryland, won the Fifth Annual An-
them Competition of the First Baptist
Church, Worcester, Massachusetts. The
winning anthem, entitled A New Birth
and based on the assigned competition
text from I Peter 1:3-6a, garnered the
$1,300 prize. Beachy earned a BA in
piano from Alderson-Broaddus College
in Philippi, West Virginia, a master’s in

Eathedral Church of the Advent Choir

The Cathedral Choir of the Ca-
thedral Church of the Advent in
Birmingham, Alabama, will be on a tour
of East Coast cities {une 12-20. Begin-
ning in Atlanta at All Saints” Episcopal
Church on June 12 at 7:30 pm, tEe choir
will also sing concerts in Winston-Salem,
NC (St. Paul's Episcopal Church, June
13 at 7:30 pm), Chapel Hill, NC (The
Chapel of the Cross Episcopal Church,
June 14 at 7:30 pm), and Al}r-)lington, VA
(St. Mary’s Episcopal Church, June 15
at 7:30 pm). On June 16 at 5:30 pm
they wilFsin Choral Evensong at the
National Cathedral and then leave for
New York City, where they will be the
visiting choir gor the 11 am Choral Eu-
charist on June 19 at St. Thomas Fifth

Now booking 2011!
Recitals & Masterclasses

Sean Elliot Beachy

composition from Shenandoah Universi-
ty, and a DMA in composition from West
Virginia University.

Dr. Beachy has had pieces performed
throughout the Uniteg States. In 2007
his commissioned work Suite for Tuba
was premiered at the Hawkeye Regional
Tuba Euphonium Conference at the
University of Iowa. That same year, he
won the First Annual Anthem Competi-
tion, sponsored by First Baptist Church
of Worcester. Then I Saw a New Heaven
for SATB choir and organ was premiered
by the FBC Worcester Chancel Choir in

Avenue. Later that day at 4 pm, they
will conclude the tour by singing Choral

Evensong at The Cathedral Church of
St. John the Divine.

Cathedral choirmaster and direc-
tor of music Stephen G. Schaeffer will
conduct, and music associate Charles
M. Kennedy is the organist. Dr. Schaef-
fer began his duties as director of music
and organist at the Cathedral Church of
the Advent in 1987, and became Master
of the Cathedral Choir in 1997. The St.
Cecilia Fund of the cathedral commis-
sioned composer Craig Phillips to write
a Communion Service in G accordin
to the 1662 texts, which the choir wi
premiere at the Choral Eucharist at St.
Thomas Church.

RESERVE NOW! Contact WilmaJensen@comcast.net

April 2007. In 2009 his piece for soprano
and electronics, entitled Stretch of Time,
was performed at the SEAMUS annual
conference at Sweetwater Sound, Inc.,
in Fort Wayne, Indiana. Beachy is or-
ganist at Frostburg United Methodist
Church, and staff accompanist at Frost-
burg State University.

udges for the 2011 competition were
Michael Bedford, organist/choirmaster at
St. John’s Episcopal Church, Tulsa, Okla-
homa; Eleanor Daley, director of mu-
sic at Fairlawn Avenue United Church,
Toronto, Ontario, Canada; and Howard
Helvey, composer/choirmaster at Calva-
Ty Eiiscopal Church, Cincinnati, Ohio.
Beachy’s anthem will be premiered by
the Chancel Choir under the direction of
William Ness, minister of music and arts,
at First Baptist Church on May 1, as part
of the music and arts weekend.

Appointments

Karen Beaumont has been appoint-
ed organist at the Chapel of St. John the
Evangelist at St. Johns on the Lake in
Milwaukee, Wisconsin. She previously
provided the organ and choral music at
St. James Episcopal Church in Milwau-
kee for more than 22 years. She will con-
tinue her work as an organ recitalist and
as an organ and piano teacher. Beaumont
holds a%egree in music history from the
University of Wisconsin. Her recordings
include French Organ Noéls (Cathedral
of St. John the Evangelist, Milwaukee,
Noehren organ, 2002); Early Span-
ish Organ Music (Lake Park Lutheran
Church, Milwaukee, Steiner-Reck or-
san, 2008); and Austrian Organ Music
rom 1570-1833 (St. Francis Church,
Milwaukee, 1884 Schuelke organ).

Here & There

On March 23, Christopher Ahlman,
a student of Gerre Hancock, presented
a lecture-recital in the organ studio hall
on the campus of the University of Texas
at Austin. His topic was “The Composi-
tional Nature and Performance Practice
of the Grave of Johann Sebastian Bach’s
Toccata in C, BWV 564,” supplemented
by examples from works by Albinoni,
Buxtehude, and Bach. The recital was
given in partial fulfillment of the Doctor
of Musical Arts degree at the University
of Texas at Austin.

Cameron Carpenter is playing six
recitals in the U.S. in April and May, be-
fore continuing his spring tour in Europe
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Delbert Disselhorst, John Ditto, WiIm Jensen, Robert Luther, Pamela Decker,

and Russia. The schedule includes per-
formances at McCarter Theatre Center,
Princeton, New Jersey; Merrill Audito-
rium, Portland, Maine; Disney Hall, Los
Angeles, California; Schermerhorn Sym-
phony Center, Nashville, Tennessee; and
St. Gabriel Catholic Church, Charlotte,
North Carolina. The programs feature
transcriptions, transformations, and orig-
inal works, including his 1996 transcrip-
tion of Mahlers Symphony No. 5, his
recasting of the Bach-Busoni Chaconne,
Ravel’s La Valse, Scriabin’s Sonata No.
4, and works of Liszt. For information:
<Www.cameroncarpenter.coms.

Barbara Harbach

Barbara Harbach played a recital
on March 30 at St. John’s Church, Park
Slope, Brooklyn. The program featured
several of her original works and ar-
rangements, along with music b]y other
contemporary and historic female com-
posers as part of the Women’s Work 2011
concert series.

On April 7, her work Harriet’s Story,
for soprano/mezzo, violin, and piano, was
premiered at Unity Lutheran Church,
Bel-Nor, Missouri. The London Philhar-
monic Orchestra has recorded Harbach’s
string orchestra pieces for the “Music of
Barbara HarbacIl)l” series on the MSR
Classics label. Harbach has been award-
ed a fellowship from the University of
Missouri at St. Louis to compose a mu-
sical score for chamber ensemble to the
Soem Incantata by Irish-born Paul Mul-

oon. For information:
<www.barbaraharbach.com>.

Glenn Hunter, a student of Judith
Hancock, presented an organ recital on
March 25 at Bates Recital Hall on the
campus of the University of Texas at
Austin. The program included works by
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Philip Gehring, Shelly Moorman-Stahlman, Carl Staplin, Craig Cramer

A memorial organ recital, honoring
the memory and ﬁfe’s work of Phyllis
J. Stringham was held in Shattuck Au-
ditorium, Carroll University, Wauke-
sha, Wisconsin, on September 19,
2010. Ms. Stringham diecFon February
12, 2010. This recital was in memory of
her 43-plus years of teaching at Carroll
University. Those participating includ-
ed Philip Gehring, Robert A. Luther,

Wilma Jensen, Delbert Disselhorst,
Crai]% Cramer, John Ditto, Pamela
Decker, Carl Staplin, and Shelly Moor-
man-Stahlman—all former members
of the Stringham Concert Management
Agency. Former students included
Charles Barland, Audrey Timm-Rhine-
hart, Martha Aslakson, Jeff Thielke,
Joyce Ruck, Fr. Charles Conley, and
Thomas Koester.
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“The Jennie Laurie Memorial Organ”
St. Andrew’s Catholic Church, Roanoke, Virginia

éf@ OPUS VII

95 STOP / FOUR-MANUAL INSTRUMENT WITH A 42-CHANNEL CUSTOM AUDIO SYSTEM AND FLOATING STRING DIVISION
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Allen Organ Company is pleased to announce the installation of Elite Opus VII at
St. Andrew's Catholic Church in Roanoke, Virginia.

Elite Opus VII is a comprehensive four-manual, 95 stop instrument designed not
only to support the liturgy, but also to serve as a major concert instrument.

The dedication concert series on this instrument featured major concert artists

such as Peter Latona (Basilica of the National Shrine of the Immaculate Conception),
Sophie-Véronique Cauchefer-Choplin (St. Sulpice) and Diane Bish.

¥
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This new organ was built to replace a 12-rank Zimmer pipe organ that

had served the congregation since the early 1970s. Due to a sizable gift

in memory of Jennie Laurie, the church was able to consider several options.
Mr. Kelly J. Wheelbarger, Director of Music and Organist for St. Andrew's
Church and the donor ultimately decided that a custom Elite instrument
built by Allen Organ Company would best serve the needs of the church.

150 Locust Street, P.O. Box 36, Macungie PA 18062-0036
Phone: 610-966-2202 Fax: 610-965-3098 E-mail: aosales@allenorgan.com
Web site: www.allenorgan.com




Britten, Purcell, Bach, and Reger. The
recital was given in partial fulfillment of
the Master of Music degree at the Uni-
versity of Texas at Austin.

Joyce Jones

On March 27, Joyce Fones made
history, becoming the only person to
have played the dedication concerts of
five major organs at the same university
(Baylor University, Waco, Texas): Febru-
ary 1972, 62-rank Ruffatti organ in Roxy
Grove Hall (seats 490); October 1972,
17-rank Ruffatti tracker organ in Recital
Hall 2 (seats 120); November 1993, 92-
rank Petty-Madden in Jones Concert
Hall (seats 1,000); October 2003, 59-
rank Létourneau in Paul Powell Chapel
(seats 400-500); and March 27, 2011,
4-manual Walker organ in Waco Hall
(seats 2,500).

Baylor also has a 3-manual, 39-rank
Létourneau tracker organ in Markham
Organ Studio, which holds 60 for studio
recitals, and four additional practice or-
gans: a 4-rank Wicks, a 5-rank Redman
tracker, a 7-rank Ross King, and a 19-rank
organ built by Tom Cotner. For informa-
tion: <www.baylor.eduw/music/organ/>.

Nicholas Kynaston

Nicholas Kynaston is featured on a
new recording, Bach at Amorbach, on
the LCS label (LCSCDO006). As finished
in 1782 by the brothers Johann Philipp
and Johann Heinrich Stumm, the organ
at the abbey at Amorbach had 46 stops
on three manuals and pedal; after having
been reworked several times, it now has
four manuals, pedal, and 66 stops. The
program includes Concerto in d, BWV

596; Ich ruf” zu dir, BWV 639; Passaca-
glia and Fugue in ¢, BWV 582; Nun freut
euch, BWV 734; Prelude and Fugue in
E-flat, BWV 552; Liebster Jesu, BWV
731; Fantasy and Fugue in ¢, BWV 537;
Herzlich tut mich verlangen, BWV 72T;
and Chromatic Fantasy and Fugue in d,
BWYV 903, transcribed by Reger. Avail-
able from the Organ Historical Society:
<www.ohscatalog.org>.

Dan Locklairs St. John’s Suite was
performed by Jonathan Easter on
March 19 at Memorial Presbyterian
Church, St. Augustine, Florida. The
suite was written in 2007 and consists of
four movements. The program also in-
cluded music by Duruﬁ)é, Barber, Mark
Jones, Bolcom, ].S. Bach, and Langlais.
For information: <www.locklair.com>.

Monica Melcova (photo credit: Marie-France
Montant)

Monica Melcova played recitals in
France and Slovenia this spring, includ-
ing performances at St. Sulpice, Paris,
and the church of Sanary-sur-Mer. Mel-
cova is titular organist at St. Martin de
Champs in Paris. She received her first
music lessons at age five in Slovakia,
where she was born in 1974. After stud-
ies of piano and organ at the conserva-
tory in Kosice, she went on to study at
the University for Music and Perform-
ing Arts in Vienna with Hans Haselbock
and Michael Radulescu and received her
“Magister Artium” with highest distinc-
tion and a prize of honor by the Aus-
trian federa}) sovernment. She was then
admitted to the Conservatoire National
Supérieur in Paris for study with Olivier
Latry and Michel Bouvard.

Melcova has 1participated in numerous
competitions: she received the Diplome
d’honneur at the Festival in Bruges in
1997, the Audience Prize in the Festival
in Zilina in 1997, and the Special Prize
of UNESCO in Lisbon in 2000. She
has made recordings with the Austrian
Radio in Vienna, La Radio de la Suisse
Romande, and France Musique. For in-
formation: <www.monica-melcova.net>.

Linda Patterson, a student of Judith
Hancock, presented a chamber organ re-
cital on February 27 in the organ studio
hall at the University of Texas at Austin.
The program included works by Wesley,
StanE)r . Soler, and Dupré. Performing
with Patterson were Lucinda Meredith,

Elsener
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Patrick Scott, David Stevens, Glenn
Hunter, Aaron Garcia, Jordan Peek, and
Charles Ludwick. The recital was given
in partial fulfillment of the Doctor of
Musical Arts degree at the University of
Texas at Austin.

Catherine Rodland, with Carol Rod-
land, viola, is featured on a new record-
ing, American Weavings, on the Crystal
Records label (CDS839). The CD was
recorded on the Holtkamp organ in Boe
Memorial Chapel at St. Olaf College in
Northfield, Minnesota. Works in§ude
John Weaver, Concert Piece for Viola
and Organ, Wondrous Love, Land of
Rest, and Foundation; Christopher Ga-
ble, Teshuvah; Augusta Read Thomas,
Incantation and Pulsar, both for solo vi-
ola; Daniel Pinkham, A Proclamation for
Organ and Sonata da Chiesa for Viola

Organ; and Craig Phillips, Toccata
on ‘Hyfrydol’. For information:
<www.crystalrecords.com>.

William Saunders is featured on a
new recording, Animal Parade, on the
Regent label (REGCD346). Recorded
on the organ of Brentwood Cathedral

William Saunders

(U.K.), the program includes Changing
Moods, op. 59, by Christopher Steel;
Five Dances for Organ, op. 179, by John
Gardner; Recessional, op. 96, no. 4, by
William Mathias; Diptych, by Dobrinka
Tabakova; Toccata in Seven, by John
Rutter; and Animal Parade, by Tain Far-
rington. For information:
<www.regentrecords.com>.

David Harman, conductor, University of Rochester Symphony Orchestra; Timothy

Tikker; and Sylvie Beaudette, director, Eastman School of Music Women in Music

Festival

On March 25, organist Timothy Tik-
ker joined with the University of Roch-
ester Symphony Orchestra, d?rected by
David Harman, in presenting the world
Fremiere of Rolande Falcinelli’s Mauso-
ée a la Gloire de Marcel Dupré (Mauso-
leum to the Glory of Marcel Dupré). The
work was performed at Sacred Heart
Cathedral, Rochester, New York, during
the concluding concert of the Eastman
School of Music’s seventh annual Wom-
en in Music Festival. The performance
was made possible in part through a
generous %rant from the San Francisco
Chapter of the American Guild of Or-
ganists. The score was made available
or performance through the assistance
of the composer’s daughter, musicologist
Sylviane Falcinelli.

Composed in 1971-72, Mausolée is
a 22-minute concerto for organ and
full orchestra. Though a continuous,
single-movement work, it falls into
three sections as a symphonic triptych
(a form favored by Dupré for his im-
provisations): Pré{ude, Fugue, Cho-

ral. A virtuosic organ cadenza links the
Prélude and Fugue. Begun shortly after
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Duprés death, Falcinelli's work grows
from French tradition of the “tombeau”
(tomb), a usually brief musical tribute to
a deceased colleague. Falcinelli had won
first prizes in organ and improvisation in
Marcel Dupré’s classes at the Paris Con-
servatoire in 1942, and she succeeded
Dupré as the Conservatoire’s organ pro-
fessor 1955-1987. Long considered to be
one of the greatest and most faithful fol-
lowers of the Dupré performance tradi-
tion, Falcinelli’s cEevotion compelled her
to compose not a mere “tomb,” but an
entire “mausoleum” to honor her men-
tor. The work is a conception of rigor-
ously structured and intricately deta%ed
architecture, yet deeply lyrical, colorfully
orchestrated, and passionately dramatic.
The harmonic language clearly grows
from the French symphonic tradition,
contrasting passages of intense chromat-
ic dissonance with lucid diatonicism.
Timothy Tikker is a doctoral student
in organ performance at the University
of Michigan, in the studio of Marilyn
Mason. His performance edition of Fal-
cinelli’s Mausolée will serve as the main
portion of his dissertation document.
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It's Easy to See What
Sets Us Apart

Caryn Kay- An important part of the
Peterson team for over eighteen years!

Calls to the Peterson shop during business hours are answered by friendly,
knowledgeable people...never by machines!

Our people make the difference!
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Nunc Dimittis

Nancy Jane Blair died November 6,
2010. A native of Knoxville, Tennessee,
she graduated from Carson-Newman
College in Jefferson City, and earned a
masters degree in church music from
Southwestern Baptist Theological Semi-
nary in Fort Worth, Texas, where she also
received a distinguished service award.
Blair served as minister of music at the
First Baptist Church of Osceola, Arkan-
sas, from 1961-76, and organist-music
associate at Briarlake Baptist Church in
Decatur, Georgia, from 1976 until her
retirement in 2002. A member of the
Atlanta AGO chapter, she prepared the
handbell group for the premiere of Alice
Parker’s The Wells of Salvation during
the 1992 AGO national convention.

Rodney Alan Giles died December 4
at age 63. Born in Kansas City, Missouri,
he earned a BMus in organ at the Uni-
versity of Missouri, Kansas City, study-
ing with Bethel Knoche, and an MA in
organ from Ohio State University, study-
ing with Gordon Wilson. Giles served
as minister of music and organist at the
First Baptist Church of Kansas City from
1973-89; as college organist and adjunct
instructor at Park College (now Univer-
sity) in Parkville, Missouri; university or-
ganist and instructor at Ottawa Univer-
sity in Ottawa, Kansas; as a staff organist
at the RLDS (now Community of Christ)
Auditorium in Independence, Missouri
(1967, and 1973-85); and at the Ameri-
can Institute of Musical Studies in Graz,
Austria, for five summers in the 1980s.

A member of the Greater Kansas City
AGO chapter since 1962, he served as
chapter dgan in 1978-79. Giles moved
to New York City in 1989 and served
as organist-director of music at Hansen
Place Central United Methodist Church
in Brooklyn and later at West Park Pres-
byterian Church in Manhattan. From
2001 he spent winters in Florida, where
he servedp as minister of music at First
Congregational Church of Fort Lauder-
dale. Rodney Alan Giles is survived by
his mother, two sisters, a brother, and
nieces and nephews.

James Noel Grenhart died January
13 in King of Prussia, Pennsylvania. He
was 69 years old. A gifted pianist-ac-
companist, organist, and choir director,
Grenhart made his living as a financial
analyst. He had played at Holy Com-
forter Church in Drexel Hill beginning
in 2003, and then at the Church of the
Redeemer in Springfield. Grenhart was
a member of the Philadelphia AGO
chapter. James Noel Grenhart is sur-
vived by a sister, a brother, and several
nieces and nephews.

Hugh Allen Wilson died on Decem-
ber 18 in Lake George, Bolton Landing,
New York. He was 85 years old. An or-
Fanist, harpsichordist, and conductor,
his first professional position was at the
age of 14, as choir dIi)rector-organist for
St. James™ Episcopal Church in Lake
George. He taught at Union College
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in Schenectady from 1962-96; in 1977,
he conducted the glee club in a perfor-
mance at the White House for Jimm
Carter’s first state dinner. Wilson attend-
ed Yale College, where he studied organ
with H. Fran% Bozyan, theory with Paul
Hindemith, and musicology with Leo
Schrade, graduating in 1946. He studied
musicology from 1947-49 at Yale Uni-
versity, and studied orﬁan with Marcel
Dupré in France and harpsichord with
Gustav Leonhardt in Holland.

Wilson was founder and co-conductor
of the Bolton Festival of Music in 1948,
founder and first dean of the Adirondack
AGO chapter, and cofounder of what
would become the Lake George Op-
era Festival. During his career, ée gave
more than 1,000 public performances;
they included a performance of Honeg-
gers King Davidp at Alice Tully Hall wit
narrator ]ohn Houseman in 1975 and at
the National Cathedral in Washington
in 1983, and the debut of an organ con-
certo written for him by Union College
professor Edgar Curtis in 1966. Hugh
Allen Wilson is survived by his longtime
companion, Marshall Ford, and many
friends and colleagues.

Here & There

Béirenreiter—Verlag announces new
choral music titles. The Birenreiter Ur-
text series includes Gabriel Fauré, Re-
quiem, edited by Christina M. Stahl and
Michael Stegemann (BA 9461, available
in April); Antonio Vivaldi, edited by
Malcolm Bruno, Gloria, RV 589 (BA
7674, €12.95), and Kyrie, RV 587 (BA
§950, €10.00); Marc-Antoine Charpen-
tier, In nativitatem Domini canticum
(H. 416), edited by Joel Schwindt (BA
7673, €22.50); and George Frideric
Handel, Occasional Oratorio, edited by
Merlin Channon (BA 4089-90). For in-

formation: <www.baerenreiter.com>.

ECS Publishing announces new cho-
ral releases. Sacred choral works include
anthems by Fred Gramann (Blest are
the eyes that have not seen you, #7329,
God bestows on each one a name, #7330,
and This Gift Is Free, #7501), Grigory
Lvovsky, edited by Anthony Antolini
(Ghospodi, pomiluy/Kyrie eleison, #7345
and 7346), David Ashley White (Missa
Brevis, #7104), and Gwyneth Walker
(More Love, #7036). Secular choral titles
include works by Steven Sametz (Never
more will the wind, #7121), Ellen Gil-
son Voth (One Short Sleep Past, #7168),
Claude Debussy, arrange(ﬁj by Stanley M.
Hoffman (Beau Soir/Beautiful Evening,
#7689), Hen Mollicone (Flowers,
#7466), and others. The David Mooney
Irish Choral Series has issued two new
titles, The Last Rose of Summer, #7197,
and Fear an Bhdta/The Boatman, #7198.
For information: <www.ecspub.com>.

Michael’s Music Service announces
new organ sheet music. Richard Ell-
sasser transcribed Edward MacDowell’s
Woodland Sketches and recorded them
in 1955. Published by Boosey & Hawkes
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in 1958, every movement of the set has
been restored, including the well-known
To a Wild Rose; biographies and photos
of MacDowell and Ellsasser are includ-
ed. Four Pieces, by Hungarian organist
and composer Dezso D’Antalffy, in-
cludes the Sportive Fauns, the light and
melodic Madrigal, Drifting Clouds, and
Christmas Chimes, which works with or
without chimes. For information and re-
corded performances:
<http://michaelsmusicservice.com>.

The Andover Organ Company
has issued its latest newsletter. The is-
sue includes details on the journey and
saga of Andover Opus R-345 (formerly
E. & G.G. Hook Opus 472), whose home
is now Christ Episcopal Church, Char-
lottesville, Virginia. Information is also

rovided on the revised and expanded
Votteler-Hettche organ at St. Mark’s
Episcopal Church in Waterville, Maine,
and the organs at St. John’s R.C. Church
in Bangor, Maine; Methuen Memorial
Music Hall, Methuen, Massachusetts;
South Church, Nantucket, Massachu-
setts; Mount Hermon School, North-
field, Massachusetts, and the auditorium
at Round Lake, New York. Details on
upcoming work are also available, along
with personal news. For information:
<www.andoverorgan.com>.

Schoenstein & Co. Pipe Organ
Builders have added nearly 50 detailed
stoplists to their website. These are ar-
ranged in order of size, starting with or-

ans of up to 10 voices, followed by those
of 11-20 voices and so on. They are in
PDF format and can be downloaded and
Frinted. “Organizing stoplists by size al-
ows organ committees to study several
different alternative approaches to the

L

Schmidt Piano & Organ Service
and Associates of Kitchener, Ontario,
Canada, has completed the restoration
of the organ at Sacred Heart Roman
Catholic Church, Ingersoll, Ontario. The
organ started out as a used Karn-Warren
in 1947, replacing a previous instrument.
It was rebuilt as a new Principal pipe
organ in 1978, with 1,076 pipes and two
manuals. In 1992 an outdated Moller 3-
manual console was installed, along with
a used full-length 16" Open Wood and
full-length 16" Bombarde, extended to
serve as a manual 8’ Trumpet.

Schmidt Piano and Organ Service
has looked after the instrument since
2001. At that time, the Mboller con-
sole was very unreliable and became
increasingly worse. In 2009 under the
stewardship of Father Gerard Simard,
funds were finally allocated for the
organ, as much structural work to the

Sacred Heart Roman Catholic Church, Ingersoll, Ontario
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size of instrument they are contemplat-
ing”, said Jack Bethards, president and
tonal director of the company. The web-
site has been updated with new informa-
tion on company projects as well as ar-
ticles and books about the firm. Links to
the websites of Schoenstein clients have
been updated as well. The website ad-
dress is: <www.schoenstein.coms>.

Stuart B. Millner and Associates has
been chosen by Wicks Organ Com-
pany of Highland, Illinois, to sell Wicks®
surplus equipment. Wicks Organ Com-
pany will continue to sell new organs and
service existing organs. The live and on-
line auction is set for Tuesday, June 7, at
10 am CDT. Items may be previewed on
Monday, June 6, 9 am—4 pm CDT at the
Wicks plant at 1100 Fifth Street, High-
land, Illinois 62249.

Items to be auctioned include new
and used organs (complete and partial),
organ repair CFarts, keyboards, pipe or-
gan piEes, rawknobs, blowers, and
circuit boards. Manufacturing assets in-
clude a CNC router, saws, drills, sand-
ers, and a staining system. Plant support
assets including compressors, shelving,
forklifts, man lifts, and office furniture
will also be sold. Raw materials to be
auctioned include fine wood used to
make the organs.

Wicks Organ Company has built and
installed thousands ot organs during the
company’s 100-plus years of operation.
Wicks Organ Company will continue to
design organs based upon the needs of
their clients and purchase the compo-
nents from selected outside vendors.
Wicks Organ Company on the web:
<organ.wi§ks.com/>; Stuart B. Millner
& Associates on the web:
<www.sbmac.com/>.

B

building was completed including the
steeple. In 2010 the Moéller console was
scrapped, along with major cleaning,
revoicing, complete overhaul, and voic-
ing of the 16" Bombarde and 16" Open
Wood. The 2-manual chancel Principal
console was re-installed to the gallery
after updating with new solig—state
Westacott and Peterson electronics.

On November 13, 2010, the organ
was rededicated by Father Simard. The
parish choir was accompanied by Anne
Houthuyzen, organist and director of
music. Daniel Dirksen, organist of Grace
Anglican Church in Brantford, played a
recital, which included Denis Bédard’s
Cat Suite. Gary R. Schmidt, organist of
the New Apostolic Church in Kitchener,
performed Guilmant's Grand Triumphal
Chorus and led congregational singing
with improvisations. For information:
<www.schmidtpianoandorgan.com>.

THE GUILD OF
CARILLONNEURS
IN NORTH AMERICA
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Harpsichord News
by Larry Palmer

3 November 2002: players at the dedication of Richard Kingston’s Millennium harp-
sichord, opus 300, in the Washington, D.C. music room of Charles and Susan Mize.
Left to right: Dr. Mize, Larry Palmer, Virginia Pleasants, Don Angle, Brigitte Haude-

bourg, and composer Glenn Spring

Another member joins the
harpsichordists’ century club

Virﬁinia Pleasants, harpsichordist,
clavichordist, and fortepianist, celebrates
her 100th birthday on May 9, 2011. Born
in Ohio, she attended Wittenberg Uni-
versity and completed her baccalaure-
ate degree (with a major in piano) at the
College-Conservatory of the University
of Cincinnati. After private piano study
in New York City, she won a Erst prize in
the MacDowell Competition for Cham-
ber Music.

Joining her husband, music critic
Henry Pleasants, in Europe at the end of
World War 11, the couple Eved in Austria,
Switzerland, and Germany until settling
in London in 1967. There Henry wrote
music criticism for the International
Herald-Tribune and Virginia served for
twenty years as an adjunct lecturer at
Cambridge University. Her frequent
recitals of early music and her gift for
keeping in touch with a wide circle of in-
tereste% friends kept Virginia in the fore-
front of the BritishP early musical scene.
In turn she kept many, including read-
ers of THE DIAPASON, better informed
about interesting happenings across
the Atlantic. Pleasants™ discography in-
cludes four discs of Haydn Sonatas for
The Haydn Society, and Quincy Porter’s
Harpsichord Concerto, issued by Com-
posers Recordings Incorporated.

Four years after the death of her hus-
band in 2000, Virginia came “home” to
Philadelphia. In 2002 she joined several
friends in dedicatory festivities for Rich-
ard Kingston’s 300th harpsichord, playing
music of Zipoli, Blow, Croft, Domenico
Scarlatti, and Hungarian composer Tibor
Serly. A longtime member of the South-

Virginia and Henry Pleasants, 1996 (pho-
to: Charles Mize)

eastern Historical Keyboard Society, Vir-
ginia gave a memorable lecture-recital
on the fortepiano works of Philadelphia
composer Algl)exander Reinagle for the
Society’s 2007 conclave at the University
of North Texas in Denton.

With her attainment of the century
mark, Virginia Pleasants joins a select
group of revival harpsichordists, includ-
ing Marcelle de Lacour and Virginia
Mackie. More research may be needed,
but it seems that daily practicing, espe-
cially on a plucking instrument, might be
considered beneficial for a long, as well

as happy, life.

Comments and news items are always
welcome. Address them to Dr. Larry
Palmer, Division of Music, Southern
Methodist University, Dallas, TX 75275.
E-mails to <lpalmer@smu.edu>.

AES

Evansville, Indiana, which is
scheduled to begin installation
in the late Fall of zo10.
Conceptual drawing at right.

We are pleased to unveil the design
for the new II-manual, 38-rank organ
for St. Mary’s Catholic Church in

Our pipe organ builders are ready to consult with you regarding new

instruments, rebuilding, restoration, additions, voicing, or service.

How can we help express your dreams and turn them into reality?

P O Box 838, Lithonia Ga. 30058 | 800-836-2726 | www.pipe-organ.com
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Inthe wind . ..
by John Bishop

The temperamental organ

Winter was coming to an end, and at
Fenway Park, fabled home of the Bos-
ton Red Sox, and the facilities manager
was working down his checklist of pre-
season chores. This would be the second
year of the new ballgark organ, and he

figured it would need tuning. He called
up Fred Opporknockity, the guy who
had delivereg the organ, and asked if
he could come to tune the organ be-
fore Opening Day. Fred replied that
the organ didn’t need to be tuned—he
was sure it would be fine. Mr. Facilities
suggested that the organ at his church
was tuned for Christmas and Easter.
“No,” said Fred, “don’t you know that
Opporknockity tunes but once?”

This joins a long list of so-called jokes
like the one that ends, “Is that an almond
daiquiri, Dick?” “No, it’s a hickory dai-
quiri, Doc.” Or the one that goes . . . But
I digress. (How can I digress when I'm
only 160 words into it?)

In fact, the Fenway Park organ didn’t
need to be tuned. It’s electronic and was
tuned at the factory. But the tuning of
Eipe organs is a subject without end or

eginning, without right or wrong, with-
out rhyme or reason—it just needs to be
in tune!

Mr. Facilities” recollection that the
church organ needs to be tuned for
Christmas and Easter (notice that I capi-
talized Opening Day as a High Holyday!)
is only ha]f')f right, in my opinion. For years
I scheduled big tuning routes that occu-
pied Advent and Lent, but where I live
in New England, Christmas and Easter
are almost always both winter holidays,
and the August {)rides would walk down
countless center aisles straining to the
strains of sorry S-foot trumpets that
made her guests pucker as if t]iey were
biting into a lemon. It's my experience
that summertime tuning problems al-
ways involve either “soprano” D, F#, or
A, ruining virtually every Trumpet-Tune
processional. In one weddin§ I played,
the fourth E went dead—the trill on
beat three of Jeremiah Clarke’s ubig-
uitous tune made me laugh. I was only
quick enouﬁh to go down a half-step, a
safe enough transposition because you
can keep playing tl?e same printed notes
with a different key signature. It was
an awkward sounding transition, but at
least it gave me back my “dee diddle-
diddle-diddle da-da dum de dum dum”
instead of “dee doh-doh-doh da-da dum
de dum dum.”

Gradually I changed my plan to de-
fine seasonal tunings as “heat-on” and
“heat-off"—around here that works out

to be roughly November and May—and
maybe it means I found myself a little ex-
tra work because there often seem to be
Easter touch-ups as well.

§

Why do we schedule tunings accord-
ing to seasons? Simply and authorita-
tively because the pitch produced by an
organ pipe of a given length 1is subject
to temperature. Say a pipe plays “440-
A” andgay it’s 70 deéregsfi)n tpheychurch.
Raise the temperature a degree and now
the same pipe plays 442 (roughly). And
the catch is that the reeds don’t change
with temperature and the wooden pipes
(especiaﬁ)y stopped pipes) are more af-
fected by humidity than temperature.
So when there’s a temperature swing
the organ’s tuning flies into pieces. You
cannot define organ pitch without ref-
erence to temperature. A contract for
a new organ is likely to have a clause
that defines the organ’s pitch as A=440
at 68 degrees.

And here’s the other catch. My little
example said it was 70 degrees in the
church. But its never 70 degrees every-
where in the church. It ma %e 70 at the
console, 66 in the Swell, 61 in the Choir,
and 82 in the Great. If these are the con-
ditions when it’s cold outside and the
thermostat is set to 68, you can bet that
summertime conditions have it more
like 75 or 80 degrees everywhere in the
building except any higlh—up area where
you find organ pipes—then it’s suﬁ)er hot
and the reeds won't tune that high.

Conditions outdoors can have a dra-
matic effect on organ tuning. Imagine
an organ placed in two chambers on
either side of a chancel, and imagine
that the back wall of each organ cham-
ber is an outside wall. The tuner comes
on a rainy Friday and gets the organ
nicely in tune. Sunday dawns bright
and sunny, the south-facing wall gets
heated up by the sun and that hal% of
the organ goes sharp. During the ser-
mon the organist “txts” the tuner to
complain about how awful the or%an
sounds. (Wht wr u doing®) The fol-
lowing Thursday the organist shows up
for choir rehearsal and finds the tuner’s
bill in his mailbox. What would you do?
Was it the tuner’s fault that it rained?
Any ood organ tuner pays attention to
weather conditions and forecasts as if
he were the mother of the bride plan-
ning an outdoor wedding.

I care for a large tracker-action organ
in Boston, housed in a free-standing
case with polished tin Principal pipes in
the facades of Great, Pedal, and Riick-
positiv cases. It’s situated in a contem-
porary building designed by a famous
architect, who gave the congregation
the gift of light ‘rgrom the heavens com-
ing through a long narrow window that
runs along the ridge of the roof. In the
winter as the sun moves across the sky,
brilliant light moves across the front of
the organ, heating the fagade pipes as
it goes. Instantly the Great 8-foot Prin-
cipal goes 30 or 40 cents (hundreds of
a semi-tone) sharp. Do the math—how
many hundredths of a semitone are
there in a quarter-tone? Guess what
time of day this happens? Eleven AM.
And guess what time the opening hymn
is played on a Sunday morning? The first
time I tuned that organ, I felt as though
I were in a carnival fun-house with mir-
rors distorting the world around me as
the organ’s pitch followed the sun across
the room.

Temperature’s rising

In order to do a conscientious tuning,
we ask the church office to be sure the
heat is up for when we tune. When they
ask what it should be set to, I reply that
they should pretend that the tuning is a
Sunday morning worship service. If the
heat is turned up to 68 degrees five hours
before the hour of worship, then set the
heat at 68 five hours before the tuning.
It’s not very scientific but it seems to get
the point across.

T've arrived many times to start a tun-
ing to find that there is no heat in the
church. Sorry, can’t tune. I'll come back

BROOME & CO. LLC
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860-653-2106
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tomorrow—and the time and mileage
I spent today goes on your bill. Once I
showed up at the church (made of blue
brick and shaped like a whale—some
architects have the strangest ideas) and
the sexton proudly announced, “I got
it good and warm in there for you this
time.” It was 95 degrees in the church
and the organ sounded terrible. Sorry,
can’t tune. I'll come back tomorrow. He
must have run $400 of fuel oil through
that furnace in addition to my bill for
wasted time. And the haughty authori-
tative pastor of a big city Lutheran
church once said to me from under an
expensively-coiffed shock of theatrical
white hair, “We heat the church for the
people, not the organ.”

The eternal batﬁe of the organ tuner
and the thermostat is not because we
don't like working in cold rooms. Its
not because we want the organ to be
warm. It’s physics. When you chill oxy-
gen, the molecules get closer together
and it thickens to the point at which it
becomes a liquid. When air warms, the
molecules get further apart. When the
air molecuﬁ;ﬂs get further apart, the air
éets less dense. When the air gets less

ense, sound waves need less energy
and they shorten. When the sound waves
shorten, the pitch increases. It's not a
matter of comfort, it's physical law—the
laws of physics.

The same laws say that the organ will
be in tune at the temperature at which it
was tuned. Set the thermostat at 68 on
Thursday for the organ tuning, turn it
down to 55, then baci up to 68 on Sun-
day. Voila! The organ is in tune—unless
the weather changed. And it’s better for
the organ not to be vigorously heated all
the time. Ancient European organs have
survived for centuries partly because
their buildings are not superheated.
American churches are often guilty of
“organ baking”—keeping the heat up
all winter, using the argument that its
more cost-efficient than reheating a cold
building several times a week.

It’s a Zen thing.

I've been asked if T have perfect pitch.
No—and I'm g¢lad I don’t. A roommate
of mine at Oberlin had perfect pitch,
and he identified that my turntabﬁ)ﬂ ran
slow (remember turntables?). It didn’t
bother me—but he couldn’t bear it.
The organ tuner with perfect pitch has
to compensate for the fact that you are
not necessarily tuning at A=440. If the
organ is a few cents sharp or flat when
you arrive to tune, chances are you’re
going to leave it that way. It takes sev-
eral days to change the basic pitch of
most organs. And for really big organs it
can take weeks.

T've been asked how I can stand lis-
tening to “out of tune-ness” all day. I
don’t like hearing it when I'm listening
to organ music or attendin%worship, but
when I'm tuning I love it because I can
change it. There’s a satisfaction about
working your way up a rank of pi}aes
bringing notes into tune. You can feel
them “click” into tune—in good voic-
in];;; there’s a sort of latchin tﬁat I sense
when I give the pipe that last little tick
with my tool.

An organ tuner is something of a
contortionist—he has to be able to for-
get about physical discomfort in the
often-awkward spaces inside an organ
so he can concentrate on the sounds.
He often hangs from a ladder or a
swell-shutter for stability. (Key hold-
ers, please keep your dagnabgit feet
off the Swell pedal!) He learns to tune
out little mec]?anical noises and defects
of speech. An organ pipe might have
burps and bubbles in its speech that
are clearly heard when you're inside
the organ and still sound perfect from
the nave or the console.

He gets into a nice quiet state and a
rhythm develops: “next,” tick-tick-tick,
“next,” tick-tick-tick. A couple hours
and ten ranks (610 pipes) into it and the
sexton comes in with a vacuum cleaner.
The flowers are delivered for Sunday. A
lawn mower starts up at the house next
door. The pastor brings in a soon-to-be
married couple. They politely assure me,
“Don’t worry, you're not disturbing us.”

Once I showed up to tune the organ
at a universi?/ chapel. A couple heavy
trucks full of equipment were outside
and a guy was loading tools into the
bucket of a cherry picker. I went up to
him saying I was there to tune the organ
and wondered if they’d be making noise.
“Not much,” he saié], “just a little ham-
mer-drilling.”

§

As I write, the Red Sox official web-
site says that the Opening Day game
at Fenway Park starts in twelve days,
eight hours, thirteen minutes, and
twenty-five, twenty-four, twenty-three
seconds. It doesn’t really matter wheth-
er the organ is tune or not—they don’t
use it as a ballpark organ any more. But
there was a time when the organ music
was an integral part of the ballpark ex-
perience. A common question in Bos-
ton sports trivia quizzes was, “Who’s
the only person who played for the Red
Sox, the Bruins (hoc]gey , and the Celt-
ics (basketball)?” Answer—John Keilly,
the organist for Fenway Park and the
Boston Garden.

My father and I have been to dozens
(maybe hundreds?) of games at Fenway
Park. He’s had the same seats (section
26, row 4, seats 13 and 14) since the
early 1970s. When John Keilly was at
the Hammond B-3, we joked about get-
ting to the park early so we could hear
the preludes. And he had an uncanny
knack for playing the right tune at the
right time. When Carlton Fisk hit his
now legendary “walk-off” twelfth-inning
homerun to win game six of the 1975
World Series, Keilly created a secondary
sports legend when he glayed “Hallelu-
jah”—though not according to historical
performance practices.

§

Nancy Faust was organist for the Chi-
cago ngte Sox from 1970 until her last
game on Sunday, October 3, 2010. She
missed five games in 1983 when her
son was born—otherwise she played for
more than 3,200 games without missing
one. When she was hired, petitions were

JUGET-SINCIA]
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Pretty Nancy Faust doll

circulated by fans and sports officials of-
fended that the White Sox had placed
a woman on the team’s payroll. But she
came into her own when” Harry Caray
became the radio commentator for the
Sox. He gave her the moniker Pretty
Nancy Faust, and started the tradition of
leaning out the window of his announc-
er’s box to lead the singing of Take Me
out to the Ballgame as Nancy played. She

layed by ear, and kept current with all
the latest music through her four decades
of playing so she was always ready with a
current musical quip for tﬁe amusement
of the fans. She was the originator of the
ballpark use of the now ubiquitous 1969
Steam song Na Na Hey Hey (Kiss him
goodbye), playing it when the pitcher of
an opposing team was pulled out during
the 1977 pennant race.

Nancy Faust was honored by the
White Sox for her years of service to the
team and its fans on September 18, 2010
in a pre-game ceremony. Ten thousand
Pretty Nancy Faust bobblehead dolls
were distributed to fans that day. My
wife Wendy lived and worked in Cﬁ]icago
for about ten years, and as both a gifted
organist and a baseball fan, she joined
countless other Chicagoans celebrating
Fausts contribution to the game. We
heard about her retirement on the NPR
sports pro(%ram “Only A Game” early
one Saturday morning, and Wendy let
me know how much she wanted one of
those dolls. With thanks to Chicago or-

anbuilding colleague and theatre ortgan
guru Jeff Weiler, I found one complete
with the ticket stub for the September 18
game, and it now has an honored place in
our living room.

In the pages of this journal we often
read about churches celebrating their
retiring long-time organists. I've read
plenty of stories about fancy concerts
with reunions of dozens of past choir
members, music committees commis-
sioning commemorative anthems (bet

ou can't say that three times fastl),
cakes that look like pipe organs, bronze
laques, and surprise tickets for Carib-
Eean cruises, but never bobblehead

dolls. How cool is that? [ |
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On Teaching

by Gavin Black

Buxtehude and Boéllmann—final
thoughts (for now)

For the last year I have looked, in as
much depth as space seemed to permit,
at the process o? studying and learning
two contrasting and, 1 hope, comple-
mentary pieces—the Praeludium in E
Major, BuxWV 141 by Dietrich Buxte-
huée, and the Suite Gothique, op. 25
by Leon Boéllmann. This month T will
sﬁ]are a few thoughts about this project
as a whole; then next month I will turn to
something new.

The goals of this long series of col-
umns were really two: first, to provide a
template for working on the two pieces,
which, if followed, would help a student
learn those pieces securely and com-
fortably; and second, to suggest ways
of thinking about and working on organ
repertoire that could be applied broadly
to other pieces.

The learning process

The process of learning a piece of
music on the organ can be thought of in
three parts—parts that are not rigorous-
ly separate, but interact with and blend
into one another. The first is the very
practical: learning the notes by work-
ing out fingerings and pedalings, and
by practicing the notes systematically
and patiently—and practicing enough.
The second is getting to know the piece
as well as possible. This includes any-
thing that permits the player to know,
consciously or subconsciously, what is
coming up next in the piece. This has
a working relationship with the act of
memorizing a piece, but doesn’t depend
on memorization. (And indeed memori-
zation does not guarantee really knowin
the content of a piece musically.) This
knowledge reinforces the learning that
comes from racticing—makes it more
secure. The third part comprises purely
interpretive decisions that are made
about how to play the piece: tempo, ar-
ticulation, phrasing, and so on—and of
course also registration.

In the columns of the last year I em-
phasized the first two of these, writing

The right
organ at the
right price

We’ll help you chose from
the hundreds of vintage organs
available through our website.

‘We can deliver it to the
organ builder of your choice
or refurbish, revoice, and
install it ourselves.

“In choosing OCH, I know that the work has been done
with the utmost knowledge, enthusiasm, care and integrity.”

David Enlow, Sub-Dean, NYCAGO

Organ Clearing House

www.organclearinghouse.com or call John Bishop at 617-688-9290
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rather little about interpretation, for
reasons that I will discuss below. Also,
I only occasionally, when there seemed
to be a i?articular reason for it, outlined
a specific protocol for Fracticing a pas-
sage. That protocol is largely the same
from one case to the next. Systemati-
cally organized and patiently carried out
practicing is monumentally important. I
will outline the most important points
about it once more here.

1) Any student or other player can
successfully play any passage right off
the bat—sight read it—if he or she keeps
it slow enough. The harder or more intri-
cate a passage is, the slower it has to be at
first. The simpler a passage is or the more
it is broken (E)wn into simple parts, the
less slow it needs to be.

2) The correct starting practice tem-
po for any passage is a tempo at which
that passage is reliably accurate and
feels easy. Again, the simpler a passage
is, the less slow that tempo has to be.
Practicing hands and feet separately
allows the initial practice tempo to be
less slow than it would have to be to
cope with playing the whole texture
from the very beginning. The most
important thing to note is that an ap-
Fropriate ]i‘)ractice tempo is never de-
ined in relation to the ultimate tempo
of the piece or to anything about what
sounds “musical.” Students can get
into trouble because of a reluctance
to practice too much more slowly than
the tempo that they hear in their head
for a piece. This should never be a
consideration at this stage. The faster
a piece is supposed to Ee in the end,
the more important it is to practice it
slowly enough in the beginning.

3) Once any passage, in any combina-
tion of hands and feet, has been played
enough times at a 1%iven (appropriate)
tempo, and feels really easy—essentially
automatic—at that tempo, then it can
always be played just a little bit faster.
This is simply a fact about the human
mind, brain, reflexes, muscles, and so on,
which continues to be true as the passage
increases in tempo towards (or beyond)
where the player wants the piece to end
up. Theref(}))re:

4) Any passage or piece can always
be learned—by anyone—Dby starting it
at a slow-enough practice tempo and
speeding it up in sufficiently small in-
crements. Always—anyone. This only
ever appears to have failed when the
person claiming to have done it has not
really done it. (I should know: I have
from time to time been that person, led
by busy-ness or laziness or distraction to
cut corners. Most of us have done the
same.) The teacher’s role in this process
is to motivate the student to stick to
practicing this way.

5) Choices about how much to sim-
plify the increments in which a piece is
practiced—that is, whether to practice a
measure at a time, or a few measures, or
half a piece or a whole piece, how much
to practice separate hands, when to start
putting things together, and so on—are
really matters of the psychology and mo-
tivation of the student. Different choices
will affect the trajectory of the learning
of the piece, but not the final results, as
long as the above principles are followed.
Some students li].l:e working with larger
or more complex chunks of music and are
willing to keep them slow enough; other
students would rather work with simpler
or smaller bits and be able to have the
“up-to-tempo” experience sooner with
those bits.

(I want to mention, just by way of
example, a recent experience that has
come my way just by coincidence that
touches ‘on this. I have a student who
has been working on the first Contra-
punctus of The Art of Fugue—on harp-
sichord, and thus with all four voices in
the hands—over the month or so prior
to my writing this. She decided—after
spending some time working out finger-
ings—that she would altogether skip the
step of practicing hands separately. This
was contrary to my assumption that she
would work out each hand until it felt
really ready before putting the two to-
%ether. She did this because she found
the whole texture fascinating and want-
ed to experience that texture from the
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beginning. And—this is crucial—she has
made it work because she has been will-
ing to keep the whole thing slow enough,
and to crank it up to tempo very gradu-
ally indeed. I believe that it will take her
longer to learn the piece this way, but
she is finding it more interesting, and
she will in the end learn it well. I should
mention that she is playing through in-
dividual voices in the manner that I have
often discussed, to learn them both au-
rally and structurally.)

Hand choices

I wrote quite a bit in recent columns
about hand choices. These are a dis-
proportionate and needless source of
trouble for many students. Of course,
if a passage involves the use of two key-
boards, with one hand on each, then the
player does not choose which hand plays
which notes, and it was the composer’s

job to make sure that the note patterns

within each hand are plausible to finger
and play. If both hands, and thus Eﬁie
whole manual part of the texture, are on
the same keyboard, then it is extremely
important that the student consider the
two hands, ten fingers, to be one unit—a
unit with the job of playing all of the
notes in the most comfbrtal%le way, re-
gardless of what note is printed in what
staff. I have seen students classify whole
pieces as un-learnable because of disad-
vantageous hand choices in a few salient
difficult spots.

Getting to know the piece

In writing about getting to know the
piece, I have tended to emphasize what
might be called motivic analysis, but
of an informal kind: simply noticing
any melody, motif, theme, fragment,
etc., that happens more than once. It
has always Eeen my experience that
noticing things like this, even if this
is not followed by the drawing of any

articular analytic conclusions, leads
Eoth to more solid playing—by im-
proving the ongoing remembering of
what is coming up next in the piece
as it goes along—and to more rhe-
torically convincing playin v, However,
getting to know the piece through no-
ticing things about harmony or chord
progressions, while not something
that I tend to emphasize, can certainly
also be useful.

A piece like the Toccata from the
Suite Gothique is strongly chord-based.
A trip through the piece, identifying
chorcﬁ by letter-name and type and also
by relation to a local tonic or to the tonic
of the piece, could aid in finding those
chord shapes securely, and therefore in
playing the piece well. A passage like
the section of Buxtehude BuxWV 141
that begins at m. 60, though certainly
conceived contrapuntally, can also be
seen as organized aroun({chord shapes,
and taking note of what those chords
are can also be useful in fixing the piece
in the student’s mind. )

Practice techniques

Practice techniques that I described
in the last year’s columns might of
course also suit other pieces. For ex-
ample, in the final column on the
Buxtehude, I discussed the technique
of leaving out certain notes in a pas-
sage as a stage in practicing. This di-
rects the attention of the ear to the
stronger notes, and guides the player
towards playing lighter notes lightly. I
discusse(s)tlis in connection with the
fugue subject of the final section of the
Praeludium. This approach could also
be applied to the Boéllmann Toccata,
leaving out the latter three sixteenth
notes of each quarter-note beat in the
right hand over the first nineteen mea-
sures of the movement, and similar
passages, and playing the on-the-beat
notes as (very) detached quarter notes.
This would, among other things, elu-
cidate the relationship between those
notes and the left hand chords, which
are in effect detached quarter notes.

Interpretation

I am very much a non-authoritarian
when it comes to interpretation. I have
no desire whatsoever for my students to
play pieces the same way that I do, or in
a way that I consider “right”. If a student
of mine, or any other musician, plays a
piece in a way that I really don't like, or
that I consider “wrong”, either based on
analysis of the piece or historical consid-
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erations, then that is their business and
not mine.

I am happy to share my reasons for
liking or not liking anything, but only
if the person with whom I am sharin
those ideas is not going to feel oblige
then to do things the way that I seem to
want them done. I fear that the hand of
a teacher’s artistic, aesthetic, and inter-
pretive judgments can be a very heavy
one for a student, even long after the
teacher has modified or abandoned the
particular opinion.

I try to consider any aesthetic judg-
ment that I formed more than about five
years earlier to be officially out-of-date
and subject to being changed—or at least
needing to be consciously re-thought be-
fore it is ratified. However, if I conveyed
that judgment to a student with a kind
of teacherly authority, then the student
might have a hard time letting go of it,
even if unknown to that student I have
already done so. This is why I have tried
to avoid statements of the sort—“this
theme (or passage, or piece) should be
played legato (or staccato, or with this or
that phrasing)”—in these columns. An-
other reason for avoiding this is that my
own interpretive thoughts about these
pieces have changed at least somewhat
as I have gotten to know them better by
writing about them.

For example, I would now play the
Priére a Notre-Dame a bit less slowly and
significantly more freely than I would
have expected to play it a year ago. It is
also true that, outsi({e of a certain level
of generality, interpretive decisions in
organ music depend on the instrument
being used and on the acoustics of the
performing space. The more solidly a
piece has been learned, the more readily
a performer can adapt his or her perfor-
mance to the needs of a new instrument
or a new acoustic situation.

I have enjoyed living with these two
works for a year. They are both, beyond
the nitty-gritty of workin% on them, ex-
pressive, exciting pieces that are viscer-
ally fun to play as well as wonderful to
hear and interesting to think about. Next
month I plan to write about memoriza-
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tion. This is a subject that arises fairly
naturally out of the attempt to learn a

iece or two really well. The question
of the relationship between memori-
zation and really t orou%h learning of
a piece is a complex and controversial
one. I will try to explore a number of
different ways of thinking about it, and
give an account of my own views and
my own experience. [ |

Gavin Black is Director of the Prince-
ton early Keyboard Center in Princeton,
New Jersey. He can be reached by e-mail at
<gavinblack@mail.com>.

Music for voices
and organ
by James McCray

Children’s choir music

Sing with your voices, and with your
hearts, and with all your moral conviction,
sing the new songs, not only with your
tongue, but with your life.

) —St. Augustine

(354—430)

Although numerous publishers pro-
vide music for children’s choirs, Cho-
risters Guild has the largest number of
new settings. A yearly examination of
traditional church choir publishers such
as Augsburg Fortress, MorningStar, or
GIA Music Publishers reveals that their
attention to this category is limited,
usually to a handful of new works scat-
tered throughout the yearly offerings.
Choristers Guild is devoted to music for
children, so naturally they publish more
works at this levef./ Recent offerings
submitted to me for review had 14 new
works and all but one could be classified
as “sacred music.” A packet of their new
publications for children’s choir is sent
about three or four times a year.

Admittedly, most of these new works
were very simple in desi%;n and perfor-
mance level, but most had a busy piano
accompaniment, several had optional
instruments such as hand chimes, per-
cussion or C instrument, and, in general,
they were tuneful, primarily in unison
with limited two-part sections, and some-
what brief. These attributes are perfect
for children’s choirs in churches.

Unfortunately, not every church has
a fully developed children’s choir, and
many of those who do seem to have small
numbers of participants. This is curious.
In these days when the arts are suffering
cutbacks through budget problems in
the public schools, it would seem natu-
ral that parents would encourage active
involvement in other free musical op-
portunities. Or is the problem also bug-
get limitations in churches so that there
are fewer organized choirs for children?
That deserves investigation.

The numbers of sin%ers who partici-
pate in community children’s choirs re-
mains modest, often due to the fact that
there are so few communities that offer
formal instruction and opportunity. My
home town has had a chﬂpren’s choir for
almost 30 years, and it is structured in
two levels, {)eginning and advanced. Yes,

their numbers also are smaller, but this
valued group, which is a separate agency
under the umbrella of the adult commu-
nity choir (100 singers), remains an ac-
tive and vital contribution to the musical
life of the ci(?/. Of course, this is primarily
due to the

edication of the conductors

and parents who have provided effective
leadership during these three decades.

As church choir directors, we must all
do more to encourage children singing in
choirs. This is not only important to the
children, but it has serious implications
for the life of the church. Adult church
choirs are already seeing fewer partici-
pants, so developing a love of singing
at an early age is crucial to our role as
choral musicians. John Cage, who made
significant contributions to the world of
music, once said that it was his mother
who had a profound influence on his de-
velopment when she said, “God’s got his
hang on you, son. Keep singing.”

We say thanks to all the publishers
who provide music to us; the reviews
this month feature music for various
levels of children’s choirs. Let’s do all
we can to encourage children to “kee}p
singing,” and make that one of our goals
for 2011.

Rejoice and Sing, Craig Curry. Uni-
son/two-part with piano and optional
flute, Choristers Guild, CGA 1195,
$1.95 (M-).

The flute plays throughout and its mu-
sic is on the back cover. The music has
a strong rhythmic pulse created in the
piano, and over that the choir sings lon-
ger, slower chords. The flute’s lines are
short, flowing phrases, which sometimes
provide connections at the ends of vocal
phrases. This cheerful setting is based on
Psalm 118:24, and ends with the choir
speaking the word “rejoice.”

Sing A New Song, Allen Pote. Inter-
generational choirs with piano and 4
0[l)lti0nal handbells or hand chimes,
(C )oristers Guild, CGA 1190, $1.95
M).

The adult choir opens this rhythmic
setting with four pages of music that is
then followed by two pages of two-part
music for youth choir. Then the children’s
choir, with four handbells, sings three
pages of unison music. The closing sec-
tion brings all three groups together for
four pages. The han%bel music is very
easy and printed on the back cover. For
those churches with a large, active choral
program, it is difficult finding music that
uses both a youth choir and a children’s
choir with the adult choir, so this is a very
welcome addition to the repertoire and
highly recommended.

Psalm 121, Timothy Shaw. Unison/
two-part with piano, Choristers
Guild, CGA 1209, $1.85 (E).

The busy piano part has arpeggios in
the right andpleft hands during the open-
ing section, which is repeated. Tﬁere
are two verses and a refrain in this first
section. The next section is slower, more
flowing, and keeps the choir in unison.
The last section returns to the opening
material (ABA) but with the choir in ca-
nonic phrases.

Savior, Like a Shepherd Lead Us, Hal
Hopson. Unison or two-part with
piano and optional flute or C instru-
ment, MorningStar Music Publish-
ers, MSM-50-5905, $1.85 (M-),

The editor suggests that this anthem
is easily adapted for use by various com-
binations OF choirs of children, youth,
and/or adults. The C instrument part is
on the back cover and is used in almost
all 61 measures of the setting. Until the
last section, all the choral music is in uni-
son. A lovely arrangement of this popular
hymn tune.
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Daughter of Zion, See the Victor,
G. F. Handel, arranged by Michael
Burkhardt. Unison, SS or SSA voices
and organ with optional C instru-
ments, MorningStar Music Publish-
ers, MSM-50-9975, $1.70 (M.).

From Handel’s Judas Maccabaeus,
this arrangement has several performing
o]l')tions. The two C instruments usually
play in parallel thirds and their music
is on the back cover. If the SSA version
is used, the sopranos also sing in paral-
lel thirds, with a contrasting line for the
altos. The keyboard part is often in the
treble clef, doubling the voice parts. The
music is not difficult and has two ver-
sions of the text for performance.

From High on the Mountain, Ron-
ald A. Nelson. Unison, piano, and
descant, Augsburg Fortress, 978-0-
8066-9836-6, $1.60 (M).

Based on an Austrian carol, this Christ-
mas work has two verses, each closing
with an “Alleluia”. The first verse is in
unison, and the second employs the des-
cant. The piano part is somewhat taxin
and the vocal lines have wide leaps, whic
will be challenging but memorable. This
work is attractive, with an independence
among the various performers.

I Praise You, God, John Ferguson.
Children’s choir, SATB, and organ,
GIA Publications, G-6360, $1.85 (M).

The children have a single sweet
phrase of music, which they sing several
times. Of course, they could join with
adult sopranos, but it is probably more
effective to have them sing only that re-
peated, single, solo phrase. Tﬁe organ
part, on three staves, has registration
suggestions. The choral parts are on two
staves, and have some Eivisi and unac-
companied areas. This is a charming an-
them based on Psalm 139, and is highl
recommended, especially since the é:hlfj
dren’s music is very limited and only one
joint rehearsal wil?]be needed.

Think About These Things, Bob Bur-
roughs. Unison or two-part and key-
board with optional C instrument,
Augsburg Fortress, 978-0-8066-
9837-3, $1.30 (E).

The flute plays an obbligato line that
is important to the arrangement. This
three-page setting begins in unison; after
eight measures, the remaining music is
for two parts. The keyboard part is inde-
pendent but not difficult.

God Is Here!, Helen Kemp. Uni-
son with piano, optional organ and
optional congregation, Choristers
Guild, CGA 1191, $1.95 (M).

Kemp continues to be a leader in
developing music for children’s choir.
This arrangement is interesting in using
both piano and organ in an arrangement
of a Fred Pratt Green text on the tune
ABBOT’S LEIGH. The first half of the an-
them is for unison children and piano;
then they are joined by the organ and
congregation singing the familiar hymn,
which is printed on the back cover for
bulletin duplication. A delightful setting
that is a clear winner!

Didn’t My Lord Deliver Daniel, arr.
Mark Patterson. Unison or two-part
with piano, Choristers Guild 1210,
$1.85 (M).

This popular spiritual is highly synco-
pated for Eoth singers and pianist. Most
of the choral music is in unison. The
piano music is filled with driving energy
and is an equal partner with the singers.
Fun and moderately challenging for the
young performers.
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Book Reviews

Don Cusic, ed. Encyclopedia of Con-
tempora Christian Music: Pop,
Rock, and Worship. Santa Barbara,
CA: Greenwood Press, 2010, 505 pp.,
hardcover, $85.00. ISBN: 978-0-313-
34425-1; <www.greenwood.com>.

This encyclopedia is a reference work
consisting of over 200 entries, arranged
in alphabetical order. Many of the en-
tries” are biographical sketches of the
musicians who sing, play instruments,
and record contemporary Christian mu-
sic. There are entries on record labels,
music executives, politics, Christian cul-
ture, “Jesus music,” along with histories
of both contemporary Christian music
and all religious music in America. En-
tries cite works for further reading, and
many include discographies and lists of
awards for major artists. The encyclo-
pedia includes a bibliography, an index,
and many photos. Don Cusic, professor
of music {usiness at Belmont University,
has authored many of the entries, but
other writers are Christian acts promot-
er Liz Cavanaugh, Belmont professor
James Elliott, ingependent writer Becky
Garrison, journalists Bob Gersztyn and
Vernell Hackett, and Belmont professor
and radio programmer Rich Tiner. Short
affiliation statements for each contribu-
tor are included in the book. Some of
the artists included are Amy Grant, U2,
ZOEgirl, Elvis Presley, The Archers, Pat
Boone, Andraé Crouch and the Disci-
ples, Steven Curtis Chapman, Children
of the Day, Mustard Seed Faith, Good
News, Point of Grace, Servant, Parable,
PFR (Pray for Rain), Bill and Gloria
Gaither, Bob Dylan, and many more.

The preface of the book (xv) says that
“very little has been written about con-
temporary Christian music outside the
realm of Christian publications.” Cusic
says that the book is written “for those
in the secular world who want informa-
tion about Christian artists and Chris-
tian music presented in an obLective,
straightforward way.” However, he also
hopes that the work will be useful to
those who are fans and participants of
Christian music. The Greenwood web-
site (www.greenwood.com) says that the
Encyclopedia “is the first comprehen-
sive reference work on a form of Ameri-
can music that is far more popular than
nonfans may realize. It fills a major gaj
in the literature on American music an
Christian culture . . .”

The style of writing in this volume is
terse, fact-laden, and in readable, non-
scholarly prose: “Keaggy had a bad ex-
perience during a drug tri}")l. . alwais
walked both sides of the path . ..” (Hack-
ett, 283). Don Cusic’s prose is similar, al-
though a bit less colloquial: “Bart Millard
grew up in Greenville, Texas, and had to
enroll in chorus after he broke his ankles
Elaying high school football. . . . Millard

egan to sing more and do solos” (299).

The longer articles have a similar style,
with some possibly questionable facts
the questions are from the terse nature
of the entries, not from what is written,
but from what is left out. An example of
this is from the long article on “Religious
Music in America, a History,” which tells
the story of the whole of religious music
from Luther, Calvin, and Henry VIII to
George Beverly Shea and Billy Graham
in some twenty pages:

There was religious dissension in Europe
before Martin Luther nailed his 95 Theses
on the Wittenberg door in 1516, however,
it was this act—and the subsequent life and
trials of Luther—that led to the Protestant
Reformation in Europe and the rise of the
Anglican church in England. The split with
the Catholic Church in England was a re-
sult of Henry VIII wanting a divorce from
his wife. . .. (361).

The other difﬁcultﬁ with this long article
is that it is not highly referenced. There
are only 11 citations “for further reading”
at the end of the article, so it is unknown
where Mr. Cusic found all his facts, such
as that Luther wrote only 37 songs (361),
or that during the nation’s first 100 years,
religious music dominated America
(365), and as the first half of the 19th
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century ended, the old-time religion fad-
ed as the cultural environment gave way
to the Industrial Revolution and the Civil
War (370). Citations for these would be
interesting to the scholar.

Whether this book is the “first compre-
hensive work” about the contemporary
Christian music scene can be addressed
by searching in Google and Amazon,
where two other works are cited, one by
Mark Allan Powell, Encyclopedia of Con-
temporary Christian Music (Peabody,
Massachusetts: Hendrickson Publishers,
Inc., paperback, 2002, ISBN 1-56563-
679-1?. This book is also an alphabetical
list of artists with approximately 1,900
entries and 1,088 pa%es. There is an ex-
tensive index, a list of recordings for the
artists, and well-written articles—all this
for $18.21.

Another “Encyclopedia” is The Bill-
board Guide to Contemporary Christian
Music by Barry Alfonso (New York: Bill-
board Books, Watson-Guptill Publica-
tions of VNU Business Media, 2002, 288
Ep., ISBN 0-8230-7718-7). This book

as a longer article on “Contemporary
Christian Music Today: Challenges and
Controversies,” “Testimonies: Interviews
with Christian Artists,” “the “A-Z Ency-
clopedia,” a “Chronology of Contempo-
rary Christian Music,” an “Introduction,”
“Afterword,” “Sources and Contacts,” a
few photos, and an index. The artist en-
tries contain lists of recordings, but on
the whole, the articles are shorter than
those in Cusic. As of 3/18/10, Amazon of-
fered a new copy for $2.91!

The claim tlli)at the Cusic book is the
firstis, therefore, advertising hype, though
it is the newest book and contains much
relevant information about contemporary
Christian music. This reviewer would
wish that it were more scholarly, with
more references and links to other musi-
cians and genres. However, it remains a
good “read” if this deficiency is noted. As
to educating secular persons about Chris-
tian music, yes, this book could be a use-
ful tool. And it could continue to inform
those who already practice this genre. All
of the books citec? above enlighten the
reader about this art form, which man:
do not believe, according to Alfonso (Bill-
board Guide, 7), is a legitimate one. He
says that “Contemporary Christian music
continues to be stigmatized, ridiculed,
and dismissed by many mainstream lis-
teners” (ibid., 7). Cusic speaks about the
difference between secular artists and
Christian artists, and that Christian art-
ists use all types of music “to convey the
Christian message” (Encyclopedia, xv).

Reading the Cusic book has been en-
lightening for this reviewer, both for the
information contained therein, and for
the recognition of this art form as a legit-
imate one. This book would be useful for
the church musician involved in contem-
porary worship, it would be interesting
to read by all others, but it would only
be a starting point for information about
contemporary Christian music for the
serious scholar.

—Joy Schroeder, DMA
Flint Institute of Music

This review was first published in Theologi-
cal Librarianship: An Online Journal of the
American Theological Library Association, in
June 2010.

Reprise—An Irish Church Musi-
cian Looks Back, by Harry Grindle.
ISBN: 978-0-9563780-0-2; 217 pp.,
paperback, £11.99; available from
<www.amazon.co.uk>.

After a career that has become syn-
onymous with excellence in sacred
music and choral performance, Harry
Grindle—probably best known for his
lenl%thy service at St. Anne’s Cathedral,
Belfast—has written and published
an extremely detailed autobiography,
which focuses primarily on his career at
Belfast Cathedral during an extremely
turbulent period in the history of North-
ern Ireland.

Born in County Down, in 1935, Grin-
dle grew up the son of an organist, and be-
gan his life of church music as a chorister
at Bangor Abbey. His extremely varied
and diverse career path in the world of
professional music-making is chronicled

in great detail, spanning both the worlds
of church music and academia. Accom-
panied by many fine, interestin% photo-
graphs marking important milestones
in his career, the book is an interesting,
well-written account of the life of a musi-
cian highly regarded in his field, and in-
cludes many ﬁumorous anecdotes. The
short biographical snippets of his many
students who have succeeded in the mu-
sical world serve to underline the great
influence Grindle has had on the profes-
sional development of today’s generation
of musicians. Unsu rising?;/ chronologi-
cal in structure, the book naviﬁates an in-
teresting path from his childhood, early
career, his time at Belfast Cathedral, and
his long tenure as director of the Priory
Singers, culminating with a well-earned
and much-deserved MBE (Member of
the Order of the British Empire) from
Queen Elizabeth II.

The book’s 12 chapter headings are as
follows:

1. 1935-53 Childhood, Bangor Abbey,
Regent House School

2. 1953-61 University, school-teach-
ing and first organist post

3. 1961-62 Further study and school-
teaching in London

4. 1962-64 Bangor Parish Church

5. 1964—65 Belfast Cathedral

6. 1965-67 Belfast Cathedral, The Ca-
thedral Consort

7. 1968-70 Belfast Cathedral, Dean
Samuel Crooks

8. 1971-72 Belfast Cathedral, St Louis
Sisters’ Choir

9. 1972-74 Belfast Cathedral, Choir’s
first commercial recordin

10. 1975-76 Belfast Cathedral, rebuilt
Organ, first Cathedral Festival

I1. 1975-85 Stranmillis College, fur-
ther studies

12. 1986-2008 Stranmillis College,
The Priory Singers, Retirement.

The book has a foreword by The Rt.
Revd. Lord Eames OM of Armagh, the
distinguished former Primate of the
Church of Ireland. There is a bibliogra-

hy and a discography, and there are 45
Elack and white illustrations.

More than just an autobiography, this
colorful presentation of the musical and
cultural life of Northern Ireland, set
against the backdrop of the most turbu-
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lent period in Irish history, is an engaging
and well-written tale that will interest or-
ganists and choir directors alike (and the
mappropriate hymn choices foisted upon
Harry’s mother by the Marchioness of
Dufferin & Ava will resonate with every
church musician who has had carefully
chosen hymn selections overridden by a
zealous priest or pastor!).
—/James Reed
Bergen, Norway

New Recordings

Bach in the Back Bay. Balint Karosi,
organist. Richards, Fowkes & Co.
organ at First Lutheran Church,
Boston, Massachusetts. Dulcian Re-
cordings CD-D007;
<www.dulciancds.net>.

Toccata and Fugue in F Major (BWV
540), Passacaglia and Fugue in C Minor
(BWV 582), An Wasswj%ssen Babylon
(BWV 653b), Prelude and Fugue in C
Major (BWV 531), Trio super: Herr Jesu
Christ dich zu uns wend (BWV 655),
Fantasy and Fugue in C Minor (BWV
537), Wenn wir in hichsten Néten sein
(BWV 641), Prelude in E-flat Major
(BWV 552a), Schmiicke dich o liebe
Seele (BWV 654), Fugue in E-flat Major
(BWV 552b).

Penny Lorenz of Penny Lorenz Art-
ist Management has made an interesting
excursion into the field of recording by
producing compact discs mostly of the
artists she manages, under the name of
Dulcian Productions. This strikes me
as a very resourceful way of publicizing
the artists she represents while at the
same time producing some worthwhile
recordings. The present recording rep-
resents a further departure in featuring
an artist who is represented by Phillip
Truckenbrod Concert Artists.” Judging
by the quality of the present recording,
the Dulcian label promises to be a suc-
cessful enterprise.

This recording features the brilliant
young Hungarian organist Balint Karosi
at First Lutheran Church (LCMS) in
Boston. The leaflet that comes with the
CD contains both a history of the church
and a creedal statement summarizing
its beliefs. First Lutheran Church is the
oldest Lutheran congregation in New
England and has a very fine 24-stop, two-
manual organ, with an additional three
stops prepared for, built by Richards,
Fowkes & Co. of Ooltewah (near Chat-
tanooga), Tennessee, in the year 2000.

I remember visiting this instrument
during the 2000 Organ Historical Society
convention, when it was in the process
of being installed and finished. Little of

Log On and take the tour!

the pipework had been installed at the
time, but I remember being particularl
impressed by the beautiful vocale quaf-/
ity of the 8-foot Principal on the Werk
(main manual) and by t}ie fine acoustics
of the building. The instrument is fairly
uncompromisingly classical in its con-
ception, having but a single string on the
Werk, no swell box, and 1/5-comma Kell-
ner temperament.

While, therefore, some might think that
the design is a little limiting for a church
organ in terms of the repertoire that it can
]C_aierform, it is undoubtedly a superb me-

ium for Bach. The leaflet enclosed in the
jewel case unfortunately does not give the
stoplist of the organ, though this is read-
ily available on the builders’ website. One
of the prepared-for stops is a 2-foot Pedal
Cornet (reed). In the afl))sence of this, the
Pedal has little in the way of independent
upperwork, and there were one or two
occasions when I was listening to the re-
cording and thought that a slightly more
frequent use of the Pedal couf%lers might
have been desirable. Nevertheless, this is
a stunning instrument.

On their website, Dulcian Produc-
tions advertise themselves as producing
“organ CDs by exceptional organists on
exceptional pipe organs.” This recording
certainly falls within this category and I
thoroughly recommend it.

—John L. Speller
St. Louis, Missouri

Faythe Freese a I’Orgue de UEglise de
la Sainte-Trinité, Paris: Works of Ha-
kim, Guilmant, Langlais, Messiaen,
Tournemire. Faythe Freese, organ.
JAV Recordings, JAV 173, $25.00;
<www.pipeorgancds.com>.

To Call My True Love to My Dance
(2008), Naji Hakim; Caprice from Piéces
dans cl'i]Zerent styles, op. 20, Guilmant; IV.
Chant héroique, 11. Chant de paix, 1IL
Chant de joie from Neuf Pieces, Langlais;
Offrande au Saint Sacrement and Mono-
die, Messiaen; L'Orgue Mystique XXV: In
Festo Pentecostes, op. 56, Tournemire.

The historic treasure housed in Paris’s
I'Eglise de la Sainte-Trinité was built
by Aristide Cavaillé-Coll in 1869. The
organ has three manuals and 60 stops,
and most are original Cavaillé-Coll. By
1935, the organ had already undergone
three restorations. Still, Messiaen, titu-
lar organist at the time, said this about
the instrument: “The Trinité instrument
is a masterpiece. Original stops . . . have
been preserved . . . [and] the most beau-
tiful voices remain those of Cavaillé-
Coll.” Other famous titular organists
include Charles Quef, Félix-Alexandre
Guilmant, and Naji Hakim.

Faythe Freese, Professor of Music
at University of Alabama, recorded this

ANNUAL AND ONE-TIME COPYRIGHT
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Oneliicense.net

French program in June 2008 at Trinité.
According to an interview with Stephen
Tharp, Dr. Freese says that this project
evolved from a chance encounter in a ho-
tel lobby in Chicago in 2006. There, Naji
Hakim approached her and said that he
wished to compose a piece for her. After
securing the commission, she premiered
To Call My True Love to My Dance on
January 25, 2008 at Alabama’s Moody
Music Building. Wisely, she proposed to
record the W01%< at Hakim’s church, and
he replied, “Of course!”

This recording showcases the talents
and abilities of all: performer, compos-
ers, instrument, and engineer. Freese’s
program choices highlight every tonal
Sossibility this organ offers. And she

eftly plays demanding literature with
impeccable techniq]ue, true musicality,
and interpretive authority. Moreover, to
minimize capturing too much of Paris’s
sonorous cityscape, they recorded at
night. Finally, as is often the case, in-
strument influences composer. Cavaillé-
Coll's works influenced all the compos-
ers heard here, but this particular one
intimately inspired Guilmant, Messiaen,
and Hakim, so their pieces play won-
drously well.

Naji Hakim (b. 1955) preeminently
represents the established French tradi-
tion of organist/composer/teacher/impro-
viser. He studied with Langlais, succeed-
ed Messiaen as titular organist at Trinité,
teaches at the Conservatoire Nationale de
Boulogne-Billancourt, performs world-
wide, and composes prolifically. He pro-
vides this note about To Call My True
Love to My Dance:

To Call My True Love to My Dance for
organ is based on the Danish song Vil du
danse med mig? (Will you dance with me?),
by author and composer Hanne Kurup.
It consists of a set of 10 contrasted varia-
tions: Theme, Cantabile, Valse, Deciso,
Arabesque, Burletta, Tango, Scherzando,
Berceuse and Finale. The title To Call My
True Love to My Dance is quoted from a
Christmas carol: Tomorrow Shall Be My
Dancing Day. The melody of Vil du danse
med mig? is used with the kind permission
of Hanne Kurup.

Hakim keeps the variations short, just
one melodic statement in each, but the
piece develops throughout and tells a
story. Theme features the melody promi-
nently, with a quick, lively, ostinato ac-
companiment. Dance rhythms already
come into play, but everything is still in-
nocent; after all, this is just the invitation
to dance. Cantabile’s” melody unfolds
more slowly and with much more mys-
tery in the accompaniment; the dance
partners are unsure of themselves and
of each other. A discordant half-cadence
surprises two-thirds through, a false step
perhaps? In Valse, the melody, promi-

* EASY—online permission and reporting
ECONOMICAL—based on average weekend attendance
THOROUGH—your favorite songs
CONVENIENT—includes a growing list of publishers

LOG ON TODAY! WWW.ONELICENSE.NET

18

nent in the first two variations, begins to
disguise itself with elaborate ornamen-
tation; the lovers dance more elegantly
now. In Deciso, it all but disappears. In-
stead, an engaging, disjointed rEythmical
jest commands attention; the dancers are
young and athletic.

Arabesque offers the catchy melody in
a haunting minor mode with ornamental
figurations. This movement foreshad-
ows the seduction yet to come. Bur-
letta showcases call and response reed
choruses, ending with a humorous jab;
the lovers are clearly flirting with each
other. Tango-Scherzando-Tango, per-
formed attaché, feels like one extended
movement in ABA form. Tango suggests
a raunchy night of great fun; the trysts
resultant consequence, lighthearted and
sprite itself, foﬁ{ows in the Scherzando;
but that one night was so much fun that
it, well, happens again. Berceuse, or lul-
laby, wraps up the %ove story with its soft,
but colorff)ul, undulations. Finale summa-
rizes the lovers™ later life together with
bravura. Toccata figurations, several me-
lodic snippets, trills, rapid passagework,
crashing chords, and com inef dance
rhythms all work together to sustain ten-
sion, making the listener wait with bated
breath for the final resolution. This rela-
tionship really was true love, for better or
worse, till death do us part.

Continuing with the dance theme,
Guilmants Caprice has ABA form and
features delightful 8" stops of varying
colors. Guilmant (1837-1911) became
organist at Trinité in 1871. Freese proves
this piece to be a true gem when played
where it originated.

The CD’s second half features litur-
sy-based works. Langlais (1907-1991)
i?ollowed César Franck and Charles
Tournemire as organist at the Basilica
of Sainte-Clotilde. A prolific composer,
he wrote Neuf Pi¢ces in 1942 and 1943.
Heroic SongF commemorates Jehan Alain
and quotes fragments of La Marseillaise,
France’s national anthem. Song of Peace
is a meditation: sustained harmonies on
very soft string stops underlie a free,
flute obbligato. Song of Joy is another
virtuoso piece that shows off the full
organ, true to its title. Sweeping pedal
themes, trills, rhythmical gestures, and
complex harmonies 1ju]oilantly resound
under Freese’s capable hands.

Messiaen (1908-1992) wrote organ
works steeped in spirituality and mysti-
cism, reflecting his Catholic beliefs, but
ina lan?uage that is distinctly unique and
original. Freese showcases two of this
20th-century master’s not-so-commonly-
heard works. His Offering to the H(J%/
Sacrament comes from his early periO(?,
at the time he was appointed titular or-
ganist at Trinité. Naji Hakim made the
premiere recording in 1999 and writes:

Weaving around a theme made up of
calm and luminous harmonies on the Vox
Humana of the Swell, a moving perpetuum
of descending 16th notes on the Bourdon
8" evolves in a climate of ecstatic tender-
ness. In contrast to these harmonies, a me-
lodic theme appears (Quintaton 16”, Flute
4’) on a pedal chord where we find the
added values and the augmented fourth
so dear to the composer: C-flat, B-flat, D-
sharp and A-flat form a cadence. Why were
these pages not published? The composer
had written (as was his custom) “Good” on
the manuscript! This piece was written be-
tween 1930 and 1935.

Messiaen’s wife, Yvonne Loriod-Mes-
siaen, commented about his Monodie:

Written in 1963 at the request of his as-
sistant at 'Eglise de la Sainte-Trinité, Jean
Bonfils, who was writing a method book for
the organ, this piece was first published by
the pl%blishers—Schola Cantorum, where
Olivier Messiaen had been a professor
before World War II. It is made up of a
very disjunct melody with rather irrational
rhythms such as 3 over 2, 5 over 4, etc. . . .
Registration: Flute 4” or Quintaton 16’, Cor
de nuit 8’, Nasard 2%’, Octavin 2”.

Tournemire (1870-1939) followed
Franck as organist at Sainte-Clotilde,
Paris. His organ cycle for the church
year, L'Orgue Mystique, is a series of 51
suites. Each suite has five movements
that correspond to the Roman Catho-
lic Mass: Introit, Offertory, Elevation,
Communion, and Sortie. This recording
contains the complete Suite for Pente-
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cost Sunday, based on the associated
plainchants Veni Creator Spiritus and
Veni Sancte Spiritus. Introit is played
on a lovely, sof1t9 reed. Offertoire unfolds
and devef(/)ps rich, luscious harmonies.
Elévation lightly accompanies the raisin

of consecrated ﬁread and wine (host an

chalice). Communion meditates on the
mystery of transubstantiation. Fantaisie-
Choral completes the recording with
rousing, cele ratory gusto.

Trinité’s Cavaillé-Coll organ is a trea-
sure. This recording contains insightful
music choices that highlight its best at-
tributes. All the compositions are tiEhtly
constructed, great pieces, and Hakim’s
To Call My True Love to My Dance
proves worthy to play alon%side prior
French masterworks. Lastly, Faythe
Freese performs splendidly: this is a
landmarE recording of contemporary
French repertoire.

—David McKinney, DMA
Gainesville, Florida

New Organ Music

Frescobaldi: Organ and Keyboard
Works, 1.1 Recercari et Canzoni
franzese, and L2 Toccata e par-
tite libro primo. Editor: Christo-
Pher Stembridge, with the col-
aboration of Kenneth Gilbert;
Birenreiter BA8411/12, €46.95 per
volume; <www.baerenreiter.com>.

These two volumes are the first of a
series of six, which will present the com-
plete keyboard works that Frescobaldi

ublished during his life, and will there-
ore omit the canzonas published by Vi-
centi in 1645. In volume 1.1, Christopher
Stembridge, a renowned authority on
the early Italian repertoire, presents the
print of the ten recercari and four canzo-
ni franzese originally published in 1615
as libro primo by Bartolomeo Zannetti
in Rome, reset in 1618, and reprinted in
1626 with the reprint of the Primo libro
di Capricci, in 1628 and in 1642, and also
considered are the manuscript versions
in the Turin organ tablature copied in the
late 1630s. In his dedication, Frescobal-
di regards these as being his first work,
seemingly not wishing to remember his
book of twelve fantasias published in Mi-
lan in 1608.

By far the bulk of this first volume (83
pages in English and German) consists
of a comprehensive introduction to the
composer and the books of recercari and
toccatas and partitas, including the vari-
ant contents in the different editions of
the latter, with comments on all aspects
of performance practice. The section
on the modal system, with the list of the
chief characteristics of each mode as out-
lined by Zarlino, is particularly helpful,
as are the comments on the recercari
with and without the oblighi titles. The
section on the partite includes the basses
(and the aria in the case of Lamonicha)
on which they are based.

Especially valuable are the sections on
ornamentation, including the possible
addition of trills and the comments on
possible interpretation of those that are
written out, especially on the misleading
notation as to where it may commence.
Perhaps more comments on the possible
application of extended divisions in the
manner of Andrea Gabrieli and Merulo
to the recercars such as illustrated in the
example by Bonelli—both from his print
and also from the keyboard intabulation
from the Turin manuscript—would have
been helpful, if only to keep over-en-
thusiasm in check. Tempo—including
Frescobaldi’s use of triple time and dot-
ted values—and methods of arpeggia-
tion are also discussed. The paragraphs
on notation include thoughts on retro-
active application of accidentals and a
separate consideration of the concept of
hexachordal composition with its effect
on accidentals.

Although the title page to all the early
editions of the toccata e partite mentions
just the cimbalo, the organ is added to
the 1628 and 1637 reprints, suggesting
that despite this unprecedented assigna-
tion to the cimbalo, the music would have
most probably have also been played on
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the organ; in the libro primo, toccatas
5, 11, and 12 are close to elevazione in
style. A brief section on re}g‘istration
would have been even more helpful if
the registrations of Antegnati by genre
and Diruta by mode had been included
here, instead of footnotes referring the
reader elsewhere. An extensive bibliog-
raphy under seven headings provides a
veritable cornucopia of further reading
for the interested student. An extremely
detailed critical commentary presents
differences between the prints as well as
handmade corrections to the edition of
1615; also listed are variants in the Turin
manuscript copies.

Also included in the preface to vol-
ume 1.1 is an extensive introduction to
the toccatas, partite, and the four cor-
rente included in the 1st book of tocca-
tas; a full commentary on the different
variations of the partite included in the
second edition also sheds light on the
compositional and revisionary process.
Several facsimile pages or part pages
are included, as is a version of recercar
quinto from the Turin manuscript.

The preface tells us that this new edi-
tion, based on the print of 1618, is intend-
ed to replace the edition by Pierre Pidoux
some 60 years ago and to offer today’s
Elayer an edition that is as close as possi-

le to the sources, together with informa-
tion on the most recent research. How-
ever, with this first volume the open score
format of the original print has again been
reduced to keyboard score; the main dif-
ference with the Pidoux edition is that he
generally used diagonal lines to indicate
part crossing, whereas here the voices
remain in situ, which leads to consider-
able mental and visual gymnastics being
required on several occasions; of less im-
portance perhaps is the very occasional
replacing of a whole notes with tied half
notes so as to clarify crossed parts.

Three recercars (sesto, settimo, and
decimo) feature an obligo based on sol-
mization syllables that appear as the only
entries in the alto, tenor, and treble re-
spectively; this is immediately clearer vi-
sually in the open score presentation than
in the keyboard score, but even in Fresco-
baldi’s day, score reading was clearly be-
coming a forgotten art, as he commented
in the preface to Fiori Musicali.

Stembridge has added accidentals
in small type either above or below the
staff, to indicate notes that he believes
should be sharpened or flattened accord-
in% to the rules of musica ficta, but in
other places where alternative solutions
may be admitted, the score is marked
with an “x”, leaving the player free to de-
cide whether to inflect the note or not.
Further cases are marked with an as-
terisk and discussed in the critical com-
mentary. Small numbers placed below
the staff indicate the pagination of the
original print, with a smaﬁ “s” indicating
anew system in the original.

In volume 1.2 devoted to the toccata e
partite . . . libro primo, Stembridge pro-
vides translations of the prefaces to both
the 1615 and 1616 prints, and includes
a detailed discussion of the editions, a
summary of the different versions of the
partite, and an exhaustive critical com-
mentary. An appendix lists engraving
errors and corrections as well as errors
that remained uncorrected. Separate
versions of the sets of partite from each
print are included, rather than Pidoux’s
edition using the 1616 print only—sev-
eral of the discarded movements are
attractive. Missing here are the pieces
not printed until the aggiunta of 1637,
including the three balletti, the cento
partite sopra passacagli, three capricci
and the balletto e ciaconna and corrente
e ciaconna, which will, perhaps strangely,
be included in volume four along wit
the Fiori Musicali.

In this volume the small letter “s” be-
neath the staff indicates a tie that many
have been omitted in the print. Again,
an “x” indicates those notes where the
performer must decide for him or her-
self whether to add an accidental. In
both volumes the quality of printing
is excellent, but one point for the pro-
spective purchaser is that the extensive
compositional and performance practice
paragraphs relevant to the music in this
volume are available only in volume I.1—

hence the need to purchase both, not an
inexpensive outlay in these straightened
times. All pieces are laid out so that page
turns can all be managed by the player,
and the use of original beaming and lay-
out of the notes between the hands as in
the original prints is a glreat help when
considering " the articulation implied;
the time taken in adjusting to this major
change from some earlier editions will
be richly repaid.

It is interesting to read in the pref-
aces to Mayones two books printed
in 1603 and 1609 that he regarded the
toccatas as being for the progressive for-
ward-thinkers and the ricercars for the
conservatives who did not care for this
new style; Frescobaldi’s almost obsessive
wrestling with contrapuntal problems
and the ingenious solutions he adopts
are amplﬁ emonstrated here, particu-
larly in" the more introverted recercars,
which are far less well-known and played
today than the more extrovert toccatas.
It is only by playing and immersing one-
self in this wonderful music that one be-
comes more adept at solving some of the
problems posed in the score. Although
these are dealt with so comprehensively
in the introduction—which should be
compulsory reading, especially for the
newcomer to these pieces, prior to play-
ing them—it is throufgh the act of playin
that the real worth of these volumes wi
be revealed as a fitting testimony to the
genius of Frescobaldi.

—John Collins
Sussex, England

83 Musical Gifts, Parts 1, 2, and 3:
Variations on Hymn Tunes, edited by
Adrienne Tindall. Darcey Press, Ver-
non Hills, Illinois; 847/816-1468;
<www.darceypress.com>.

At last! Here is a musical “gift” to the
hard-working organist that should make
his or her job so much easier in preparin
and playing Sunday after Sunday. Edite
by Adrienne Tindall, an organist herself,

ﬁ/ the variations were written by con-
temporary American composers in styles
that are refreshing but not unacceptable
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for the church service. Each volume is
laid out in alphabetical order by tune
name on heavy stock and clear print. Tin-
dall has made every effort to simplify the
organist’s job. There are fold-out pages
throughout all the volumes to eliminate
page turns in the middle of a variation.
A clear table of contents that includes all
volumes (there are three in the current
set) is listed in the front of each book,
along with a brief biography of each
composer. The end of each volume con-
tains further indexes: one, which lists the
music written by each composer, and a
second in which'common texts are listed
with their related tunes.

One of the best features to my mind
is that along with the older tunes that we
find in every book of Baroque keyboard
music, such as LOBE DEN HERREN and
NuN KoMM DER HEIDEN HEILAND,
Tindall has included 19th and 20th cen-
tury tunes as well. So, tunes like FOR-
EST GREEN, CWM RHONDDA, and GoDp
REST YoU MERRY GENTLEMEN figure
prominently with dozens of others; there
are 83 hymn tunes in all.

In addition to the three parts of 83
Musical Gifts, Adrienne Tindall has gone
on to produce another, in four parts, en-
titled 120 Musical Gz‘ts, which continue
the same themes as the first three. Every
tune in all the volumes is set as variations,
which make them eminently usable as
preludes. By playing single variations, they
also adapt easily to offertory or postlude
status. Of the many composers included,
names like Austin Lovelace, Robert Lind,
and Mark Siebert are represented more
than once. One of the great features is
that many female composers, such as
Martha Sobaje, Deborah Zufall, Rebecca
te Velde, and Adrienne Tindall, are also
included. In general, the music is not dif-
ficult to play. Level of difficulty ranges
from simple to medium. Some work is
required, but not months of effort.

I recommend these volumes highly.
In fact, I got so excited about them that
I ordered every one, so now I have all
seven available.

—Jay Zoller
Newcastle, Maine
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Eighth International Organ and Early Music Festival
Oaxaca, Mexico, October 21-27, 2010

Cicely Winter

The eighth International Organ and
Early Music Festival took pﬁ;ice Oc-
tober 21-27, 2010 in Oaxaca, Mexico,
with the theme, “Celebrating the Bicen-
tennial of the National Independence
and the Centennial of the Mexican Rev-
olution.” To honor the two most signifi-
cant events in Mexican political history,
the IOHIO (Institute of Historic Or-
gans) presented its grandest festival yet.
For the first time, music lovers were able
to hear concerts on all seven restored
organs, a unique oplportunity to appreci-
ate the richness and diversity of Oaxaca’s
collection of Baroque instruments.

In addition, there were three all-day
field trips to visit 12 unrestored instru-
ments in village churches, most of which
are usually inaccessible to the public;
two masterclasses with Swiss organist
and musicologist Guy Bovet; two éﬁioral
concerts, one of which presented cho-
ral works that have not been heard for
centuries from the early 18th-century
notebook of Domingo Flores from San
Bartolo Yautepec; the opportunity for
organists to play the organ in the Basilica
de la Soledad; guided tours of two arche-
ological sites; an exhibit of historical ma-
terial related to the organs from various
Oaxacan archives; a talk about the organs
and the work of the IOHIO; a view of
Oaxaca’s splendid and varied scene
during field trips to the Tlacolula Valley
and the Mixteca Alta; and a chance to
sample the local cuisine and revel in the
fiesta traditions in the villages.

October 21, Thursday

The festival began with the first of two
masterclasses in San Jerénimo Tlacocha-
huaya given by Guy Bovet. Thirteen
Mexican organists and organ students
from Oaxaca, Mexico City, Puebla, Que-
retaro, Morelia, and Toﬁzlca, as well as
one from the U.S., played for Bovet and
a group of some 20 auditors from Mex-
ico and abroad. Participants benefited
immensely from Bovet’s explanation of
the fine points of Spanish repertoire and
performance practice. He carried out an
important survey of Mexican organs in
the 1980s and 90s sponsored by UNES-
CO and Pro Helvetia.

That evening, Mexican artists José
Francisco Alvarez (organ) and Juan

Carlos Murillo (trombone) offered the
first concert of the festival in the Basilica
de la Soledad. This is the first time the
trombone has been featured in a IOHIO
festival, and the sound blended brilliantly
with the organ in a varied program based
on arrangements by José Francisco. The
magnificent polychromed case of the or-
gan has the date 1686 inscribed on the
side of the case, making it the oldest ex-
tant organ in Oaxaca.

October 22, Friday

The second organ masterclass by Guy
Bovet in Tlacochahuaya once again fo-
cused on the Iberian repertoire of the
16th and 17th centuries. Participants
presented works by Correa de Arauxo,
Cabanilles, Bruna, Aguilera de Heredia,
Cabezén, and Durén.

That afternoon, everyone gathered
in the elegant space o?/ the Francisco
de Burgoa Library in the former con-
vent of Santo Domingo de Guzman for
the inauguration of the eighth festival.
IOHIO director Cicely Winter intro-
duced Ricardo Fuentes and Beatriz
Dominguez from the Coordinacién
Nacional de la Conservacién del Patri-
monio Cultural (CNCPN) who spoke
about the goals of their institution and
future collaborations with the IOHIO.
Next, Alberto Compiani and Josefina
Benavides from the “Radio Monterrey”
station spoke about the weekly rad>i/o
show “His Majesty the Organ,” which
Compiani initiatedyas a result of his on-
fgoing collaboration with the IOHIO. Tt is
1oped that starting next year these pro-
grams may be broadcast in Oaxaca. Cic-
ely Winter then offered a presentation
about “The Historic Organs of Oaxaca
and the Work of the IOHIO.” Her talk
was prefaced by special recognition of
the initiative of Don Alfredo Harp Held
in support of the restoration and mainte-
nance of the organs.

This was f()ﬁowed by an exhibit of
documents related to organs from vari-
ous Oaxacan archives, “Ad maiorem Dei

loriam, el 6rgano oaxaquefio al servicio
del altar,” which afforéled an excellent
overview of Oaxacan organ history. The
exhibit was curated and presented by
Polish researcher and IOHIO collabora-
tor Ricardo Rodys.
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Guy Bovet leads masterclass in Tlacochahuaya (photo credit: José Luis Pérez Cruz)

Cicely Winter plays for Guy Bovet masterclass in Tlacochahuaya (photo credit: Peter
Bryant)

The second concert of the festival took
place in the Capilla del Rosario (ex-con-
vento de San Pablo) and featured the
Capilla Virreinal de la Nueva Espa-
fna directed by Aurelio Tello in the pre-
sentation of “Music from the Domingo
Flores Book (18th century) of San Bar-
tolo Yautepec.” This not%ook was part
of a treasure of manuscripts discovered

by the IOHIO in Yautepec in 2001.

October 23, Saturday

The all-day field trip to the Mixteca
Alta began with the third concert of the
festival in Santa Marfa de la Natividad.
Barbara Owen opened the program
with Baroque dance pieces. Later Guy
Bovet improvised a sonata on a Mexi-
can patriotic tune in the style of Sor
Maria Clara and played a Fandango with

guitarist Vladimir Ibarra. Gabriela
Edith Pérez Diaz enchanted the audi-
ence with several pieces by J. S. Bach on
the marimba. The Ibarra/Diaz duo then
closed their program with a piece for
marimba andP guitar. At the end of the
concert, each of the two IOHIO organ
scholarship students from the commu-
nity played a piece. We did not know
that the Pan American Races would take

lace that day and that the highway was

locked. We were waved through by a
police car but did not find out until the
end of the day that the friends who drove
their own cars to the concert were not
allowed to pass.

The fourth concert of the festival in
Santo Domingo Yanhuitlin was espe-
cially important because this organ has
not been played for years due to ongo-
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José Francisco Alvarez (organ) and Juan Carlos Murillo (trombone) perform the
first concert at the Soledad Basilica (photo credit: Bruce Shull)

k4

Capilla Virreinal de la Nueva Espana, directed by Aurelio Tello (photo credit: José Luis

Pérez Cruz)

ing restoration work in the church. The
audience was transported by the com-
bination of the program “The Splendor
of the Cathedra}s of Mexico in tile 17th
century,” presented by the Capilla Vir-
reinal de la Nueva Espana directed
by Aurelio Tello, the setting in one of
Mexico’s most magnificent 16th-century
Baroque churches, and the acoustics in
the vaulted stone space. The renowned
Uruguayan organist Cristina Garcia
Banegas accompanied the choir and
enhanced the program with several mag-
nificent 17th-century solo works.

Thanks to the ongoing support of the
Federal Road and Bridge Commission,
a special entrance was opened from the
super highway, allowing us direct access
to San Andrés Zautla and saving us over
an hour of el time. The fiesta and
concert in Zautla are always a highlight
of the festival. We were received in the
atrium of the church by the local band
with noisy fireworks, mezcal, and danc-
ing, with the elderly women of the town
dressed in their traditional skirts and
blouses. We enjoyed a delicious stew
with squash seed sauce, a special local
recipe, served in the patio {)ehind the
church. After dinner, we filed into the
church to hear the fifth concert of the
festival, presented by organist Cristina
Garcia Banegas in alternation with Ga-
briela Edith Pérez Diaz, percussion,
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and Vladimir Ibarra, guitar. Banegas’s
program  combined lingt 18th-ce
hances with more modern works, i

ing one of her own compositions, while
Diaz and Ibarra offered modern works
for guitar and complete percussion en-
semble. The case glecoration of this 4’
table organ (1726) is among the most
elaborate in all of Mexico.

October 24, Sunday

This day was dedicated to visiting un-
restored organs in the Tlacolula Valley.
Our first stop was in San Matias Jalat-
laco, located just on the edge of the his-
toric center of Oaxaca City. This lovely 8’
organ, painted blue, was built in 1866 by
Pedro Nibra and though missing some
pipes, is quite restorable.

We continued on to San Andrés Huay-
apam and its lovely country church with
a splendid gilded altarpiece. The 4" table
organ (1772) is in nearly perfect condi-
tion and would require little to make it
playable. We were refreshed by a drink
of tejate, a specialty of this community.

We made a brief stop at the famous
tree in Santa Marfa del Tule before pro-
ceeding to Santa Maria Tlacolula. It was
market day and a local saint was also be-
ing celebrated, so the streets were packed
and it was difficult to get one’s bearings
because of the tall tents and rides. First
we viewed the little 2" 18th-century pro-

Exhibit “El 6rgano oaxaquenio al servicio del altar” (photo credit: José Luis Pérez Cruz)

Local students Einer Mendoza and Alan Martinez, with their teacher, Joel Vasquez,
at Tamazulapam concert (photo credit: José Luis Pérez Cruz)
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cessional organ, the smallest in Oaxaca,
which was built for a small chapel. Then
we climbed up to the choir loft to see
the 8 organ in the choir loft. Dating
presumably from the mid-18th century,
this stately organ is nearly complete and
has the most elaborately painted fagade
pipes in all of Mexico.

We were all set to proceed to Mitla
for lunch, but a police car was blocking
our vans and it took at least a half hour
to track down the driver and convince
him to move. As a result we had to rush
through the rest of the day. After our
midday meal in Mitla, we zoomed to San
Dionisio Ocotepec to view one of Oaxa-
ca’s earliest ang most important organs
(1721). This 4" stationary instrument,

67

Case of the unrestored organ in Santiago Teotongo (photo credit: Bruce Shull)

though missing its pipes and keyboard, is
the closest relative to the Tlacochahuaya
organ. Its doors, which were removed
from the organ, framed, and hung in the
sacristy, were brought to the choir loft
for viewing. One of them depicts King
David playing his harp and the other,
Santa Cecilia playin: rrtphe Ocotepec or-
gan, showing the bellows behind and the
original fagade decoration.

We arrived in San Jerénimo Tlacocha-
huaya just in time for the sixth concert
of the festival. Guy Bovet offered an el-
e%ant program combining serious works
of the Spanish repertoire with lighter
pieces such as verses from the Sor Marfa
Clara notebook. His program ended
with an improvisation on the Oaxacan
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tune “Amor Juvenil,” with Antonio de
Jesus Hernandez, the 15-year-old son
of the sacristan on the trombone. This
organ (ca. 1735) is the jewel in the Oaxa-
can crown. Its gorgeously decorated case
and facade pipes make it a work of art
in its own right and it synchronizes per-
fectly with the acoustics and exuberantly
painted decoration of the church.

October 25, Monday

Participants had the choice of play-
ing the organ in La Soledad or goin
on a guided tour of archeological site o
Monte Alban with Marcus Winter of
the INAH (Instituto Nacional de Antro-
Folo sia e Historia). There was free time
or the rest of the day until the seventh
concert of the festival presented that
evening in the Oaxaca Cathedral by Cris-
tina Garcia Banegas. Her concert was
varied and exciting, and included pieces
from the Jesuit mission in Chiquitos, Bo-
livia. There was an excellent turnout for
this concert.

October 26, Tuesday

We departed early in the morning for
our two—(?ay journey through the Mixteca
Alta. This was only the second time that
a concert had been programmed on the
organ in Santa Maria Tlaxiaco, because
its three-hour distance from Oaxaca City
requires an ovemight stay.

Our first stop was in Santa Marfa
Tint. This small stone church houses an

'

Cristina Garcia Banegas in San Andrés Zautla (photo credit: José Luis Pérez Cruz)

organ (1828) that is disproportionately
large for the interior space. The organ,
completely intact and played C{ust a gen-
eration ago, still grunts and wheezes
when the bellows located in the loft
above are pumped. It is possible that it
could be made to play again with just
an overall cleaning and patching of the
winding system.

We proceeded to San Mateo Yucucui.
The or]gan (1743) was never painted but
is richly carved. The floor of the high
side balcony on which the organ sits is
much deteriorated, but the custodian
had laid down some planks so that par-
ticipants could get a closer look at the
organ. The situation has been evaluated
by the INAH and a repair project is un-
der consideration.

Santa Marfa Tiltepec is one of sev-
eral extant organs located near Yanhuit-
lan. Appreciated by art historians for its
richly carved facade, this 17th-century
church houses one of Oaxaca’s oldest or-
gans (1703), unique in both its construc-
tion technique and whimsical carved and
painted decoration.

After lunch in Teposcolula, we as-
cended up through t%:e pine forest to
Santa Maria Tlaxiaco. Guy Bovet’s pre-
sentation of the eighth and final concert
of the festival included some of the most
stirring pieces of the 17th-century reper-
toire and ended with an improvisation on
the “Cancién Mixteca.” This beautiful 8’
organ, the only 19th-century restored in-
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Cristina Garcia Banegas in Yanhuitlan (photo credit: José Luis Pérez Cruz)

Antonio de Jesus Hernandez and Guy
Bovet in Tlacochahuaya (photo credit: José
Luis Pérez Cruz)

strument in Oaxaca, offers a broad palette
of sound possibilities, which resounded
throughout the beautiful church.

October 27, Wednesday

After breakfast, we departed for the
late pre-classic and classic Mixtec ar-
cheoﬁ)gical site of San Martin Huam-
elulpan for a guided tour by Marcus
Winter of the INAH and a visit to the
community museum.

From there we went to the nearby
village of San Pedro Mirtir Yucuxaco.
The table organ here (1740) is complete
and in excellent condition, even though
its bellows no longer exist. It close
resembles the organ in Zautla, thou ij
without the painted decoration, the
carved pipeshades include faces in pro-
file, an t]ﬁe keyboard is one of Oaxaca’s
most exquisite.

The open chapel, church, and ex-con-
vent in San Pedro y San Pablo Tepos-
colula comprise one of the most amaz-
ing 16th-century Dominican complexes
in Mexico. A project is nearing conclu-
sion to gild the carved decoration of the
18th-century monumental organ in areas
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where there was no evidence of former

ilding. The IOHIO was not notified of
this project and it is being investigated.
The organ has a similar profile to that
of Yanhuitlan but was painted a cream
color rather than polychromed, probably
because of lack of ‘r)llmds at the time of
the construction.

After lunch, we continued on to San-
tiago Teotongo, where we could admire
the organ as part of one of the most
splendid Baroque churches in Mexico.
TPhe organ seems to date from the mid-
18th century because of the resemblance
of its profile to the organ in San Mateo
Yucucui (1743). Even though it lost all its
pipes and keyboard during the Mexican
Revolution, the magnificent gilded and
polychromed case still exists.

Our Mixtec tour culminated with a
visit to the church and organ of Santiago
Tejupan. This lovely polychromed organ
(1776) is the last extant Oaxacan instru-
ment to exhibit religious imagery on
the case. Even thou % it no longer has
its pipes or keyboard, the community is
most interested in having it reconstruct-
ed some day. The name of the donor, cost
of the organ, and date of construction
appear inscribed on decorative medal-
lions on the fagade. Just before getting
in to the vans to return to Oaxaca City,
Cicely Winter announced that she had a
surprise for everyone . . . a visit to one
more organ! (just kidding!)

Everyone agreed that the Eighth Fes-
tival was spectacular. All the planning and
organizational work beforehand really
paid off and there were no major glitches,
at least within our control. For the first
time, we set up a screen and projected
the concerts in the church below so that
the audience could see the organist and
the rest of the activity in the cl%oir loft—
this proved to be enormously successful.
Three of the organ concerts included
pieces from the notebook of the Oaxa-
can nun Sor Marfa Clara del Santisimo
Sacramento. The group of participants
could not have been more congeniaﬁ) and
included organists, organbuilders, organ
students, anthropologists, academics,
musicians, teachers, restorers, cultural
promoters, and other professionals. It
will be a pleasure to maintain contact
with these wonderful new members of
our growing IOHIO community. During

g% i

Guy Bovet, Cristina Garcia Banegas, and Marisa Aubert at Tlaxiaco concert (photo

credit: José Luis Pérez Cruz)

the coming year we look forward to pre-
senting more concerts, producing more
CDs, continuing our documentation and
conservation project, and writin%]a book
about the Oaxaca organs. So when we
organize our Ninth Festival sometime in
2012 we will have a lot to celebrate! W

Cicely Winter %rew up in the state of Michi-
gan, but has lived in Oaxaca since 1972. She
studied piano and harpsichord at Smith Col-
lege amf the University of Michigan, where

she obtained a B.A. in music and an M.A.
in European history. She later studied piano
pegformance at the post-graduate level in the
School of Music at Indiana University. She
presents organ, piano, and harpsichord con-
certs regularly, many of which benefit com-
munity service projects. In the year 2000 she
co-founded el Instituto de Organos Histdricos
de Oaxaca A.C. (IOHIO) (mgl since then has
served as its director. The IOHIO focuses on
the protection and promotion of the sixty-nine
historic pipe organs known to date in the state
of Oaxaca.
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Nigel Potts is a consum-
mate musician who
knows how to com-
municate the essence

of this music. The large
Schoenstein organ of

St. Paul's is the perfect
accomplice . . . the
instrument’s amazing
smoothness of tone,
power without aggres-
sion, ravishingly beauti-
ful colors, and seemingly
limitless expressive
powers render it an ideal
instrument on which

to perform the English
Romantic repertoire. The
instrument’s ability to
seamlessly diminish from
an exciting tutti, capped
by a powerful, round
Tuba, to a barely audible
whisper is unparalleled.
Instrument, music, and
performer combine to
create musical magnifi-
cence not to be missed.
(British Fantasies and
Fanfares, Herald 344).
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J. S. Bach’s English and French Suites
with an emphasis on the Courante

Renate McLaughlin

Introduction

Religious conflicts brought about the
Thirty Years War (1618-1648), which
devastated Germany. Reconstruction
took at least one hundred years,' en-
compassing the entire lifetime of Bach.
The Treaty of Westphalia (1648), which
ended the war, gave each sovereign of
the over 300 principalities, which make
up modern Germany, the right to deter-
mine the religion of the area under his
(yes, they were all male) control. This
resulted i a cultural competition amon
the numerous sovereigns, and it also le
to the importing of French culture and
its imitation (recall that Louis XIV, the
“Sun King,” reigned from 1643 to 1715).
Bach encountered French language,
music, dance, and theater throughout his
formative years. In the cities where Bach
lived, he would have heard frequent per-
formances of minuets, gavottes, couran-
tes, sarabandes, etc.?

Christoph Wolff has provided addi-
tional evidence for Bach’s acquaintance
with French music and French customs.
In connection with the famous com-
petition between J. S. Bach and Louis
Marchand, scheduled to take place in
Dresden in 1717, Wolff wrote that Bach
would most likely have won the contest.®
Bach knew thoroughly the stylistic idi-
oms of the French keyboard repertoire;
and his own ke boar({ suites integrated
genuine F renc%; elements from the
very beginning. He consistently applied
French terminology, but he also blended
in Italian concerto elements (example:
the prelude to BWV 808). Further, he in-
corporated polyphonic writing and fugal
textures, especially for the concluding
gigues. As we know, this highly antici-
pated contest with Marchand never took
place, since Marchand unexpectedly and
secretly left Dresden.

J. S. Bach’s life—a short version*

The towns where Johann Sebastian
Bach lived and his key roles there can be
summarized as follows. The context pro-
vided by this list is important, because
Bach wrote the English and French
suites fairly early in his career.

Eisenach: born March 21, 1685

Ohrdruf: 1695-1700, stayed with old-
er brother

Liineburg;: 17001702, Choral Scholar

Arnstadt: 1703-1707, Organist (New
Church)

Miihlhausen: 1707-1708, Organist and
Town Musician (St. Blasius)

Weimar: 1708-1717, Ducal Court
Organist and chamber musician, then
Concertmaster

Cothen: 1717-1723, Capellmeister
for Prince Leopold

Leipzig: 1723-1750, Cantor and Di-
rector Musices (the dual title reflects the
split in the town council of Leipzig)

Leipzig: died July 28, 1750

The keyboard music (other than or-
gan music) by J. S. Bach

Bach wrote most of his music for key-
board (clavichord and hagpsichord) dur-
ing his years in Cothen (1717-1723).° He
served the court as Capellmeister and
director of chamber music (the highest

Figure 1. The Courante from French Suite #1, BWV 812
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social standing during his entire career!).
An elite group of professional musicians
stood at his disposal,® and his duties fo-
cused on secular chamber music. Since
the court belonged to the reformed
church, Bach’s employer expected nei-
ther liturgical music nor organ music. It
is clear from the prefaces that Bach wrote
his keyboard works for didactic purpos-
es—for members of his family and for
his students. Additional evidence for this
is that the Clavierbiichlein for Friede-
mann (1720) and the Clavierbiichlein for
Anna Magdalena (1722) include material
from the suites, but in rudimentary form
and not in a systematic order.”

Howard Schott also noted that the
French Suites (BWV 812-817) and the
English Suites (BWV 806-811) belonged
to the domestic musical repertoire of the
Bach family.® He continued with the as-
sertion that the English suites are more
Gallic in style and feeling than their
French brethren. To mix things up a bit
more, the preludes in the English suites
are in Italian concerto-grosso style.?

On December 3, 1721, shortly after
her wedding as Bach’s second wife, Anna
Magdalena Bach started a notebook of
keyboard compositions.® She recorded
the title page and a few headings, but
Bach himse%f wrote the musical entries.
They included five short but sophisticated
harpsichord suites, which would later be-
come the French Suites, BWV 812-816.

The undisputed surviving harpsichord
and clavichord works written during the
Cothen years are:"!

Clavier Book for Wilhelm Friedemann

Clavier Book for Anna Magdalena

The Well-Tempered Clavier

15 Inventions

15 Sinfonias.

Further evidence that Bach wrote the
keyboard pieces listed above, as well as
the FrencE and English suites, as peda-
ﬁogical pieces for his family and his stu-

ents (and not to gain favor with particu-
lar members of the royalty) was provided
by one of Bach’s students, H. N. Gerber.
Gerber studied with Bach in Leipzig and
left an account of Bach as a keyboard
teacher. According to Gerber, keyboard
students started with the Inventions
and the French and English suites, and
they concluded with the 48 preludes and
fugues in the Well-Tempered Clavier.

Current scholarship indicates that the
English Suites were composed in Bach’s
Weimar years (1708-1717), and the
French Suites were Com];aosed later, dur-
ing his years in Cothen."
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French Suites and English Suites

In the Baroque era, a suite consisted
of a collection of dance tunes linked by
the same key and often with some com-
mon thematic material. Concerning the
origin of the suite, Bach scholar Albert
Schweitzer believed that the dance suite
was created by wandering musicians in
the early 17th century who strung to-
gether music from different countries.
Town pipers adopted this music and
played sets with at least four move-
ments: the allemande (German origin),
courante (French origin), sarabande
(Spanish origin), and gigue (English
origin). Keyboard players adopted these
dance suites from the pipers and devel-
oped the suites further."

Bach brought the suite to its peak by
giving each movement a musical identity
and personality.!” Each of the six Eng-
lish suites and six French suites includes
the expected allemande, courante, sara-
bande, and gigue. (Details on the cou-
rante are discussed later in this article.)
Each English suite begins with a pre-
lude, which is followed by an allemande.
Each French suite begins with an alle-
mande. Each suite, English and French,
ends with a gigue. Some movements in
some of the English suites have doubles
written out—these are the ornamented
versions that a Baroque performer would
have played on the repeats.

It is interesting to observe how our
knowledge about Bach’s suites has in-
creased in recent years by comparin
what has been written about them at dif-
ferent times. The following comments,
listed in chronological order, start with
wild guesses and uncertainty and end
with reasonable certainty about what we
must currently regard as the truth.

(1) Writing in 1950, Alfred Kreutz,
the editor of the English Suites for C. F.
Peters Corporation, followed Forkel in
asserting that the English Suites were
written for a noble Englishman. But he
also conceded that if the English Suites
had been commissioned, we should be
able to find some trace of this. He then
mused that the English Suites might
vaguely follow some musical work pub-
lished in England, and he listed works
by Purcell, Hindel, and Dieupart as
candidates.'®

(2) Writing in 1954, Bach scholar Al-
bert Schweitzer stated that both the
English and the French suites were com-
posed during Bach’s years in Cothen.'”

(3) In 1957, Rud}(/)lf Steglich, in his
Freface to the Henle edition of the Eng-
ish Suites, wrote that Bach referred to
these suites as “suites avec préludes.”"
The notation, “faites pour les Anglois,”
first appeared in a copy of these suites
belonging to Johann Christian Bach, the
“London Bach.”" In the same preface,
Steglich stated that the English Suites
are more in the style of the young Bach
than the “more elegant” French Suites.*
No autographs have survived.

(4) In 1972, the same Rudolf Steg-
lich claimed in his preface to the Henle
edition of the French Suites that these
suites were written in Céthen,?! and that
the name “French Suites” was attached
later. Many copies of the suites (but no
autograph) have survived, attesting to

the importance of these suites in stu-
dents’ progress from the Inventions to
the Well-Tempered Clavier.

(5) Writing in 2000, Christoph Wolff
stated as a fact that the “so-called” Eng-
lish Suites originated in Bach’s later Wei-
mar years,” and that Bach himself used
the perhaps more accurate name “suites
avec préludes.” Wolff also asserts that
the French Suites were written during
Bach’s years in Cothen.?

So by the 1970s, we appear to have
figured out the background of Bach’s
English and French suites, in spite of
Fuller’s comment that discussion about
why twelve of Bach’s suites are called
English and French suites will continue
for as long as these suites themselves are
discussed.?*

In total, Bach composed about 45
suites.”” Neither the six French Suites
nor the six English Suites were published
during Bach’s lifetime, but they were
copied by hand by students and music
lovers. Generally, only compositions
likely to increase Bach’s stature as a vir-
tuoso were published,® due to the high
cost of publication. Handwritten copies
of both the French Suites and the Eng-
lish Suites go back to Bach’s early years
in Leipzig.*

Manfred Bukofzer devoted an entire
chapter in his book, Music in the Baroque
Era, to develop the thesis that Bach fused
national styles.” He noted that the titles
“English” suites and “French” suites are
misleading (as well as not authentic):*
the suites were no longer tied to dance
music, and only a skeleton of rhythmic
patterns had survived. They had become
abstract art music. (By the way, Bukofzer
claimed that both sets of suites belong to
the Cothen period, and that on stylistic
grounds, the English Suites were com-
posed first.*)

Bukofzer stated that “in the French
suites Italian, French, and German styles
no longer stand side by side but wholly
merge with Bach’s personal style.” He
also observed that the melodic character
of the dances in the French Suites leans
toward the Italian style.

A surprise about the courante

Anthony Newman’s book on Bach
and the Baroque includes a chapter en-
titled Dance Music, which incorporates
a section on the courante.” He explains
that there are two types of courante in
Baroque instrumental music: the cor-
rente of Italian origin and the courante
of French origin. The corrente is a quick
dance in triple meter, usually 3/8; the
courante is a slower dance, described
as solemn and majestic, often in 3/2
meter. As a ballroom dance, the minuet
replaced the courante by 1660.*> But
because of its “rhythmic grace and com-
plexity,” the courante remained popular
in instrumental music throughout the
Baroque period. Newman considered
the courante as the most subtle and com-
plex member of the dance suite. He also
pointed out that both the courante and
the corrente are often labeled as cou-
rante. [See Figures 1 and 2.]

Philipp Spitta also commented on
the two styles of courante. He counted
Bach’s French Suites and English Suites
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Figure 2. The Courante from French Suite #5, BWV 816. This courante has the characteristics of a corrente.
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among Bach’s most important works.*
According to Spitta, the Italian form of
the courante (i.e., the corrente) would
normally have been replaced by the
French form, except that it was too firm-
ly settled to be driven out—"thus there
existed side by side two utterly different
Rpes [of courante]. It would be well to

istinguish once and for all between the
corrente and the courante.”™

Webster's New World Dictionary of
Music defines the courante as a stately
and courtly old French dance in triple
meter, of moderate tempo and with
much melodic ornamentation.” The cor-
rente is defined as an Italian variant of
the French courante, with a faster tempo
and less florid ornamentation.”” Typically,
a courante is notated in 3/2 meter with a
tendency to hemiolas that combine 6/4
and 3/2 accent patterns. It also tends to-
ward polyphony. In contrast, a corrente
uses a fast triple meter (3/4 or 3/8) and is
generally homophonic.®

Four of Bach’s French Suites include
correntes (labeled as courantes). The
are small masterpieces with more ba?—]
ance and a more obvious sense of con-
tinuity than the correntes in the suites
for solo violin or solo cello.* Most have
a slow harmonic movement, implying a
fast tempo. All of Bach’s English Suites
include French courantes.”’ All of Bach’s
French courantes possess a time signa-
ture of 3/2, except for the one in BWV
814 (French Suite III), where the time
signature is 6/4.*

In Grove, Little and Cusick state flatly
that “many of Bach’s ‘courante’ move-
ments are actually correntes.” The mix-
up between courantes and correntes may
have been caused by early editors. It is
interesting that Bach did not use the cou-
rante as a basis for works outside the realm
of suites: we know of no courante arias or
choruses in his other compositions.*

How much our knowledge of perfor-
mance practices and the history of our
music has increased in recent years is
made evident in Frederick Dorian’s sec-
tion on the courante.* His book was pub-
lished in 1942 and includes a preface by
Eugene Ormandy. In the book, Dorian
cited the conflicting descriptions for the
courante. For example, Shakespeare
called it “swift” and Quantz callgd it
‘f‘_pompous.” But Dorian ascribed the dif-

erent descriptions to the development of
the courante over time. He gave no hint
that there might have been two national
styles (Italian and French) that co-ex-
isted. Instead, he merely attributed the
two different time signatures for couran-
tes/correntes to lighter or heavier accents
and considered 80 beats per minute as an

appropriate tempo for both types.

Performance considerations

Anthony Newman wrote® that with only
notes on a page, it is almost impossible for
a performer to “give the proper energy to
the music.” Performers who played under
composers who insisted that their music
should be played exactly as written report
that in actuality the composers did not fol-
low their own instructions (Newman cites
Stravinsky as an example).

In the space of less than half a page
and without a comment, Fritz Roth-
schild uoted  conflicting  sources,
which stated that the courante should
be played quickly and that it should be
playec{ “seriously” [Der Couranten-Tact
ist der allerernsthaffsteste [sic] den man
finden kann].*® In addition, he gave sev-
eral musical examples where he marked
the locations of the beats in the score?
and clearly did not distinguish a corrente
from a courante, indicating a slow tempo
for the corrente!

Robert Donington*® observed that
while normally in suites the title of a
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piece is a good indication of how the mu-
sic should be played, this is not the case
with the courante, since the Italian form
(quick and “running” character) often is
found with the French (solemn charac-
ter) name.

Little concrete information is avail-
able about the tempo at which a cou-
rante should be played. All we know for
sure is that some courantes are faster
than others:* Francois Couperin wrote
courantes with the tempo notations
“noblement,” “un peu plus viste,” “un
peu plus gayement;” Nicholas-Antoine
Lebégue wrote a “courante grave” fol-
lowed by a “courante gaye”—all in the
French style.

In the courante, notes inégales,
when appropriate, are on the Sth-note
level ® According to Little and Jenne,
notes inégales may be appropriate in
Courante I in the English Suite in A
Major (BWV 806).”" [However, I have
never heard anyone perform a couran-
te using notes inégales.]

Concerning performance of the cou-
rante, Rudoﬁ;C Steglich, the editor of
the Henle edition of the French Suites,
paraphrased Mattheson (Bach’s contem-

orary in Hamburg) and J. G. Walther
FBach’s cousin and author of a musical
encyclopedia). Steglich stated that the
courante was originally a French ball-
room dance “but now (under Italian in-
fluence) is a dance tune either in graceful,
lightly flowing 3/4 time, or in an equally
Iiﬁing yet ‘extremely serious’ rhythm. . .".
There is always something pleasing and
delightful about it.” He did not mention
the fact that the French Suites include
both courantes and correntes, which re-
quire rather different interpretation!

Questions about ornamentation im-
pact the interpretation of music. Unfor-
tunately, there is no consistency in the
surviving copies of the French and Eng-
lish suites, since at Bach’s time the nota-
tion for ornaments was not systematized
in detail 5

Rudolf Steglich wrote about the cou-
rantes in the last three English Suites
that they are to be played in flowing
movements of three Eal -notes (not six
qﬁlarter-notes), and that the change of
rhythm to two-part time at the close of
the sections is to be observed.*

Alfred Kreutz, editor of the English
Suites for Peters Verlag, wrote that he de-
liberately gave no indications of tempo or
dynamics, since this could only be done
subjectively due to a lack of sources.”

It a]ppears that the best we can do
is to Iearn as much as we can about
Bach’s suites, and the courantes in par-
ticular, but then rely on our musical
taste, the particular instrument, and
the acoustics of the room to do justice
to the compositions.

Conclusion

We can accept as a fact that Baroque
movements 1aEeled as courante fall
into two different categories: the swift
corrente of Italian origin with running
figuration and slow harmonic motion,
and the complex and slower courante of
French origin. Exactly how each is per-
formed depends on the knowledge and
good taste of the performer. [ ]
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The Evolution of American Choral Music:
Roots, Trends, and Composers before the 20th Century sames mccray

I hear America singing, the varied car-
ols I hear. o

—Walt Whitman

Leaves of Grass'

Prologue

Unlike political history, American cho-
ral music did not immegi/ately burst forth
with significant people and events. Choral
music certainly existed in America since
the Colonial Period, but it was not until
the twentieth century that its impact was
significant. The last half of the twentieth
century saw an explosion of interest in
choral music unprecedented in the his-
tory of the country. American choral mu-
sic came of age on a truly national level,
and through the expansion of music edu-
cation, technology, professional organiza-
tions, and available materials, the interest
in choral singing escalated dramatically.

It is poss%?)le to trace the history of
American choral music from its two most
basic perspectives:

1. Music that had a functional purpose
(sacred)

2. Music created for artistic purposes

(secular)
In the early days of America, issues
such as foocf,/ shelter, and clothing were
foremost in the minds of the people. As
America became more affluent, the need
for greater diversions increased. Music’s
purposes reached beyond the amateur,
an geograghical tastes dictated ever-
chanfging styles and requirements.

Of course the true native Americans
were American Indians, but their music
remained localized. As an oral tradition,
preservation through notation was not
a major factor. They and their culture
became a minority, and, in many regret-
table ways, an unfortunate footnote in
American music history. For a detailed
account of this true American music
see Daniel Kingman, American Music:
A Panorama,”> and “Native Pioneers” in
Gilbert Chase’s American Music.®> Their
influence on the development of Ameri-
can choral music is negligible, although
twentieth-century composers have em-
Floyed some of its characteristics in se-
ected works.

The veritable seeds of American mu-
sic can be found in the religious tradi-
tions carried to the new world by trans-
planted Europeans. The settlers came
seeking religious freedom, but, in so
doing, they helped create a narrowly fo-
cuse% view of choral music, which took
many years to nurture and broaden. In a
Fenetrating study, The Anthem in Eng-
and and America by El A. Wien-
andt and Robert H. Young, the authors
point out:

Austerity also characterized Puritan re-
ligious musical expression. While it is true
that Puritans have been unjustly accused
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William Billings, The New England Psalm-Singer, frontispiece engraved by Paul Revere

of a general negative attitude toward the

arts, it nevertheless remains that their

practice of church music could be sung in
unison without accompaniment, and noth-
ing more.*

The early pioneers who came to this
country brought with them two types of
music: religious and folk. Both played
major roles in the musical milieu, but
the functional need for church music
helped promote choral works. Nearly
forgotten are the Huguenot settlements
in Florida, which occurred almost fift
years before the landing of the Pilgrims;
their music was transplanted anﬁ cer-
tainly not an original American style.
The Puritans in seventeenth-century
New England imported the Psalm-sing-
ing traditions of the Reformation. Since
religion dominated their lives and the
lives of everyone in the community
even if they were not members of the
church, religious music naturally took
precedence over that of the secular
world. Percy Scholes, in The Puritans
and Music in England and New Eng-
land, corrected the unfortunate stereo-
type of the Puritans as being universally
opposed to music and the fine arts in
general.” Folk music was used on spe-
cial occasions, but church music was
always present. The folk music that
survived continued to be transformed
throughout succeeding generations,
and American folk art prospered and
changed during the growth and expan-
sion of the new civilization.
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Overview: the 18th century

As the eighteenth century progressed,
New England established a more solid,
humanized social identity, and it is here
where the true “art music” had its foun-
dations. European thinking continued to
dominate the music, but because Ameri-
can amateurs were the creators and
re-creators, a less professional posture
evolved. These stalwart American com-
posers began to create a new personality
that represented their culture.

Some of these “native” American mu-
sicians are familiar to today’s choral di-
rectors, not because of the compelling
quality of their music, but more often as
an historical contrast to the sophisticated
European music of that time. It is highly
doubtful that most conductors who pro-
gram early American choral music do
so because they and their audiences are
attracted to the beauty and ingenui
of the music, but then that is true wit
many es of concert music. A high
quality level of this music should not be
expected—these composers were “Yan-
kee tunesmiths™® as labeled by H. Wiley
Hitchcock, because they did not have the
cultural development and training of their
professional European counterparts.

Some of the early American compos-
ers whose music remains modestly pres-
ent in today’s choral repertoire include:

Supply Belcher (1751-1836)

Wiﬁ[i)am Billings (1746-1800)

Elkanah Kelsay Dare (1782-1826)

Jacob French (1754-1817)

Christian Gregor (1723-1801)

Uri K. Hill (1802-1875)

Oliver Holden (1765-1844)

Jeremiah Ingalls (1764-1838)

Stephen Jenks (1772-1856)

Justin Morgan (1747-1738)

Timothy Olmstead (1759-1848)

Daniel Read (1757-1856), and

Timothy Swan (17558-1842).

They had professions other than music.
For example, Supply Belcher was a tavern
keeper; William Biﬁ]ings, a tanner; Oliver
Holden, a carpenter; Justin Morgan, a
horse breeder; and Daniel Read, a comb
maker. Their music is available in per-
forming editions because of the research
and effort of musicians in the last half of
the twentieth century such as Leonard
Van Camp,” Irving Lowens,® Lawrence
Bennett,” Kurt Stone,'? and others.

Today it is William Billings whose
music receives the greatest frequency
of performance, and he has become a
standard representative for music of this
period. The {lear 2000 was the 200th an-
niversary of his death, and choral works

such as Chester, A Virgin Unspotted,
David’s Lamentation, Kittery, I Am the
Rose of Sharon, and The Lord Is Risn
Indeed received numerous performanc-
es in concerts by church, school, com-
munity, and pro‘r)(;ssional choirs. Billings
generally is acknowledged to be the most
gifted of the “singing school” composers
of eighteenth-century America. His style,
somewhat typical of the period, employs
fuguing tunes, unorthogox voice lead-
ing, open-fifth cadences, melodic writing
in each of the ]i)arts, and some surpris-
ing harmonies.” By 1787 his music was
widely known across America.

Billings was an interesting personal-
ity as well. Because out-of-tune singing
was a serious problem, he added a "cello
to double the lowest part.’> He had a
“church choir,” but that policy met re-
sistance from aging deacons, althouﬁh
by 1779 a gallery was placed in the
cﬁurch for “the singers”. It was Billings
who proclaimed:

He who finds himself gifted with a tun-
able voice, and yet neglects to cultivate it,
not only hides in the earth a talent of the
highest value, but robs himself of that pe-
culiar pleasure, of which they only are con-
scious who exercise that faculty.””

It would seem that problems often faced
by today’s church choir directors were
af;() present in the eighteenth century.
Extensive research in the music of this
geriod has provided contemporary con-
uctors with understanding of the style,
and background for performance. Two
important studies are Alan C. Buechner,
Yankee Singing School and the Golden
Age of Choral Music in New England,
1760-1800,"* and Dickson D. Bruce, And
They All Sang Hallelujah: Plain-Folk
Camp-Meeting Religion, 1800-1845."

Overview: the 19th century

In the late nineteenth century, a group
of composers came to be known as “The
Second New England School.” They in-
cluded George W. Chadwick (1854—
1931), Arthur Foote (1853-1937),
Mrs. H.H.A. Beach (1867-1944), and
Horatio Parker (1863-1937). Parker,
professor of music at Yale from 1894
1919, was possibly the most important
American L}‘?horal composer of the cen-
tury. He, like many Americans, had been
trained in Europe (Munich). His orato-
rio, Hora Novissima (1891), is a major
work that established his place in the
history of American music. After its 1893
performances in New York, Boston, and
Cincinnati, in 1899 it became the first
work by an American to be performed
at the E;mous Three Choirs Festival in
Worcester, England. This resulted in
commissions for prestigious English
choir festivals and the acceptance of an
American compositional sc}?lool by the
international community.

Parker’s music is rarely performed
today and exhibits Teutonic rather than
American tendencies, yet his influence
through his teaching of{uch noted com-
posers as Douglas Moore (1892-1969),
Quincy Porter (1897-1966), and the

uixotic Charles Ives (1874-1954), in-

irectly makes him the father of twen-
tieth-century American choral music.
Parker, and to a somewhat lesser degree
Dudley Buck (1839-1909), serve as
transitional figures from the rudimen-
tary choral music that preceded them,
to the more solid styles and schools that
came after them. In teaching Charles
Ives, Parker’s conservatism proved to
be more neﬁative than positive, and
Ives eventually abandoned the Roman-
tic spirit and style of Parker to become
America’s first great composer.'s

Parker, a dedicated musician, wrote in
a variety of genres, including orchestral
and operatic; however, it is in church
music where his contributions seem to

be most recognized. Erik Routley boldly
THE DIAPASON



Jeremiah Ingalls, Northfield fuguing tune
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2 From the thlrd heaven, where God resides, The new Jerusalem comes down,

That holy, happy place, Adorned with shining grace,
states that Parker’s Mount Zion is “prob-
ably one of the best hymn tunes of its
a%e.”17 His musical style, prudent and
old-fashioned, still represented an el-
evation in the quality Izvel of American
choral music at the end of that century.
He had developed a solid craft that gave
his music more depth than others of his
generation or before. His ability to write
in larger forms raised the appreciation of
the American composer in the interna-
tional forum.

The only other truly significant Ameri-
can choral composer between Billings
and Parker was Dudley Buck. Typical
of many nineteenth-century American
composers, Buck studied in Europe. As
with Horatio Parker, Buck wrote useful,
yet conservative, anthems employin
solo quartets in alternation with the fu
chorus. Before 1870 it was customary to
write anthems for solo quartet without
the choir, and Buck had a “concern for
the differing characteristics of quartet
and choral music.”"® He composed in all
musical forms and was highly regarded
in his lifetime. Wienandt and Young sug-
gest that:

Although Dudley Buck was not a threat
to the superiority of European composi-
tion, he was the best that America could
then bring to the field of church music. . ..
The American examples of this period are
shabby at best.

There were, however, productive and
relatively important nineteenth-century
composers in other fields of music. Men
such as Louis Moreau Gottschalk
(1829-1869), Stephen Foster (1825—
1894) and Edward MacDowell (1861—
1908) were successful in their areas of
interest. Gottschalk’s music is considered
to be among the best of the century. As a
piano virtuoso, he toured Europe exten-
sively. His adaptation of Creole melodies
brought elements of the New World into
the salons and concert halls of Europe
and South America. This paved the way
for the acceptance of an American style,
which, even today, is very elusive.”

Undoubtedly, " the most prominent
choral musician of this middle period
was Lowell Mason (1792-1872), al-
though his primary compositional con-
tributions were in hymns and singing
books. He helped fashion a more refine
style of American hymnody, different
from the popular camp meeting songs
of the time. His vital gift, however, was
in the development and advancement
of music education. His career reached
a pinnacle in 1838 when he became the
Boston Superintendent of Public School
Music, which was the first such position
in the United States.?'

For choral music, though, it was the
church that continued to provide the
backbone for growth. Protestant Church
Music in America, by Robert Stevenson,
is a brief but very thorough survey of
people and movements from 1564 to the
present. Throughout the eighteenth and
nineteenth centuries, there was a steady
rise in denominations and numbers of
churches in America. Each had its own
Ferspecti\/e on what was needed musical-
%/ for their services of worship. Some of
the more active denominations produc-
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3 The God of glar{ down $o men

Mea, the dear object of his grace,
Removes his olest abede; .

And he the Eving God,

ing music of merit were the Methodists,
the Episcopalians, and the Presbyterians.
Men such as James Lyon (1735-1794)
and William Tuckey (1708-1781)
helped develop church music through
composition, but their choral contribu-
tions were not particularly important.
The use of organs in churches was mildly
controversial in some denominations,
but eventually that came to be common
practice for most. Part of the problem
was finding someone who could play the
organ. According to Irving Lowens,

As late as 1714, when after much dis-
cussion an organ imported three years
earlier by Thomas Brattle was installed in
Boston’s King’s Chapel, an organist had to
be brought f%om England to Play skillfully

thereon with a loud noise.”

Asin the preceding century, Protestant
church music was the primary vehicle for
choral music in America during the nine-
teenth century. Much of the music was
developed through music collections,
and offt)en these publications contained
European music, which helped to make
them more commercially profitable.
Of the composers not previously men-
tioned, some of the most important were
William B. Bradbury 1816-1868),
George Kingsley (1811-1884), Joseph
P. Holbroo 1822-1888), Thomas
Hastings (1784-1872), and George K.
Jackson (1745-1823).

In the first half of the century, Eu-
ropean music dominated concert halls
and other professional musical venues,
but American church music flourished.
Anthem collections by American com-
posers steadily increased. However, as
the sophistication levels rose, particu-

larly in the North, there was a need to
have more refined music than that in
the standard “native” American reper-
tory. Stevenson explains:

Already by 1850 the American denomi-
nations had so drawn their social lines that
some ministered to the wealthy and elite
in big cities, while others served the com-
mon folk on farms and frontiers. Speakin:
of one ‘elite’ denomination in a course o
historical lectures given at Berlin in 1854,
Philip Schaff claimed that the Protes-
tant Episcopal Church had addressed it-
self ‘heretoFore almost exclusively to the
higher classes of society, and had rather
discouraged the poor man from joining
it. With such a constituency, the music
published for use in Episcopal churches
at mid-century soundelf quite a different
note from that prevailing in publications
for frontier churches, or even for middle-
class urban churches.?

Church repertoire

Arguments persisted regarding the
function of a church choir. Some felt
that it should be to assist congregational
singing, while others wanted a group that
had its own identity and quality. These
opinions on choir function have not
ceased, and even at the beginning of the
twenty-first century, impassioned cries of
support or lack-of-support can be heard
from some denominations and/or mem-
bers within them. After 1865 churches
developed their own hymnals, so that
styles of music associated with certain
denominations became even more es-
tablished. Congregational singing always
was important, but stylistic differences at
this time were not limited to the Protes-
tant churches, and in the late twentieth
century, even the Roman Catholic hym-
nals moved toward a more folk-like or
gospel-style inclusion.

In most American churches today, the
anthem serves as the standard Vehic%/e for
choir performances. As traced by Wien-
andt and Young,* its history has been
long and varied. It is not an American
invention, but its development and use
was an important factor in the spread
of choral music. The anthem is an Eng-
lish derivative of the Latin motet, and as
such was more musically complex than
simple hymns sung by the congregation;
therefore, more accomplished singers
and preparations were needed for use in
the service, and that concept has been in
existence since ancient times.

The word may be followed back to
various forms of Antiphon, a term denot-
ing the category of ];fl:ﬁnsong sung before
and after psalms and canticles. It was the
function o]12 antiphons to amplify the text of
scriptural material to which they were at-
tached. They were numerous because such
SCI‘iEtlll‘al sections were used several times
each day. References to the antiphon have

been traced from as early as the beginnin

of the Christian era, but the various spell-

ings, forms and meanings in English begin
much later, perhasps not until around the
eleventh century.”

Of special musicological interest
is the word “antine,” which was used
in American music in the early years.
Kingman states:

There is no such word in English usage.
Baring-Gould, collector of the first ver-
sions using it, postulates that it is a corrup-
tion of the French antienne, which means
“antiphon.” Since an antiphon is a piece of
liturgical music, the image of every grove
rin§ ‘with a mer?/ antine’ is a plausible
and indeed a rather happy one.*

As stated earlier, the concept of the
anthem was brought to this country. In
the 1760s the publication of American
anthems by “native” composers (Francis
Hopkinson [1737-91] and James Lyon
[1735-94]) led the way to an ever-expand-
ing market of this genre. In most churches
today, the anthem serves as the standard
presentation of choir performance. It be-
came a work of several pages” duration
based on a scriptural or poetic text that
may or may not be accompanied and al-
most always is in English.

In European Catholic churches, com-
plete musical Masses were at one time
verf/ common, but today they are rare
and generally found on{1 in large and
very musically active churches; even
then, they may only be used on special
occasions. Catholic churches through-
out America most often celebrate Mass
with brief musical intonations by a priest
and congregational singing. Those choirs
may prepare special music, such as an
anthem, but their primary function is to
help with congregational singing.

In many Protestant denominations
choral singing is used in other places
in the service (introits, responses, etc.).
Some do not employ the term anthem,
but, even if called special music or some
other term, its function is that of an an-
them. Often ministers and church choir
directors differ on the function of the
choir. For many ministers, church choirs
are, above all, a help for congregational
singing, and the }{)reparation of an an-
them is a bonus; for most church choir
conductors, the opposite may be true.
Regardless of their intended function,
church choirs that have been successful
serve in both capacities, and, for most
Feoge, the blending of these functions
has been beneficial.

The rise of choral music in America
owes much to congregational singing.
Congref_{ational response has long been a

art of iturgy. Group singing in worship
Eas been a vital part in the development
of choral music, especially in America.
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The prevailing aspect of congregational
singing can be found in hymnody. Briefly,
hymnody was an outgrowth of plainsong
and originally a monastic technique. Mu-
sical hymns were melodies that were, at
first, associated with the daily offices;
they most often were Psalms, gut other
Scriptural texts were used as well. Their
use continued to expand throughout the
early centuries of Christianity, and in the
hands of Martin Luther (1483-1546)
congregational hymnody became a ma-
jor segment of worship services in the
Reformation. Melodies popular with the
people thrived, and it is in this context
that American hymnody took shape.*

Erik Routley, in The Music of Chris-
tian Hymns, states:

The American tradition of hymnody falls
into clearly defined streams which before
1900 were culturally separate, and which
during the 20th century Ee an to influence
each other . . . We classify these streams as
(1) the New England Style (2) the South-
ern Folk Hymnody (3) the Black Spiritual
and (4) the Gospe?/S()ng. 2

The New England tradition of hym-
nody was an outgrowth of Psalm singing,
especially linked to the Scottish Psalter
and the Ainsworth Psalter. America’s
first printed book, the 1640 Bay Psalm
Book, attempted to replace those psal-
ters, and did so for many generations. An
important feature of the New England
tradition was the establishment of sing-
ing schools. The intent was to improve
congregational singing, but they also can
be seen as an endemic factor in the de-
velopment of choral music in America,
because as singing improved, so did the
need for music other than simple hymns.
In many ways, the interest in the sing-
ing schools led the way for church choirs.
For example, through diligent rehearsals
in the meeting houses, congregational
members grew musically proficient and
sought special recognition; eventually,
people with training sat and performed
to%ether in the church’s “gallery,” today
called the choir loft.

Musical literacy influences

Two important early writers were
Thomas Walter (1696-1725) and John
Tufts (1689-1750). Walter’s pioneer
book of instruction, The Grounds and
Rules of Musick Explained (1721), tried
to provide rules and methods for sight-
reading tunes. Tufts” An Introduction to
the Singing of Psalm-Tunes in a Plain and
Easy Method was also available in 1721,
and he tried to instruct through letters
instead of notes.?

Throughout the eighteenth century,
singing schools and singing school teach-
ers brought music to interested people.
Emphasis remained on sacred music;
however, the inclusion of secular tunes
became more common. William Billings,
the most famous of the singing teachers,
produced six tune books containing the
robust, energetic musical style found in
his anthems. Other later significant mu-
sical missionaries who contributed to the
spread of musical education were Low-
ell Mason (1792-1872), Thomas Hast-
ings (1784-1872), and Virgil C. Taylor
(1817-1891).

Black spirituals, white spirituals,
and gospel song

In the South, hymnody progressed in
different directions. Fol ]E)ymnody was
a rural development that heavily relied
on the shape-note tradition; this focused
on assisting uneducated people to learn
how to sing. George Pullen Jackson has
been a leader in tracing the history of
folk hymnody; he has authored three
books dealing with the music and style
associated with this genre.* The white
spiritual was a term sometimes used for
the hymnody of white settlers in south-
ern states. Music books for this hym-
nody often use “shape note” characters
to assist in reading the music. There
were many publications of music which
helped spread the shape-note concept.
Some of those that merit attention in-
clude John Wyeth, Repository of Sacred
Music (1810),*' Ananias Davisson, Ken-
tucky Harmony (1816),°2 William Walk-
er, Southern Harmony,” B.F. White and
E.]J. King, Sacred Harp.*

Black = spirituals were transmitted
through oral tradition. The first black
college, Fisk University, began in 1866.
A group of student singers known as The
Jubilee Singers toured America, England,
and other European countries. They were
responsible for spreading the knowledge
and interest in Negro spirituals.®

The gospel song was, as Routley
indicates:

Hymnody reduced to its simplest terms,
itis cast in the form either of a solo song, or
of a solo song with refrain, and this it has in
common with the Black Spiritual %

This style of hymnody grew out of the
revivals that were particularly popular
in the South in the nineteenth cen-
tury. Evangelistic music existed in the
1730s and is associated with Jonathan
Edwards (1703-1758), but the true
gospel songs became a formidable style
around 1859. Typically, they sustain
one chord for an entire measure and
remain restricted to the three basic
triads of tonic, subdominant, and domi-
nant. This permitted strong rhythmic
fluctuations and improvisation, which
helped generate and intensify the emo-
tional drive, a primary feature of evan-
gelistic denominations. Whereas the
other three streams of hymnody (New
England style, Southern folk hymnody,
an(f Black spiritual) have roots in for-
eign cultures, gospel music seems to be
an American contribution.

One of many religious groups that
came to America and %levelo ed a music
for their denomination was the Shakers,
although this folk-like music was unison,
not harmonized, and unaccompanied,
and not pure choral music. Possibly
the most important may have been the
Moravian tradition, which dates from the
fifteenth century and is rich in a choral
heritage. These people settled in Penn-
sylvania before 1740 and established
communities such as Bethlehem, Lititz,
and Nazareth; by 1783 they had expand-
ed south to North Carolina. Donald M.
McCorkle, director and editor-in-chief
of the Moravian Music Foundation sug-
gests that:
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Most of the early Moravian composers
were clergymen who wrote music appar-
ently as easily as they did sermons. . . . The
anthems and songs created by the Moravi-
ans were influenced primarify by contem-
porary musical trends of Central Europe.
Since most of the choral and vocal music
by American Moravians is conceived for
mixed voices accompanied by instruments,
it is quite different both in structure and
content from other sacred music written in
18th-century America.*

Their musical past has been preserved
and made available through definitive
editions released under the title Moramus
Editions. Three of the more significant
American composers were John Antes
(1740-1811), Johann Friedrich Peter
(1746-1813), and Johannes Herbst
(1735-1812). Peter, perhaps the most
outstanding of the Moravian composers,
wrote over 100 anthems and arias, as well
as six string quintets in 1789, which may
be the earliest extant examples of Ameri-
can chamber music. Antes composed
twenty-five sacred anthems and twelve
chorales, and possibly made the earliest
violin in America in 1759.

New secular directions

Less dominant influences on the

lg)rovvth of choral music in America may

e seen in the development of secular
organizations and events. A }])roduct of
the singing schools, for example, was the
formation of music clubs. Organizations
such as the Stoughton Musical Society
developed by 1786 and Boston’s Handel
and Haydn Society, which began in 1815,
did much to stimulate interest in choral
singing. Often competitions between
organizations were held, which encour-
aged improvements in quality.

In the nineteenth century, conventions
and fairs were held, and they helped
promote choral singing in America. Pat-
rick Sarsfield Gilmore (1829-1892),
through his Peace Jubilees, promoted
gigantic mass performances by choirs of
10,000! These festivals invof\//ed enor-
mous bands and orchestras; a struc-
ture was built to house an audience of
50,000. Villages and towns throughout
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New England filled their quotas of sing-
ers, and each had a local leader who had
been instructed in the tempos so that ev-
eryone was well prepared when they met
together to perform.

There were world’s fairs held in Phila-
delphia in 1876 and Chicago in 1893, and
singing played an important part at these
international events. For the centennial,
new choral works were commissioned
from John Knowles Paine (A Centen-
nial Hymn, text by John Greenleaf Whit-
tier) and Dudley Buck (The Centennial
Meditation of Columbia, text by Sidney
Lanier). Chicagos 1893 Worlds Co-
lumbian Exposition (which presented
36 choral concerts) featured music per-
formed by some of the younger American
composers, including’ G.W. Chadwick,
Edward MacDowell, and Arthur Foote.
Female composers were represented in
a concert heralding the opening of the
Woman’s Building, including music by
Mrs. H.H.A. Beach.®

Another important development that
fostered choral singing in America was
the establishment of music schools and
conservatories. Oberlin College had a
Chair of Sacred Music in 1835. The first
music courses at America’s oldest institu-
tion, Harvard College, were not offered
until 1862. Other é[)eginnings of note
were: 1865, Oberlin Music Conservato-
ry; 1867, New England Conservatory of
Music; 1867, Cincinnati Conservatory of
Music and the Chicago Musical College.
These American schools did not elimi-
nate the continuing process of seeking a
European musical education, but as they
grew in d(lluality and numbers, they made
a musical education more accessigle.39

Social amusements were the initial
reasons for the development of singing
on college campuses. Glee clubs were
formed, which performed local con-
certs for friends, and later they toured
to sing for alumni. Eventualgi, more So-
}F)histicated groups developed; they per-
ormed the standard European favorites
by Handel, Haydn, Mozart, and others.
Probably the earliest official ensemble
was the University Choral Union of the
University of Michigan in 1879. North-
western University, in 1906, was the first
school to have an “a cappella” choir—Pe-
ter Lutkin, dean of the music school at
Northwestern University, founded the
Northwestern A Cappella Choir.*

Availabili?r of music was an important
factor in helping to encourage music in
America. Some noteworthy landmarks
in the publishing of music included the
1698 ninth edition of the Bay Psalm Book,
which contained the first music printed in
New England, and the 1761 James Lyon
collection Urania, which was the grst
published setting of Psalms and hymns by
anative-born American. Lyon was also ac-
tive in the establishment of the first public
subscription concerts in Philadelphia, and
in other early musical ventures.

John S. Dwight (1813-1893) was
not a composer, but his work in advanc-
ing standards of excellence was impor-
tant. He was America’s first music critic
and editor of the first significant mu-
sic journal, Dwight’s Journal of Music
(1852-1881).
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Opera and instrumental music also
influenced the growth of choral music
in America. While these genres did not
have the benefit of the church to encour-
age their evolution and maturation, they
were able to secure ongoing support
from individual citizens. Most of the mu-
sic before the middle of the nineteenth
century was European; orchestras had
been formed, but they performed reper-
toire by continental composers. By 1876
subscription concerts hag begun in Phil-
adelphia. It was common for orchestras
(and opera singers) from Europe to tour
in this country, and they too, perpetuated
the standard works by recognized Euro-
pean composers.

Theodore Thomas (1835-1905) was
an avid young conductor who did much
to advance the professional American
orchestra. His Theodore Thomas Or-
chestra, founded in 1862, toured for
many years; in Chicago, Thomas’s or-
chestra gained a permanent home and
evolved into todays Chicago Symphony
Orchestra. His pioneering helped en-
courage the formation of major profes-
sional orchestras, and before 1900 there
were ensembles in St. Louis, New York,
Chicago, Los Angeles, and other large
cities. Most relie% heavily on benefac-
tors who subsidized them financially.
Wealthy families such as the Vanderbilts,
the Rockefellers, and the Morgans were
vital to the development of professional
orchestras needed to provide opportuni-
ties for the performance of large-scale
choral works."!

Opera also depended on the contribu-
tions of rich patrons. The public in the
nineteenth century had come to opera
from a background in minstrelsy, so cul-
tivation of understanding was slow. Even
today opera remains a genre that has less
universal appeal than many other musi-
cal forms. By the end of the nineteenth
century, however, there were major op-
era houses in operation. They brought
European performers to the States,
which helped develop an established
audience. In comparison with other ma-
jor musical genres such as orchestral,
choral, or chamber music, the number
of composers who write in this medium
remains limited. Cost, technical require-
ments, and available performances are
restrictive factors that have not success-
fully encouraged a corresponding growth
to this vocal art form, yet it di§ %ave a
modicum of influence on the growth of
choral singing.

Summary

The commentary above is a brief ex-
amination of some of the events involved
in the establishment and evolution of
American choral music. There certainly
were many other elements that could be
pursued in a discussion of this t):lpe, but
space does not permit a more detailed
survey. America is a blend of heteroge-
neous cultures, and throughout the en-
tire history of the country, people from
other places have continued to come to
her shores; they brought with them re-
ligious, artistic, and social elements of
their past, but the most significant factor
in an{1 study on the evolution of Ameri-
can choral music must be the influence
of the church.

Clearly, choral music began primar-
ily because it was needed in religious
ceremonies. In essence, the history of
American choral music can be traced
through the expansion of musical set-
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tings of liturgical words into the secular
arena. The twentieth century saw a pro-
found growth of choral singing.

The church, which was the overriding
force in the development of choral sing-
ing, is now somewhat less influential. In
today’s society, one of the controversial
issues in the choral field is whether to
include sacred music as part of the rep-
ertoire of public school ensembles; this
is a reflection of that secular expansion,
even though a vast majority (;(F quality
choral works are based on sacred texts.
This change of attitude is a reversal of
the past. Sin%ing schools were formed to
help people learn to sing religious music,
but beginning in the middle of the twen-
tieth century some school systems or ad-
ministrations began forcefully working
to keep music with religious texts from
being performed.

Nevertheless, the church remains an
important advocate for music, especially
choral, yet its interest in styles has seen a
rapid shift during the past few decades.
That shift has reduced the quality and
amount of choral singing, as may be
seen in the number of people in church
congregations and ultimately church
choirs. The church gave impetus to cho-
ral singing in this country, and todaty still
is responsible for a large portion of cho-
ral performances, as well as the creation
of new music. The difference is that it is
not the primary leader in the prolifera-
tion of chral music, only an equal part-
ner at best.

America was founded on the need and
search for freedom in both religious and
secular arenas. The church continues to
evolve in sociea?/, and therefore its mu-
sic, which has always been an important
element, will also evolve. The same may
be said for the secular side of society in
which music is a vital component. The
confluence of the two main forces (sa-
cred/secular) will continue to be a ma-
jor factor in the development of choral

music in the twenty-first century, but the
swing away from significant sacred cho-
ral music probably will increase just as it
did in the twentieth century. [ |

Notes

1. Walt Whitman, “Leaves of Grass” in The
Complete Poems (New York: Viking Press [pa-
perback reprint], 1987), p. 47.

2. Daniel Kingman, “American Indian
Music, and Spanish and French Folk Strains”
in American Music: A Panorama (New York:
Schirmer Books, 1979), pp. 65-95.

3. Gilbert Chase, “Native Pioneers” in
America’s Music (New York: McGraw-Hill
Book Co., revised second edition, 1966).

4. El A. Wienandt and Robert H.
Young, The Anthem in England and America
(New York: The Free Press, 1970), p. 171.

5. Percy Scholes, The Puritans and Music
in England and New England (New York:
Russeﬁ and Russell, 1962 [reissue of original
1934 edition]).

6. H. Wiley Hitchcock, Music in the United
States: A Historical Introduction (Englewood
Cliffs, New Jersey: Prentice Hall, 1969).

7. Leonard Van Camp has produced many
editions of American chora¥J music. Some
contain notes on history and performance
practices, such as his series “From Colonial
America,” published by Concordia Publishing
House, which has various individual anthems.
He also co-authored an article with []ohn
Haberlen, “On Performing Music of William
Billings,” in The Choral Journal, November
1973, p. 18, and December 1973, p. 16.

8. Trving Lowens has edited various early
American choral works in The Arthur Jordan
Choral Series, published by Marks Music
Corporation, New York, 1963.

9. Lawrence Bennett has produced many
editions of American choral music, published
in an anthem series “The Western Wind
American Tune-Book” (New York: Broude
Brothers Limited, 1974).

10. Kurt Stone has published many editions
of American choral music in the "Cornwall
Music Series (Hackensack, New Jersey: Jo-
seph Boonin, Inc., 1975).

11. Irving Lowens, “The American Harmo-
ny,” record jacket notes on the album of same
title published by Washington Records, WR-
418.

12. Charles Hamm, “Search for a National
Identity,” in Music in the New World (New
York: W.W. Norton & Co., 1983), p. 147.

13. Wienandt and Young, Anthem in Eng-
land and America, p. 172. )

14. Alan Clark Buechner, “Yankee Singing
Schools and the Golden Age of Choral Music
in New England,” Ph.D. dissertation, Harvard
University, 1960.

15. Dickson D. Bruce, Jr., And They All
Sang Hallelujah: Plain-Folk Camp-Meetin
Religion, 1800-1845 (Knoxville: University of
Tennessee Press, 1974).

16. Scholes, The Puritans and Music.

17. Erik Routley, The Music of Christian
Hymnody (London: Independent Press,
1957), p. 166,

18. Wienandt and Young, Anthem in Eng-
land and America, p. 242.

19. Lowens, “The American Harmony.”

20. Irving L. Sablosky, American "Music
(Chicago: The University of Chicago Press,
1969), p. 61.

e

The new pipe-digital combination organ

at Masland Methodist Church in Sibu,
Malaysia draws all eyes to the central cross,
where the surrounding pipes are arranged
like uplifted hands. Rodgers Instruments
Corporation was honored to partner with

Modern Pipe Organ Solutions of the U.K. on

the installation.

See more pictures at www.rodgersinstru-

-

ments.com. For more information about

Rodgers pipe-digital combination organs,
contact Sales Manager Rick Anderson at

503-681-0483.

ROIGE

www.rodgersinstruments.com

. gl

21. Lowens, “The American Harmony.”

22. Robert Stevenson, Protestant Church
Music in America (New York: W.W. Norton &
Company, 1966).

23. Lowens, “The American Harmony.”

24. Stevenson, Protestant Church Music, p.
106.

25. Wienandt and Young, Anthem in Eng-
land and America.

26. Ibid.

27. Kingman, American Music, pp. 532—
533.

28. Erik Routley, The Music of Christian
Hymns (Chicago: GIA Publications, Inc.,
1981), pp. 9-27.

29. Ibid.

30. George Pullen Jackson, Spiritual Folk-
songs of Early America (Locust Valley, New
York: J. Z] Augustin, 1937); White and Negro
Spirituals (New York: J. J. Augustin, 1944);
and White Spirituals in the Southern Uplands
(Chapel Hill: University of North Carolina
Press, 1933).

31. John Wyeth, Repository of Sacred Music
(Harrisburg, Pa.: J. Wyeth, 1810) (standard
tunes in shape-notes).

32. Ananias Davisson, Kentucky Harmony
(Harrisonburg, Va., 1816, reprinted Augsburg
Press, 1976, ed. Lowens).

33. William Walker, The Southern Harmony
and Musical Companion (New Haven, 1835).

34. B.F. White and E.J. King, The Sacred
Harp (Philadelphia, 1844).

35. Sablosky, American Music, pp. 102-103.

36. Routley, Hymnody, p. 137.

37. Donald M. McCorkle, “Introduction,
Early American Moravian Music” in Go, Con-
gregation Go, an anthem (Boosey & Hawkes,
No. 5303, 1959).

38. Sablosky, American Music, pp. 99-106.

39. Thid., pp. 84-86.

40. Ray Robinson and Allen Winold, The
Choral Experience (New York: Harpers Col-
lege Press, 1976), pp. 20-21.

41. Sablosky, American Music, pp. 88-95.

James McCray, Professor of Music at Colo-
rado State University in Fort Collins, retired
aftermore than 40 years of teaching. He taught
or 25 of them at CSU, and for 10 years he was
the Chairman of Music, Theatre, and Dance
Department. He has published 25 scholarly
articles in various national and international
journals such as The American Organist, Mu-
sic Educator’s Journal, The Choral Journal,
and several others. He served a two-year term
as the head editor [for The Chora'( Journal.
For over 30 years he has written a monthly
column on choral music for THE DiapasoN. He
is the author of three books; a fourth will be
published sometime next year.

As a composer; Dr. McCray has published
over 100 choral works. He has had commis-
sions from Yale University, Florida All-State
Choirs, Texas Music Educators’ Association,
and many other colleges, public and private
schools, and churches throughout the U.S.
He has received the Professor of the Year
award from two separate universities (in Vir-
ginia and Florida). Dr. McCray was one of 11
Americans designated for the 1992-93 Out-
standing Music Educator Award, and in 1992
he received the Orpheus Award, the highest
award given by Phi Mu Alpha Sinfonia. The
award read “For significant and lasting con-
tributions to the cause of music in America.”
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J.H. & C.S. Odell,

East Hampton, Connecticut
Scarborough Presbyterian Church,
Scarborough, New York

I remember receiving my first phone
call from Scarborough Presbyterian
Church in late ]anuary 2005. T was de-
lighted to have the chance to become ac-
quainted with this church and with its or-
gan, my own family’s J.H. and C.S. Odell
Opus 327, installed in 1894. Six years on,
there is much to report.

One cannot help but be immediatel
taken in by the beauty of Scarboroug
Presbyterian, both interior and exte-
rior. The church is set along old Route
9 in Briarcliff Manor. Approached from
either north or south, the siting of the
building (whose exterior is rich with clas-
sical elements) blends in gracefully with
its setting.

Scarborough Church was a gift from
Mrs. Elliott Shepard as a memorial to
her husband in 1893. The architects of
record for the church were Haydel and
Shepard, a short-lived partnership of
Stanford White’s nephew, Haydel, and
a nephew of Mr. Shepard. Their only
other significant building, the Fabbri
Mansion on Manhattan’s 64th Street,
echoes the neo-classical style of Scarbor-
ough Church—briefly called, “Shepard
Memorial,” but organized later as Scar-
borough Presbyterian. A reprint of the
dedication announcement from the May
12, 1895 edition of the New York Times
includes copious detail of the building’s
appointments, which in modern archi-
tectural parlance is properly classified as
Beaux-Arts:

The main design of the ground plan is
a cross, a porte cochere being one of the
short arms of the cross, and the pastor’s
study the other arm. The church is Euilt of
1&;r'amite rubble, with trimmings of Indiana
imestone. The granite is of a pink tinge,
which harmonizes pleasantly with the gray-
ish limestone, and the effect is very strziéking
to the visitor.

The height of the tower from the steps
to the top of the cross is about 120 feet.
The architecture of the exterior is a dis-
tinctly American interpretation of the Re-
naissance idea as it was in the time of Louis
XIV. The granite used in the body of the
structure was quarried on the estate of Col.
Shepard, \Vhi()(]{l is a short distance south of
the edifice.

In the three large windows of the main
structure, each nineteen feet high, are
stained glass designs. Strictly classical
treatment has been used in t?le interior
of the building. The main auditorium has
a seating capacity of 350, and the Sunday-
school room of 150 persons. The floors are
of mosaic in the church, and the pews are
of carved wood. The building is as near as
possible fireproof, as little wood being em-
ployed in the construction as circumstances
would permit.

The wood-paneled [coffered] ceiling is
secured to the entablature by carved wood-
en corbels. This ceiling is one of the main
features of the room. It is made of Califor-
nia redwood. Its side surfaces are enriched
with twenty-eight panels, each six feet
square, and with carved wooden rosettes in
their centers. This design encloses, as in a
large frame, a large panel, itself broken up
and subdivided into a considerable number
of smaller panels. In the center of the ceil-
ing is a ﬁreat carved redwood cross. The
inner walls are of cement, tinted to harmo-
nize with the ceiling.

The choir dome, under which the pul-
pit is placed, at the end of the churcll:, is
paneled with rosettes, and a lartge skylight
admits light from above. The building is
lighted at night with electric lights, and the
heating is togbe in the winter season by hot-
air appliances from the basement. Perfect
ventilation is secured by means of exhaust
flues in the side walls from the floors to the
roof. The organ is in the main tower, while
the keyboar(% is under the choir dome.

As the article states, the console was
originally placed in the chancel area,
Iea%ing me to speculate that this organ
was likely the first all-electric adaptation
of the patented Odell tubular-pneumatic
action. In comparison, there are appre-
ciable, if minor, design differences in
the primary mechanism employed in the
manual chest action used in our Op. 313
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J.H. & C.S. Odell, Scarborough Presbyterian Church

Console

at St. Michael’s Church on West 34th
Street in Manhattan. That organ, which
is presently under our care and slated
for major restoration work in 2012, was
origina{ly all tubular-pneumatic when
it was built only one year prior in 1893.
It has been interesting to note the nu-
ance in mechanisms, scaling, and voicing
practices of two Odell instruments that
were built at nearly the same time.

As one can easily imagine the unwield-
iness of playing tﬁe gallery organ from
the chancel, it is not surprising that the
console was later relocated to the gal-
lery. Apart from this, the organ remained
largely intact until the first major cam-
paign of rebuilding and revisions began
in the late 1980s through the 1990s.

At one time, there had been ambitious
plans for the instrument, evidenced in
the documentation of the Peterson
switching system installed by a prior
technician. Most of these p{ms went
unrealized, though the addition of an
anachronistic an(?T stylistically question-
able “Positiv” division had been carried
out. Other changes included additional
reed stops in the Swell, as well as evi-
dence ofp attempts at rescaling, mostly in
the principal stops of the Great.

In the meantime, problems of the
winding system and mechanism were
largely ignored. It was in this state that I

first examined the organ at Scarborough
in 2005. The Swell chest was then largely
non-functional, owing mostly to issues
with stuck sliders and pallet actions in
need of rebuilding. I quickly realized
that not only would a program of full me-
chanical restoration be needed, but also
a careful reversal of many of the tonal
changes, if the final result were to re-
semble anything that would make sense
to a properly trained organist.

In addition to the difficulties with
the organ, Scarborough was mana%ling a
leadership transition, something that is
always trying in the life of any parish. The
congregation faced this while contempo-
raneously entertaining bids for the organ
pro%'ect rom us and other local firms, as
well as considering wholesale replace-
ment of the organ with a new electronic
substitute. It was not until I made a de-
tailed presentation to the congregation
that we were able to at least keep tl%e lat-
ter option off the table.

While we eventually prevailed as se-
lectee for the organ project, there was no
appreciable progress in going to contract
until the appointment of Kenneth Potter
as organist and director of music in 2007.
Potter took the position on the condi-
tion of the orﬁan’s restoration. This was
agreeable to the Session and we were at
last able to proceed.

Repaired pipe foot for one of the notes
of the Great Open Diapason 8. Note
the use of common metal and the 2/7
mouth.

Comparing nodal points on the
Harmonic Flute 4’ with scale data from
Odell Op. 178

inserts

New spotted metal
installed on stripped facade pipes prior
to finishing

tuning

No sooner had Mr. Potter taken the
position than he reached out to me, and
a lively discussion ensued on how best to
revise and restore the organ. Plans at one
point had even brancheé out into an en-
tirely new case design, for which I excit-
edly prepared several conceptual sketch-
es, but these were later set aside for both
practical and aesthetic reasons. With
our limited budget, the majority of our
work would have to focus on restoration
of the pipes, console, and mechanism.
Moreover, with limited gallery space and
an already richly appointed interior, it
was difficult to realize a case design that
would match the level of ornamentation
or allow for a proper sense of proportion
without getting into models that we knew
would be far too elaborate. We officially
went to contract in late 2007 and set to
commence work in early 2008.

THE DIAPASON



Silver accent lacquering applied to pipe mouth inserts

Rebuilding pneumatic stop-action assemblies

Eventually we settled on the design
one sees today, which in many respects
closely resembles the organ’s 1894 speci-
fication. The floating “Positiv” is gone, its
Oboe restored and returned to its proper
place in the Swell. The Swell Vox Hu-
mana was likewise deleted in favor of the
Bassoon 16’, though not without some
regret. The addition of the Clarion 4’
was kept, though the stop was revoiced
in order to be more in scale (in terms of
power) with the rest of the division’s reed
chorus. Apart from careful tonal finish-
ing and some adjustments to the power
of some of the stops, the rest of the divi-
sion remains as original but for the re-
placement of the Aeoline with a matched
Voix Céleste for the Salicional.

I approached the Great with similar
care. In sorting through the pipework
in the shop I was able to review (and
correct) prior attempts in rescaling and
revoicing. Thankfully, the critical back-
bone stops of the division (the Open Di-
apason 8, Gross Flute 8, Gamba §’, and
Harmonic Flute 4') had been left mostly
untouched. Efforts had been made to re-
scale the principal chorus from 4" upward

MAY, 2011

with limited success: rather than insert-
ing new pipes in the bass and shifting the
entire ran upward, pipes from various
sources were randomly inserted in the
compass of the Principal, Twelfth, and
Fifteenth. To the uninitiated this prob-
ably seemed a harmless practice, ]Eut I
was determined to restore some sense of
order. Thus we maintained (and in some
cases increased) the rescaling, as my
experience with Odell scaling practices
from this era (as well as my review of this
instrument in particular) called for a sig-
nificant increase in order to balance the
power of the stops of the chorus without
attempting to “voice around the scale.”
Thus T reoriented the prior attempts at
rescaling by fabricating new pipes with
properly matching 2/7 mouths, using
matched common metal (roughly 70%
lead) as opposed to the uncharacteristic
spotted metal used before. This allowed
better control in the adjustment of the
power of these ranks as I worked on
them in the voicing room.

The other changes to the Great in-
cluded the addition of the original Swell
Bourdon on new unit windchests, so as

Dry-fit of the new saepele bench with
carvings

to be available at 16" and 8’ pitch. The
Dulciana was deleted in favor of a new,
matching principal-scaled Seventeenth.
This exc%ange was part of an overall plan
to keep a third-sounding rank available
in the division, since the original Great
Cornet mixture (17-19-22) was to be
rescaled and recomposed into a suitable
chorus mixture based on 2’ pitch (15-19-
22). The original Cornet Mixture in the
Swell had been retained, and Ken and I
were in agreement that one tierce mix-
ture per organ was more than sufficient.

Apart from these changes, pipe resto-
ration was straightforward. Along with
the windchests and console, everything
was brought back to our facility an
carefully cleaned. Metal ranks went
through our pipe shop for repair. Wood-
en pipes were repaired and pipe stop-
pers were repacked. But for the Bas-
soon 16" in the Swell and the Trumpet
in the Great (which I kept for myself to
work on), the Swell reedg went to Trivo
in Hagerstown for restoration. Broken
reed pipes were properly reblocked,
tuning inserts were replaced, and shal-
lots, tongues, and wedges were carefully
cleaned and refitted as required.

The rebuilding of the mechanism pre-
sented several challenges. The manual
windchests were essentially Odell slider
chests with electro-pneumatic pulldown
motors and slider motors. Both chests
were completely stripped down to their
tables at our ﬁ)i]cility so they could be
evaluated and repaired. Thankfully, re-
tabling was not needed, though dam-
age to some of the sliders was so severe
that some of them had to be replaced.
Unlike modern slider chests (where en-
gineered plywood is used), the bottoms
of the Odell chest grids are covered with
motor cloth, and the pallet openings are
formed by blocking in the clljlanne s in-
side the pallet box and covering the area
with a layer of packing leather. All this
was restored to match the original con-
figuration, whereafter the grid!j channels
were carefully sized with thinned shellac,
as is the custom. It was an arduous, not
to say messy process, but the result was
the total elimination of the numerous
runs and bleeds encountered prior to re-
moval. Finally, the chest pallets were all

J.H. & C.S. Odell Opus 327
Scarborough Presbyterian Church,
Scarborough, New York

GREAT

16" Bourdon 70 pipes
8’ Open Diapason 58 pipes
8" Gamba 58 pipes
8" Gross Flute 58 pipes

8" Bourdon (from 16" Bourdon)

4" Principal 58 pipes
4’ Harmonic Flute 58 pipes
2% Twelfth 58 pipes
2" Fifteenth 58 pipes
134" Seventeenth (new) 58 pipes
III Mixture 174 pipes
8" Trumpet 58 pipes

SWELL - Expressive —
in reconfigured expression
chamber

16" Bourdon 58 pipes
8’ Open Diapason 58 pipes
8§ Stopped Diapason 58 pipes
8§’ Salicional 58 pipes
8" Voix Céleste 58 pipes
4’ Violina 58 pipes
4" Rohr Flute 58 pipes
2’ Flute 58 pipes

III Cornet 174 pipes

16" Bassoon 58 pipes
8§’ Cornopean 58 pipes
8" Oboe 58 pipes
4" Clarion 58 pipes

Tremulant
PEDAL

32" Resultant (special configuration,
from Open Wood and Bourdon)
16" Open Wood 30 pipes
16" Bourdon 54 pipes
8" Gedeckt (ext 16" Bourdon)
8’ Violoncello 30 pipes
4’ Flute (ext 16" Bourdon)
16" Bassoon (from Swell)

Mixture Compositions

Great
1 to 25 15-19-22
26 to 37 12-15-19
38 to 58 8-12-15
Swell
1to 25 17-19-22
26 to 37 15-17-19
38 to 58 8-15-17
Couplers

Great to Pedal 8 (reversible)
Great to Pedal 4’
Swell to Pedal 8 (reversible)
Swell to Pedal 4’

Great to Great 16”
Great Unison Off
Great to Great 4/

Swell to Great 16
Swell to Great 8’ (reversible)
Swell to Great 4

Swell to Swell 16”
Swell Unison Off
Swell to Swell 4’

Pistons

12 generals (duplicated on toe pistons)
6 divisionals per division

4 reversibles (3 coupler, 1 Sforzando)

Accessories

32 levels of capture memory
12-step transposer
Programmable Sforzando
Memory controls in keyslip
Programmable Crescendo
MIDI for record/playback

re-dressed with new felt and leather, and
the motor and primary systems rebuilt.
With the slidgr motor system we faced
a particular difficulty: Odell pneumatic
slider motors were an innovative design
in their day, but they can be fickle. When
they work, they work well, but they often
%EOW slow and unresponsive. Knowing
this, in the planning stages of the project
I seriously considered conversion to an
electric slider motor system, but instead
held this out as a last resort. The original
pneumatic motors were dutifully rebuilt,
and after some experimentation I even-
tually realized a solution: by placing the
slider motor assemblies on their own
separate wind reservoir and increasing
the pressure moderately, I realized two
immediate benefits: the slider motion
was now swift and sure, and the action
of the sliders no longer had any effect on
the divisional wind pressure as they were
actuated. I owe the inspiration for this
concept to my colleague Timothy Fink,
who several years ago used a similar ap-
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proach when he designed his own pneu-
matically powered slider system (based
in part on the Odell design) for the
new organ he built for Grace Lutheran
Church in Naples, Florida.

As the Pedzﬁ division had recently had
its action rebuilt, we were free to leave
this section alone and concentrate our
remaining efforts on the console, wind-
ing system, and fagade.

Dealing with the winding system was
simple. The original massive single-rise
reservoir was replaced with four new
properly sized Ogell reservoirs, one for
each division, and the fourth for the afore-
mentioned slider motor assemblies.

The console carcass was gutted and
fitted with new, rear-fulcrum keyboards
with basswood levers, and the manual
compass restored to the original 58 notes.
The newer pedalboard was kept. The
stop-action rail and stop-action magnets
were replaced with a much more reliable
Harris tilting-tablet assembly, whose ap-
pearance is more characteristic of a tra(E-
tional Odell console. The interior of the
console was fitted with new panels made
of sapele. We installed a new, integrated
control system with the customary mod-
ern feature set.

The facade, which contains the bottom
seventeen notes of the Great Open Dia-
pason, was carefully stripped, repaired,
and restored. The original zinc tuning
flaps were replaced with spotted meta
tuning scrolls. I personally handled the
Freparation and nishin% process. A cata-

zed base primer that bonds directly to
the metal was used as the undercoat, over
which I applied specialized metal lacquer
mixed with 1gold Eake owder. The result
is a richer, deeper gold color that was ac-
cented by the app%ication of silver flake
lacquer on the pipe mouth inserts.

Our final step was to replace the
1950s-era wall panels below the impost
of the fagade. The layout was sketched
by my wife Susan, who is a classically
trained architect. With no cues from
me, she intuitively established a rail
and stile pattern that picked up on the
center point placements of the pipes in
the fagade, while maintaining symmet
throughout. The panel molding, Whic?:
required a custom-made set of molder
knives, is a duplication of the custom
panel moldings used throughout the
church. The panels themselves are made
from the same sapele used in the con-
sole, and are stained to match the exist-
ing appointments. Though it is minor,
this was a welcome embellishment to the
appearance of the organ.

Members of the Odell staff who con-
tributed to this project include: Lohn
Williams (chest restoration, new chest,
panel, and reservoir fabrication), Stew-
art Skates (pipe repair, fabrication, and
restoration), Scotty Giffen (site, restora-
tion, and assembly work), David Wason
(wiring, site, restoration, and assembly
work), Douglas Keilitz (site work, tun-
ing, and tonal finishing), and myself
(design, planning, wood and metal pipe
finishing, voicing, and tonal ﬁnishin%).
Rigging for the removal and reinstalla-
tion was handled by our friends at Auer’s
of New York City, long known for their
skill in handling this sort of work.

We are grateful to the staff and con-
gregation of Scarborough Presbyterian
Church for being given the opportunity
to restore this instrument and return it
to service. I am particularly grateful to
Kenneth and Christine Potter (who have
become great friends as well as cham-
pions of our work), and also the Rev-
erends Chris Iosso, Dae Jung, and Tim
Ives, worship and music committee chair
Lindsay Farrell, and most especially the
late Florence Fletcher, to whose memo-
ry the new organ fagade is dedicated.

—Edward Odell
East Hampton, Connecticut

It isn't often that an organist takes a
job with the congregation already un-
derstanding that the organ needs to be
rebuilt, and he gets a significant say in
how it gets done. My first decision was
to commit what one might call a heres
among organists. I agreed that the organ
needed to be reduced in size; we went
from 37 ranks to 30. The results speak
for themselves, as much of that reduc-
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tion involved removing redundant ranks,
ranks that served no useful purpose.

Prior to the rebuild, the Swell had be-
come almost completely unplayable and
been more or less abandoned. We real-
ized the removal of the entire instrument
to the Odell shop would be needed. Now
rebuilt, the Swell is a wonderful division
of great subtlety and color.

It made sense to keep certain addi-
tions, but we wanted these additions to
form a real ensemble, and for the organ
to speak into the room naturally. A fine
Clarion 4" had been added to the Swell.
The Bassoon 16’, Cornopean §’, Oboe 8,
and Clarion 4’ formed a reed battery that
we were loath to break up. In or](}]er to
keep it, the old Vox Humana 8" had to go.
I deeply regretted this loss, but I love tf?ie
full reed chorus as it is now. The Aeoline
§" went the same way to make room for
the Voix Céleste. There was more than
enough pipework left for quiet music,
with the very gentle strings, a Stopped
Diapason 8’, and a lovely Rohr Flute 4’
of surpassing beauty.

In the Great division, the previous
Tierce had been derived from a split slid-
er on the Mixture. It never worked ve
well, but I felt it was important to have
a full Cornet on the Great, so we sac-
rificed the Dulciana. The Seventeenth
that took its place is the only wholly
new rank in the rebuild. The Dulciana’s
place in the tonal scheme was taken b
an 8’ extension of the 16" Bourdon. T fe]>t/
that with the three other strong 8" stops
(Open Diapason 8, Gross Flute §’, and
Gamba 8’) we needed a quiet §” flute.
This Bourdon 8 can be coupled with the
Gamba 8" and form a fonds doux, but it
also works beautifully alone, or with the
Principal 4’ or Harmonic Flute 4”. With
all 8’ flue stops on the Great drawn, one
has a close approximation of the classic
fonds de huit. After rescaling and resto-
ration, the Great chorus is powerful and
intense. With the coupling of the Swell
reeds, it becomes immense.

In the process of this rebuild, I
learned a lot about what stops are trul
necessary. As someone who cut his teet
on the Organ Reform movement, I had
difficulty understanding a tonal scheme
built on generously scaled 8” stops, with
smaller upperwork, or a second manual
division without a Principal 4’. In time,
I have come to understand this instru-
ment on its own terms. The Violina 4’
really does serve a purpose, and I have
come to love the very modest 4" Rohr
Flute in the Swell; it is delicate and very
non-intrusive, and I never seem to sto
finding uses for it. The Flute 2 with the
Cornet III makes a wonderful sparkle
in that division without adding weight.
The Oboe 8, now returned to the Swell,
is an excellent addition to the division’s
chorus, adding just enough weight to
balance the flues. So much for the Swell
organs I was previously accustomed to,
with their 8" Gedeckt foundation and
blazing upperwork!

It thrills me endlessly to have other
organists come in and play. I love to wan-
der around downstairs and listen, often
asking what stops they have on. This or-
gan, which sounds immensely powerful
in the gallery, is %entle and convincing
downstairs—the fullest registration is
not overpowering, but rather full, blend-
ed, and satisfying.

There isnt an ugly stop on the en-
tire instrument. Every rank is distinct,
beautiful, and makes the listener sit up
and notice, whether quiet, mezzo forte,
or loud. Nothing is overbearing and the
range of color is amazing. Edward Odell
has demonstrated great skill as a voicer,
taking stops that had been poorly regu-
lated, and restoring, focusing, and ad-
justing them to create a satis%/ing, inte-
grated ensemble. He was ably assisted by
Doug Keilitz on the tonal finishing.

Let me conclude by saying we are
blessed with some of the finest acous-
tics I have ever experienced in a church,
both for organ and choral music. The
instrument is now inspiring our choir to
new heights. As I ha}i) hoped, the won-
derful sounds coming from the loft are
enhancing our wors ip and attracting
new members.

—Kenneth Potter
Organist and Director of Music

New Organs

Console

Lewis & Hitchcock, Inc.,
Beltsville, Maryland

Wesley United Methodist Church,
Vienna, Virginia

Wesley United Methodist Church
of Vienna, Virginia, has a Wicks organ
that was installed in 1966 and enlarged
in 1971. The organ had begun to have
problems in the switching system and
combination action. Working with trust-
ees Harvey Bowles and Dick Takamatsu
and organist Jason Bowles, we developed
a lplan to rebuild the organ, including re-
placing the switching system and relays
with a new multiplex system that would
provide a large combination action, with
accessories such as a transposer as well
as a piston sequencer. New keyboards
were recommended, for a better feel as
well as reliable contact systems.

We also recommended the replace-
ment of one rank of pipes that would not
hold voicing. As plans went forward, the
desire was expressed to add some digital
stops, and eventually a full complement
of digital stops was cf(]esigned to complete
the organ tonally. These were provided
by the Walker Technical Company of Zi-
onsville, Pennsylvania. As there was no
space in the cﬁ/ambers for a large bass
speaker, they provided a cabinet finished
to match the organ grillework, which sits
directly in front of it.

Besides all the standard accessories,
there is a piston sequencer with Next
and Previous pistons and toe studs, and a
MIDI data file record and playback sys-
tem. The result is a Versatilg instrument
that easily provides the right sound for
the music.

—Gerald Piercy

T
16" Violone (Walker Paradox System)

8" Principal 61 pipes
8 Bour(f())n 61 pipes
4" Octave 61 pipes
4" Spillpfeife 61 pipes

new pipes on existing chest

Twelfth 61 pipes
2’ Fifteenth 61 pipes
8" Trumpet (Walker)

Chimes (Walker)

Great to Great 16-UO—4

Swell to Great 16-8—4

Choir to Great 16-8—4

SWELL
16" Rohr Gedeckt 61 pipes
8" Geigen Diapason (Walker)
8" Rohrflute (ext)

8" Viole d’Gambe 61 pipes

8" Viole Celeste (tc) 49 pipes

4" Geigen Principal 61 pipes

4 Nac%lthorn 61 pipes

2" Piccolo 61 pipes
14 Plein Jeu III 183 pipes
16" Contre Trompette (ext)

8" Trompette 61 pipes

8" Vox Humana (Walker)

8" Hautbois 61 pipes

4’ Clarion (ext)
Tremolo
Swell to Swell 16-UO—4

Pipework
CHOIR
8" Nason Gedeckt 61 pipes
8" Erzahler 61 pipes
8" Erzahler Celeste (tc) 49 pipes
4" Koppelflute 61 pipes
2%’ Nazard 61 pipes
2" Blockflute 61 pipes
1%’ Tierce 61 pipes
8" Krummhorn 61 pipes
Tremolo
8" Harp (Walker)

4" Celesta (Walker)

8" Festival Trumpet (Walker)
Choir to Choir 16-UO—4
Swell to Choir 16-8—4

PEDAL
32" Untersatz (Walker)
16 Princ(iipal (Walker)

16" Bourdon 32 pipes
16" Rohr Gedeckt (Sw)
8" Spitz Principal 32 pipes

8" Bourdon (ext)

8" Rohrflute (Sw)

4’ Spitz Principal (ext)

4" Bourdon (ext)

2" Octave (Gt 8’ Principal)

16" Trombone (Walker)

4" Hautbois (Sw)
Great to Pedal 84
Swell to Pedal 84
Choir to Pedal 8—4

25 registers, 27 ranks, 12 Walker voices

Eyeline console, white knobs for stops
and division couplers, black knobs fgr
intermanual couplers.

The existing console shell was retained.
The manual keys, pistons, drawknobs,
toe studs and ‘all internal works are
new. The pedalboard was rebuilt to
new standards. The relay system was
replaced with multiplex units.

Lewis & Hitchcock, Inc.
<www.lhorgans.com>
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Calendar

This calendar runs from the 15th of the month of
issue through the following month. The deadline is
the first of the preceding month (Jan. 1 for Feb.
issue). All events are assumed to be organ recitals
unless otherwise indicated and are grouped within
each date north-south and east-west. *=AGO chap-
ter event, #»=RCCO centre event, +=new organ dedi-
cation, ++= OHS event.

Information cannot be accepted unless it speci-
fies artist name, date, location, and hour in writ-
ing. Multiple listings should be in chronological order;
please do not send duplicate listings. THE DIAPA-
SON regrets that it cannot assume responsibility for
the accuracy of calendar entries.

UNITED STATES
East of the Mississippi

15 MAY

Ray Cornils, with Lionheart and Portland String
Quartet; Merrill Auditorium, Portland, ME 3 pm

Gavin Black, harpsichord; Christ Episcopal,
Norwich, CT 3 pm

Choral Evensong, Messiah excerpts; Cathe-
dral of the Incarnation, Garden City, NY 4 pm

Mark Bani; Church of the Resurrection, New
York, NY 3 pm

Russian Chamber Chorus of New York; Madi-
son Avenue Presbyterian, New York, NY 3 pm

Choral Evensong; Grace Church, New York,
NY 4 pm

Stephen Tharp; Church of the Epiphany, New
York, NY 4 pm

Thomas Friese & Christian Friese; Cathe-
dral of St. Patrick, New York, NY 4:45 pm

Timothy Brumfield; Cathedral Church of St.
John the Divine, New York, NY 5 pm

J. David Williams; St. Thomas Church Fifth
Avenue, New York, NY 5:15 pm

David Herman; Longwood Gardens, Kennett
Square, PA 1 pm

Choral concert; Cathedral of Mary Our Queen,
Baltimore, MD 5 pm

Stephen Hamilton; Westminster Presbyte-
rian, Lynchburg, VA 4 pm

Janette Fishell; River Road Presbyterian,
Richmond, VA 5 pm

Robert Powell, lecture-recital; Holy Cross
Episcopal, Tryon, NC 5 pm

Westminster Church Choir; Westminster Pres-
byterian, Dayton, OH 7 pm

Festival Singers of Atlanta; Peachtree Road
United Methodist, Atlanta, GA 5 pm

Bemidiji State Choir; Cathedral of St. Paul, St.
Paul, MN 7:30 pm

Easter Lessons & Carols; Christ Church Grosse
Pointe, Grosse Pointe Farms, Ml 4:30 pm

Cameron Carpenter; Schermerhorn Sympho-
ny Center, Nashville, TN 7 pm

John Paradowski; Madonna della Strada
Chapel, Loyola University, Chicago, IL 3 pm

Paul Jacobs; Rockefeller Memorial Chapel,
Chicago, IL 3 pm

Lloyd Harter; First Lutheran, La Crosse, WI
6 pm

Marietta College Concert Choir; Cathedral of
St. Paul, St. Paul, MN 2:30 pm

16 MAY
Cameron Carpenter; St. Gabriel Catholic
Church, Charlotte, NC 7:30 pm

17 MAY
Ray Cornils, children’s program; Merrill Audi-
torium, Portland, ME 10:30 am

18 MAY

Henk de Vries; St. Luke Catholic Church,
McLean, VA 1 pm

Susan Bates; Old Salem Museums & Gar-
dens, Winston-Salem, NC 12 noon

19 MAY

James Nicolson, harpsichord; First Church,
Boston, MA 12:15 pm

The Trinity Choir; Trinity Church, New York,
NY 7:30 pm

Philadelphia Singers Chorale, with the Phila-
delphia Orchestra; Verizon Hall, Philadelphia,
PA 8 pm

Paul Skevington; St. Luke Catholic Church,
McLean, VA 1 pm

20 MAY

Mark Pacoe; Trinity Church, Boston, MA
12:15 pm

Choral concert; Church of the Advent, Boston,
MA 8 pm

Alistair Nelson; Cathedral of the Incarnation,
Garden City, NY 8 pm

Marilyn Keiser; St. Paul’s Lutheran, Washing-
ton, DC 7:30 pm

Vincent Dubois; Broad Street Presbyterian,
Columbus, OH 7:30 pm

Gail Archer; Fourth Presbyterian, Chicago, IL
12:10 pm

21 MAY

Philadelphia Singers Chorale, with the Phila-
delphia Orchestra; Verizon Hall, Philadelphia,
PA 8 pm

MAY, 2011

Choral concert; Cathedral Church of St. Paul,
Detroit, MI 5 pm

John Gouwens, carillon; Memorial Chapel,
Culver Academies, Culver, IN 4 pm

sStephen Tharp, workshop; St. Andrew’s Lu-
theran, Park Ridge, IL 10:30 am

22 MAY

Victor Hill, harpsichord; Clark Art Institute,
Williamstown, MA 3 pm

Brahms, Requiem; Church of St. Joseph,
Bronxville, NY 3 pm

John Weaver, with St. Andrew Chorale; Madi-
son Avenue Presbyterian, New York, NY 3 pm

Jean-Baptiste Dupont; Cathedral of St. Pat-
rick, New York, NY 4:45 pm

Tom Sheehan; Cathedral Church of St. John
the Divine, New York, NY 5 pm

Renée Louprette; St. Thomas Church Fifth
Avenue, New York, NY 5:15 pm

Gail Archer; Immaculate Conception R. C.
Church, Port Jervis, NY 4 pm

Shawn Gingrich, with friends; First United
Methodist, Hershey, PA 3 pm

Vincent Dubois; Cathedral Church of the Na-
tivity, Bethlehem, PA 4 pm

Choral festival; Shadyside Presbyterian, Pitts-
burgh, PA 4 pm

The Heritage Chorale; Holy Trinity Lutheran,
Lancaster, PA 4 pm

Philadelphia Singers Chorale, with the Phila-
delphia Orchestra; Verizon Hall, Philadelphia,
PA 2 pm

Anthony Williams; Washington National Ca-
thedral, Washington, DC 5:15 pm

Choral concert; Brevard-Davidson River Pres-
byterian, Brevard, NC 3:30 pm

Choral concert; St. Luke Catholic Church,
McLean, VA 4 pm

Choral concert; Basilica of the National Shrine of
Mary, Queen of the Universe, Orlando, FL 3 pm

Bach, Easter Oratorio, BWV 249; Christ
Church Grosse Pointe, Grosse Pointe Farms, Ml
4:30 pm

The Chenaults; Christ Church Cathedral,
Nashville, TN 4 pm

+Stephen Tharp; St. Andrew’s Lutheran, Park
Ridge, IL 3 pm

Jerry Jelsema, with Rockefeller carillon stu-
dio, carillon; Rockefeller Memorial Chapel, Chi-
cago, IL 6 pm

James David Christie; Cathedral of St. Jo-
seph the Workman, La Crosse, WI 2 pm

23 MAY
Andrew Peters; Elliott Chapel, Presbyterian
Homes, Evanston, IL 1:30 pm

25 MAY

Raymond Nagem; Methuen Memorial Music
Hall, Methuen, MA 8 pm

David Enlow; Church of St. Ignatius Loyola,
New York, NY 7 pm

Choral concert; Church of St. Ignatius Loyola,
New York, NY 8 pm

Donald Armitage; Old Salem Museums &
Gardens, Winston-Salem, NC 12 noon

26 MAY

Frances Fitch, harpsichord; First Church,
Boston, MA 12:15 pm

Francis Chapelet; Church of the Ascension,
New York, NY 8 pm

27 MAY

Andrew Sheranian; Trinity Church, Boston,
MA 12:15 pm

Philadelphia Singers Chorale, with the Phila-
delphia Orchestra; Verizon Hall, Philadelphia,
PA 8 pm

John Sherer; Fourth Presbyterian, Chicago,
IL 12:10 pm

28 MAY

Gail Archer; Bruton Parish Church, Colonial
Williamsburg, VA 8 pm

Philadelphia Singers Chorale, with the Phila-
delphia Orchestra; Verizon Hall, Philadelphia,
PA 8 pm

Marilyn Keiser, masterclass; Church of the
Good Shepherd, Jacksonville, FL 10 am

29 MAY

Edward Moore; Cathedral Church of St. John
the Divine, New York, NY 5:15 pm

Rodney Long; Washington National Cathe-
dral, Washington, DC 5:15 pm

Paul Skevington, with National Men’s Chorus;
St. Luke Catholic Church, McLean, VA 5 pm

Ken Cowan; Grace Episcopal, Charleston, SC
7:30 pm

Marilyn Keiser; Church of the Good Shep-
herd, Jacksonville, FL 6 pm

David Lamb, hymn festival; First United Meth-
odist, Columbus, IN 9 am

30 MAY
National Men’s Chorus; St. Luke Catholic
Church, McLean, VA 4 pm

1 JUNE
Daniel McKinley; Methuen Memorial Music
Hall, Methuen, MA 8 pm
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Mark McClellan; Sinsinawa Mound, Sinsina-
wa, WI'7 pm

2 JUNE

Ascension Evensong;
Chestertown, MD 6 pm

Vespers for Ascension Day; Peachtree Road
United Methodist, Atlanta, GA 7 pm

Bach Vespers; St. Lorenz Lutheran, Franken-
muth, Ml 7 pm

Emmanuel Church,

3 JUNE

Woo-sug Kang; Trinity Church, Boston, MA
12:15 pm

Chelsea Barton; Mount Calvary Church, Bal-
timore, MD 7:30 pm

4 JUNE

Artis Wodehouse, harmonium; Ann Good-
man Recital Hall, Kaufman Center, New York,
NY 8 pm

Ken Cowan; Emmanuel Church, Chester-
town, MD 7:30 pm

Evensong; Christ Church Grosse Pointe,
Grosse Pointe Farms, Ml 4:30 pm

John Gouwens, carillon; Memorial Chapel,
Culver Academies, Culver, IN 7:30 pm

Northwest Choral Society; Edison Park Lu-
theran, Chicago, IL 7:30 pm

Thomas Weisflog, with choir and carillon; Rock-
efeller Memorial Chapel, Chicago, IL 4:30 pm

5 JUNE

Nigel Potts; Church of the Resurrection, New
York, NY 3 pm

The Chenaults; Asbury United Methodist,
Harrisonburg, VA 3 pm

Joachim Fontaine; Basilica of the National
Shrine of the Immaculate Conception, Washing-
ton, DC 6 pm

Paul Skevington; St. Luke Catholic Church,
McLean, VA 4 pm

Gerre Hancock, hymn festival; Christ Church,
Alexandria, VA 5 pm

Cathedral Choir concert; Cathedral Church of
the Advent, Birmingham, AL 4 pm

Northwest Choral Society; Trinity United Meth-
odist, Mount Prospect, IL 4 pm

6 JUNE
Bradley Hunter Welch; Cathedral of St.
Thomas More, Arlington, VA 8 pm

8 JUNE

Peter Krasinski, with percussion; Methuen
Memorial Music Hall, Methuen, MA 8 pm

Voices of Ascension Chorus; Church of the
Ascension, New York, NY 8 pm

David Troiano; Sinsinawa Mound, Sinsinawa,
WI 7 pm

10 JUNE
Jacob Street; Trinity Church, Boston, MA
12:15 pm

11 JUNE

Stephen Hamilton; Church of the Holy Trinity
(Episcopal), New York, NY 8 pm

+John Weissrock; Gesu Parish, Milwaukee,
WI 7:30 pm

12 JUNE

Christopher Holman & Simon Jacobs; First
Church of Christ, Wethersfield, CT 7 pm

F. Allen Artz; St. John Lutheran, Bloomfield,
NJ 3 pm

Kyle Babin; Basilica of the National Shrine of the
Immaculate Conception, Washington, DC 6 pm

Choral Concert, Choir of the Cathedral Church
of the Advent, Birmingham; All Saints Episcopal,
Atlanta, GA 7:30 pm

Evensong; Christ Church Grosse Pointe,
Grosse Pointe Farms, Ml 4:30 pm

13 JUNE

Choral Concert, Choir of the Cathedral Church
of the Advent, Birmingham; St. Paul’s Episcopal,
Winston-Salem, NC 7:30 pm

eJack Mitchener; First Presbyterian, Danville,
KY 8 pm

14 JUNE

Mark Bani; St. Vincent Ferrer Church, New
York, NY 7 pm

Choral Concert, Choir of the Cathedral Church
of the Advent, Birmingham; Chapel of the Cross,
Chapel Hill, NC 7:30 pm

Ken Cowan; Centenary United Methodist,
Lexington, KY 8 pm

15 JUNE

Brenda Lynne Leach; Methuen Memorial Mu-
sic Hall, Methuen, MA 8 pm

Choral Concert, Choir of the Cathedral Church
of the Advent, Birmingham; St. Mary’s Episcopal,
Arlington, VA 7:30 pm

Bradley Hunter Welch; Briarwood Presbyte-
rian, Birmingham, AL 7:30 pm

Jay Peterson; Sinsinawa Mound, Sinsinawa,
WI 7 pm

16 JUNE

Christoph Bossert; Church of the Ascension,
New York, NY 8 pm

Choral Evensong, Choir of the Cathedral
Church of the Advent, Birmingham; Washington
National Cathedral, Washington, DC 5:30 pm

17 JUNE
Thomas Gouwens; Fourth Presbyterian, Chi-
cago, IL 12:10 pm

18 JUNE
Christopher Young; Princeton University
Chapel, Princeton, NJ 8 pm

19 JUNE

Choral Evensong, Choir of the Cathedral
Church of the Advent, Birmingham; Cathedral
Church of St. John the Divine, New York, NY
4 pm

Iris Lan; Basilica of the National Shrine of
the Immaculate Conception, Washington, DC
6 pm

James David Christie; Madonna della Strada
Chapel, Loyola University, Chicago, IL 3 pm

Trevor Workman, carillon; University of Chi-
cago, Chicago, IL 6 pm

Rudolf Zuiderveld; First Presbyterian, Spring-
field, IL 4 pm

20 JUNE
Janette Fishell; First United Methodist,
Waynesville, NC 8 pm

22 JUNE

John Weaver & Marianne Weaver, organ &
flute; Methuen Memorial Music Hall, Methuen,
MA 8 pm

Nathan Laube; Longwood Gardens, Kennett
Square, PA 1:30 pm

David Jonies & Jay Peterson; Sinsinawa
Mound, Sinsinawa, WI 7 pm

23 JUNE
Jeremy Filsell; All Saints Catholic Church,
Manassas, VA 7 pm

24 JUNE
Colin Lynch; Fourth Presbyterian, Chicago,
IL 12:10 pm

25 JUNE
John Gouwens, carillon; Memorial Chapel,
Culver Academies, Culver, IN 4 pm

26 JUNE

Mark Thallander & Brett Judson; Cathedral
of St. Patrick, New York, NY 4:45 pm

Peter Latona; Basilica of the National Shrine
of the Immaculate Conception, Washington, DC
6 pm

James Brown, carillon; Rockefeller Memorial
Chapel, Chicago, IL 6 pm

27 JUNE

++Nathan Laube; Washington National Ca-
thedral, Washington, DC 7:30 pm

Janette Fishell; First United Methodist,
Waynesville, NC 8 pm

sGillian Weir; First Presbyterian, Greensboro,
NC 8 pm

Colin Lynch; Elliott Chapel, Presbyterian
Homes, Evanston, IL 1:30 pm

28 JUNE

Diane Meredith Belcher; Market Square
Presbyterian, Harrisburg, PA 7:30 pm

Ken Cowan; Capitol Hill United Methodist,
Washington, DC 8 pm

James David Christie; Kernersville Moravian
Church, Kernersville, NC 2 pm

29 JUNE

Marko Petricic; Methuen Memorial Music
Hall, Methuen, MA 8 pm

*Craig Cramer; First Lutheran, Carlisle, PA
10:15 & 11:25 am

Gillian Weir, masterclass; First Presbyterian,
Greensboro, NC 2:30 pm

Maxine Thévenot; Cathedral of St. Philip, At-
lanta, GA 7:30 pm

David Jonies; Sinsinawa Mound, Sinsinawa,
WI 7 pm

30 JUNE
Lee Dettra; All Saints Episcopal, Rehoboth
Beach, DE 12:15 pm

UNITED STATES
West of the Mississippi

15 MAY

+Michael Elsbernd; First Lutheran, Duluth,
MN 4 pm

April Beckman; Redeemer Lutheran, Roch-
ester, MN 2:30 pm

Vincent Dubois; St. Michael and All Angels
Episcopal, Mission, KS 7:30 pm

Daniel Roth, Choral Evensong; Church of the
Incarnation, Dallas, TX 5:30 pm

James David Christie; Church of the Trans-
figuration, Dallas, TX 7 pm

Choral Evensong; St. John’s Cathedral, Den-
ver, CO 3:30 pm

Mark Brombaugh & Kathryn Nichols, organ
and harpsichord; Grace Lutheran, Tacoma, WA
3 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

17 MAY

Daniel Roth; Church of the Incarnation, Dal-
las, TX 7 pm
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20 MAY

eJelani Eddington, silent film accompaniment;
Christ the King Lutheran, Mankato, MN 8 pm

Stephen Hamilton; Faith Lutheran, Des
Moines, 1A 7:30 pm

*AGO members’ recital; St. John’s Cathedral,
Denver, CO 7:30 pm

22 MAY

Dee Ann Crossley, James Frazier & Helen
Jensen; Church of St. Edward, Bloomington, MN
2 pm

St. John’s Cathedral Choir; St. John’s Cathe-
dral, Denver, CO 2:30 pm

Joseph Adam, with viola; Thomsen Chapel,
St. Mark’s Cathedral, Seattle, WA 2 pm

Lorraine Brugh, hymn festival; Queen Anne
Lutheran, Seattle, WA 4 pm

Larry Palmer, harpsichord; Resurrection Par-
ish, Santa Rosa, CA 3:30 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

28 MAY
Bruce Neswick; First Congregational, Los An-
geles, CA 4 pm

29 MAY

Cathedral Choir of Boys and Girls, St. Brigid
School Honor Choir; St. Mary’s Cathedral, San
Francisco, CA 3:30 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

3 JUNE
Pike’s Peak Ringers; Cathedral Basilica of St.
Louis, St. Louis, MO 8 pm

5 JUNE

James Welch, music of Wagner and his con-
temporaries; St. Mary’s Cathedral, San Francis-
co, CA 3:30 pm

10 JUNE
Lyn Leowi, with St. Martin’s Chamber Choir;
St. John’s Cathedral, Denver, CO 7:30 pm
Isabelle Demers; St. Andrew’s Cathedral, Ho-
nolulu, HI' 7 pm

12 JUNE

Christoph Tietze; St. Mary’s Cathedral, San
Francisco, CA 3:30 pm

Marilyn Keiser; St. Mark’s Episcopal, Berke-
ley, CA 6:10 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

Alison Luedecke, with Millennia Too!; St.
Mark’s United Methodist, San Diego, CA 4 pm

14 JUNE
Mary Preston; University of Oklahoma, Nor-
man, OK 9 am

15 JUNE
Christopher Houlihan; Westminster Presby-
terian, Oklahoma City, OK 5:30 pm

17 JUNE
Rocky Mountain Children’s Choir; St. John’s
Cathedral, Denver, CO 7:30 pm

18 JUNE
Polyphony: Voices of New Mexico; Cathedral
of St. John, Albuquerque, NM 7 pm

19 JUNE

James Callahan & David Jenkins; Church of
St. Edward, Bloomington, MN 2 pm

Chelsea Chen; Trinity Episcopal Cathedral,
Omaha, NE 3 pm

David Hatt; St. Mary’s Cathedral, San Fran-
cisco, CA 3:30 pm

Musical Fireworks, voice and instruments;
Trinity Episcopal, Santa Barbara, CA 3:30 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

20 JUNE

*Aaron David Miller, hymn festival; Plymouth
Congregational, Des Moines, IA 7:30 pm

Mary Preston; Meyerson Symphony Center,
Dallas, TX 12:30 pm

Carol Williams, with pipe band, trumpets, and
choir of St. Paul's Cathedral; Spreckels Organ
Pavilion, Balboa Park, San Diego, CA 7:30 pm

21 JUNE
eAaron David Miller, workshop; Plymouth
Congregational, Des Moines, IA 9:15 am

22 JUNE
Christopher Houlihan; Central Presbyterian,
Des Moines, IA 7 pm

26 JUNE

Robert Gurney; St. Mary’s Cathedral, San
Francisco, CA 3:30 pm

Carol Williams; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 2 pm

27 JUNE
Jonathan Ortloff; Spreckels Organ Pavilion,
Balboa Park, San Diego, CA 7:30 pm

INTERNATIONAL

15 MAY

Timothy Wakerell; St. Paul’'s Cathedral, Lon-
don, UK 4:45 pm

Ourania Gassiou & Eleni Keventsidou;
Westminster Cathedral, London, UK 4:45 pm

Simon Johnson; Westminster Abbey, Lon-
don, UK 5:45 pm

16 MAY
Andrew Lumsden; St. Michael's Cornhill,
London, UK 1 pm

17 MAY
Yukiko Yamada; St. Lawrence Jewry, Lon-
don, UK 1 pm

19 MAY

Bernard Dargassies & Julien Bret, theatre
organ demonstration; Fontenay sous Bois, Neuil-
ly-Plaisance, France 7 pm

Roger Sayer; Cathedral, Biella, Italy 9 pm

20 MAY

Bernard Dargassies & Julien Bret, theatre
organ demonstration; Fontenay sous Bois, Neuil-
ly-Plaisance, France 7 pm

Roger Sayer; Chiesa Parrocchiale SS. Am-
brogio e Theodulo, Stresa, ltaly 9:15 pm

Karen Beaumont; St. John’s College, Oxford,
UK 2:30 pm

Randy Mills; St. Jude’s Anglican Church,
Brantford, ON, Canada 12:15 pm
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organist-composers of the 20" century, on the occasion of his 125"
birthday anniversary (b. 5-3-1886)

#1119 - Langlais on Langlais...a celebration of the blind French
composer, Jean Langlais (1902-1991), featuring performances by
himself and his wife, Marie-Louise Langlais, on the occasion of the
20™ anniversary of his death.
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organ experience, with instruments and repertoire from five centuries.

#1121 - Kimmel Center Concert Collective.. .selections from recital
programs recorded on the Fred J. Cooper Memorial Organ (by
Dobson) in Philadelphia’s Verizon Hall.

#1122 - Off the Shelf...a spring survey of some recent CD releases from
American producers in the USA, Canada and Mexico.
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21 MAY

Craig Cramer; Ottobeuren Abbey, Ottobeur-
en, Germany 8 pm

Eleni Keventsidou & Ourania Gassiou; St.
John the Evangelist, London, UK 7:30 pm

22 MAY

James Scott; St. Paul's Cathedral, London,
UK 4:45 pm

Charles Cole; Westminster Cathedral, Lon-
don, UK 4:45 pm

James McVinnie; Westminster Abbey, Lon-
don, UK 5:45 pm

23 MAY
Kevin Bowyer; St. Michael’s Cornhill, London,
UK 1 pm

24 MAY

Konstantin Volostnov; St. Lawrence Jewry,
London, UK 1 pm

Susan Kendrick & Paul Butler; St. Giles
Cripplegate, London, UK 6:30 pm

25 MAY

Simon Daniels & David Parry-Smith; St.
Giles Cripplegate, London, UK 6:30 pm

Martin Neary; Westminster Cathedral, Lon-
don, UK 7:30 pm

26 MAY

Momoko Koshimizu; Minato Mirai Hall, Yoko-
hama, Japan 12 noon

Michele Croese, with trumpet; Cathedral, Bi-
ella, Italy 9 pm

Simon Lloyd; St. Matthew’s Westminster,
London, UK 1:05 pm

Elizabeth Day & Anne Marsden Thomas; St.
Giles Cripplegate, London, UK 6:30 pm

27 MAY

Michele Croese, with trumpet; Chiesa Parroc-
chiale SS. Ambrogio e Theodulo, Stresa, Italy
9:15 pm

Gillian Weir; Hexham Abbey, Hexham, UK
7:30 pm

John Vandertuin; St. Jude’s Anglican Church,
Brantford, ON, Canada 12:15 pm

28 MAY

Stephen Tharp; Chiesa Prepositurale S. Am-
brogio di Merate, Merate (LC), ltaly 9 pm

Clive Driskill-Smith; Bloomsbury Central
Baptist, London, UK 4 pm

29 MAY

Craig Cramer; Steinfeld Basilika, Eifel, Ger-
many 4 pm

Anna Myeong; Cathédrale Notre Dame, Par-
is, France 4:30 pm

Christopher Bragg; St. Paul's Cathedral,
London, UK 4:45 pm

Richard Brasier;
London, UK 4:45 pm

Edward Tambling; Westminster Abbey, Lon-
don, UK 5:45 pm

Westminster Cathedral,

30 MAY
Daniel Bishop; Liverpool Cathedral, Liver-
pool, UK 11:15 am

31 MAY
Hampus Lindwall; St. Lawrence Jewry, Lon-
don, UK 1 pm

1 JUNE
Robert Woolley; St. Botolph without Aldgate,
London, UK 7 pm

2 JUNE
Arnau Reyneés Florit; Cathedral, Biella, Italy
9pm

3 JUNE
Arnau Reyneés Florit; Chiesa Parrocchiale
SS. Ambrogio e Theodulo, Stresa, Italy 9:15 pm

5 JUNE

Benjamin Saunders; St Michael's Abbey,
Farnborough, UK 3 pm, Choral Vespers 4:45
pm

Donald Hunt; St. Paul's Cathedral, London,
UK 4:45 pm

Michael Bonaventure; Westminster Abbey,
London, UK 5:45 pm

Isabelle Demers; Church of St. Andrew and
St. Paul, Montreal, QC, Canada 4 pm

7 JUNE
Andrew Benson-Wilson; St.
Fields, London, UK 1:10 pm

Giles-in-the-

8 JUNE
Stephen Tharp; St. Peter und Paul, Straelen,
Germany 7:30 pm

9 JUNE

Christophe Mantoux; Freiberger Dom, Frei-
berg, Germany 8 pm

Andras Viragh, with mezzo-soprano; Cathe-
dral, Biella, ltaly 9 pm
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10 JUNE

Andras Viragh, with mezzo-soprano; Chiesa
Parrocchiale SS. Ambrogio e Theodulo, Stresa,
Italy 9:15 pm

Denis Bedard, with soprano; Holy Rosary Ca-
thedral, Vancouver, BC, Canada 8 pm

11 JUNE

Stephen Tharp; Basilika, Ottobeuren, Ger-
many 4 pm

Donald Mackenzie; Victoria Hall, Hanley,
Stoke-on-Trent, UK 12 noon

12 JUNE

Timothy Wakerell; St. Paul’s Cathedral, Lon-
don, UK 4:45 pm

Gerard Brooks; Westminster Abbey, London,
UK 5:45 pm

13 JUNE
Stephen Farr; St. Michael’s Cornhill, London,
UK 1 pm

17 JUNE
Roger Fisher & Ben Saunders; Parr Hall,
Warrington, UK 7:30 pm

18 JUNE
Gillian Weir; Cirencester Parish Church, Ci-
rencester, UK 7:30 pm

19 JUNE

Joseph Ripka; St. Paul's Cathedral, London,
UK 4:45 pm

Robert Quinney; Westminster Abbey, Lon-
don, UK 5:45 pm

20 JUNE
Andrew McCrea; St. Michael’s Cornhill, Lon-
don, UK 1 pm

22 JUNE
Graham Barber; Westminster Cathedral, Lon-
don, UK 7:30 pm

23 JUNE

Ann Elise Smoot; St. Matthew’s Westminster,
London, UK 1:05 pm

Olivier Latry; Southwark Cathedral, London,
UK 7:30 pm

25 JUNE

Mark Brafield; Bloomsbury Central Baptist,
London, UK 4 pm

Clive Driskill-Smith; St. John the Evangelist,
London, UK 7:30 pm

26 JUNE

lain Quinn; St. Paul’s Cathedral, London, UK
4:45 pm

James McVinnie; Westminster Abbey, Lon-
don, UK 5:45 pm

Submit calendar information through
TheDiapason.com! Look for Events Cal-
endar and then click to submit an event.
You can add much more detail to the ba-
sic information shown in our Calendar,
and information will be viewable that
day. Items added via the website will be
placed in the next print issue if received
before deadline. For assistance or infor-

mation: jrobinson@sgcmail.

Organ Recitals

MAHLON E. BALDERSTON, Trin-
ity Episcopal Church, Santa Barbara, CA,
November 28: Come, come ye saints, [esus,
rest your head, Diemer; Toccata and Pasto-
rale, Toccata in e, Pachelbel; In dulci jubilo,
Bach; Jesus, Son of Mary, Balderston; Noél
and Variations, Daquin; Variations on GLo-
RrIA, Giamanco; Puer nobis, Sobaje; Christmas
Trumpet Tune, Cooman.

DEAN BILLMEYER, The Church of St.
Louis, King of France, St. Paul, MN, Novem-
ber 30: Nun komm, der Heiden Heiland, BWV
659-661, Bach; Nun komm, der Heiden Hei-
land, Walcha; Magnificat Primi Toni, BuxWV
203, Buxtehude.

JUSTIN BISCHOF, First Church Con-
gregational, Fairfield, CT, November 14:
Trumpet Tune in D, Clarke; Suite Gothique,
op. 25, Boéllmann; Trio Sonata No. 3 in D,
BWV 527, Fugue in G, BWV 577, Bach; Im-
provisation on B.U.R.R., Bischof; Sheep May
Safely Graze, BWV 208, Bach; Symphony on
FIRS.T CHURC.H., Bischof?

STEPHANIE BURGOYNE, with WIL-
LIAM VANDERTUIN, The Cathedral
Church of St. Paul, London, ON, Canada,
November 22: Sonata Chromatica, Yon; So-
nata No. 4 in a, Corelli, arr. Burgoyne/Vander-
tuin; Variations on Amazing Grace, Bédard.

PHILIP CROZIER, Barockkirche St.
Franziskus, Zwillbrock, Germany, August 8:
Choral Song and Fugue, S.S. Wesley; Trio
Sonata No. 6 in G, BWV 530, Bach; Skizzen
Sfiir den Pedal Fliigel, op. 58, Schumann; Zwei
Fugen, F. 31, W.F. Bach; Miroir, Wammes;
Variationer over ‘Nous chanterons pour toi,
Seigneur’, Bédard.

Domkirke, Maribo, Denmark, August 15:
Choral nr. 1i E-dur, Franck; Kanon i h-mol,
op. 56, no. 5, Schumann; Récit de Tierce
en taille (Gloria, Premier Livre d’Orgue),
de Grigny; Variationer over ‘Nous chanter-
ons pour toi, Seigneur’, Bédard; Larghetto
in f#-mol, S.S. Wesley; Miroir, Wammes;
Prelude i Es-mol, op. 66, d’Indy; Toccata,
Fugue et Hymne over Ave Maris Stella, op.
28, Peeters.

St.-Gertraud-Kirche, Frankfurt (Oder),
Germany, August 17: Choral Song and
Fugue, S.S. Wesley; Trio g-Moll, BWV 584,
Bach; Nicht schnell und sehr markiert (two
pieces), Lebhaft, Allegretto (Skizzen fiir den
Pedal Fliigel, op. 58), Schumann; Orgelsonate

Send organ recital programs
to THE DIAPASON. Mail printed
programs to Joyce Robinson, THE
Di1aprAsoN, 3030 W. Salt Creek Lane,
Suite 201, Arlington Heights, IL
60005-5025; e-mail files (Microsoft
Word preferred, PDF acceptable) to
jrobinson@sgcmail.com.
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Jf-Moll, op. 65, no. 1, Mendelssohn; Fuge in
B-Dur, Fuge in D-Dur, F. 31, W.F. Bach;
Variationen tiber ‘Nous chanterons pour toi,
Seigneur’, Bédard.

JO DEEN BLAINE DAVIS, Christ
Church, Greenwich, CT, November 12: The
Congregational Church, New Canaan, CT,
November 19: Toccata and Fugue in D, op.
59, no. 5, Reger; An Wasserfliissen Babylon,
BWYV 653, Prelude and Fugue in C, BWV
547, Bach; Rubrics, Locklair; Hommage a
Frescobaldi, Epilogue for Pedal Solo, Lang-
lais; Fantasie in C, op. 16, Franck; Lucis Cre-
ator, Papadakos.

EMMA LOU DIEMER, Trinity E iscopal
Church, Santa Barbara, CA, December 12:
Come, Thou Fount of Every Blessing, Diemer;
Let All Mortal Flesh Keep Silence, Gell; Let
All Mortal Flesh Keep Silence, O’Connor; Let
All Mortal Flesh Keep Silence, Diemer; O Lit-
tle Town of Bethlehem, Balderston; Lo, How
a Rose E’er Blooming, On This Day Earth
Shall Ring, Cooman; Go Tell It on the Moun-
tain, Diemer; Jesu, Joy of Our Desiring, Bach,
arr. Fruhauf; I Have Decided to Follow Jesus,
What a Friend We Have in Jesus, Hanukkah
Song, Diemer; Be Thou with Me, Bach; An-
gels We Have Heard on High, Wood; Lo! He
Comes, with Clouds Descending, Diemer.

DAVID A. GELL, Trinity Episcopal
Church, Santa Barbara, CA, November 7:
Prelude and Fugue in b, Willan; The Modal
Trumpet, Karam; Elegiac Prelude, Sortie
Breve, Bales; Variations on the Huron Carol
Jesous Ahatonhia’, Bryant; Cat Suite, Suite
Romantique, Bédard.

DAVID HATT, St. Mary’s Cathedral, San
Francisco, CA, November 28: Escuela Espa-
nola de Organo, Guridi.

STEVEN HODSON & CHARLES TAL-
MADGE, Trinity Episcopal Church, Santa
Barbara, CA, December 5: O come, o come
Emmanuel, Near; Nativité (Symph(mie—P(ls-

son), Dupré; Vom Himmel hoch da komm’
ich her, Bach; Vom Himmel hoch da komm’
ich her, Pepping; What Child Is This, Bélt-
ing; Lo, How a Rose E’er Blomning, Manz;
Lo, How a Rose E’er Blooming, Brahms; God
rest ye, merry gentlemen, Held; O Heiland,
reiss die Himmel (m{, Pepping; Vom Himmel
hoch da komm’ ich her, Pachelbel; The First
Nowell, Bélting.

JEANNINE JORDAN, with David Jordan,
visual artist, First Congregational Church,
Anchorage, AK, November 21: Fugue in E-
flat, Toccata in d, Concerto in a, Vom Himmel
hoch, Nun freut euch, O Mensch bewein, Sei
gegriisset, Bach; Sonata IV, C.P.E. Bach; Jesu
Meine Freude, W.F. Bach.

LEON NELSON, Southminster Presbyte-
rian Church, Arlington Heights, IL, Novem-
ber 21: Pmcession(l% Nelson; Jesu, Joy of Man’s
Desiring, Have Mercy on Me, O Lord God,
BWV 721, Bach; Now Thank We All Our God,
Bach, arr. Fox; The Musical Clocks, Haydn;
Aria, Come Thou Fount of Every Blessing,
Manz; What a Friend We Have in Jesus, Barr;
Variations on O for a Thousand Tongues to
Sing, Hopson; Pilgrim’s Chorus (Tannhduser),
Wagner; Trumpet Tune in C, Nelson.

DAVID PICKERING, Kansas State Uni-
versity, Manhattan, KS, October 27: Partita
on FOUNDATION, Jordan; ]]esu, ]ogl/ of Man’s
Desiring, BWV 147, Bach/Leupold; Volun-
tary on CORONATION, Longhurst; Meditation,
Cundick; Piece héroique, Franck.

TIM PYPER, St. Thomas Church Fifth Av-
enue, New York, NY, December 12: Prelude
and Fugue in C, BWV 547, Pastorale, BWV
590, Bach; Rhapsody in E-flat, op. 17, no. 2,
Siciliano for a High Ceremony, Howells; Pre-
lude in C, Bairstow.

TAIN QUINN, St. Thomas Church Fifth
Avenue, New York, NY, November 21: Pre-
lude and Fugue in a, op. 607, Czerny; Lar-
ghetto (Six Pieces, no. 5), S. S. Wesley; Pre-

lude and Fugue in b, Barber; Continuum
(Notre Dame), Quinn; Barcarolle, op. 10,
Rachmaninoff, arr. Quinn; Prelude and Fugue
in d, op. 98, Glazunov. )

NAOMI ROWLEY, with The Shepherd
Singers and The Shepherd Ringers, Shepherd
of the Bay Lutheran Church, Ellison Bay, WI,
December 5: Choral Fantasia on O Come, O
Come, Emmanuel, MacNutt; Wake, Awake, for
Night Is Flying, Savior of the Nations, Come,
Bach; Prelude, Fugue and Variation on Light
One Candle to Watch for Messiah, Wold; Toccata
on O Come, O Come, Emmanuel, Carter; March
on Handel’s Lift Up Your Heads, Guilmant; Li-
turgical Improvisation on Creator of the Stars
of Night, Oldroyd; The Magnificat, Bonnet, arr.
Marriott; Joy to the World, Cherwien.

STEPHEN SCHNURR & KEITH WIL-
LIAMS, First Presbyterian Church, Knoxville,
IL, November 12: Sonata No. 2 in c, op. 65,
no. 2, Mendelssohn; ITI. Rondo — Allegretto
(Concerto de Flute, op. 55), Rinck; Prelude
and Fugue in a, Eddy; Idylle — Evening Rest,
Merkel; Marche des Fantomes, Clark; Jesus,
Savior, Pilot Me, Just As I Am, Thompson;
Grand Choeur, op. 18, no. 1, Guilmant; Jesu,
Joy of Man’s Desiring, Bach; Nun danket alle
Gott, op. 65, no. 59, Karg-Elert.

DANIEL SCHWANDT, Lutheran School
of Theology at Chicago, Chicago, IL, Decem-
ber 7: Magnificat I1. Toni (4 verses), Weck-
mann; Freu dich sehr o meine Seele, Bohm;
Wachet auf, Tempus adest floridum, Wie
schoen leuchtet, Manz; Meine Seele erhebt
den Herren, BWV 733, Bach.

CHARLIE W. STEELE, Brevard-David-
son River Presbyterian Church, Brevard, NC,
November 8: “...to thee our cordial thankful-
ness...”, “Hallowed be Thy Name...”, “...Let
His work your pleasure be...” (Salem Sonata),
Locklair; Wondrous Love: Variations on a
Shape-note Hymn, Barber; Come Away to
the Skies, Starin the East, Blow Ye the Trum-
pet, Blow (Preludes on Campmeeting Songs),

Siebert; Skyland, Vardell; For All the Saints
Who from Their Labors Rest (Three Pieces
for All Saints’ Day), Sandresky; Partita on
‘Holy Manna’, Ash(jlown; Come, Thou Fount
of Every Blessing (WARRENTON), I Will Arise
(RESTORATION), The Morning Trumpet (Ear-
ly American Hymn-Tune Preludes), In Memo-
riam: The Grief of Separation Tempered by
Faith and Courage (An American Tribute: A
Suite of Patriotic Songs), Powell; Variations
on ‘Amazing Grace’, Utterback.

GILLIAN WEIR, The Church of the Holy
Trinity (Episcopal), New York, NY, Novem-
ber 4: Variations de Concert, Bonnet; Cia-
cona in G, Muffat; Variations on Est-ce Mars,
Sweelinck; Prelude and Fugue in E-flat, BWV
552, Bach; Toccata, Fugue and Hymn on Ave
Maris Stella, Peeters; Sonata Eroica, Jongen;
Variations on a theme of Jannequin, JA118,
Fantasmagorie, JA63, Alain; Scherzo, Duru-
flé; Toccata, Mushel.

JOHN SCOTT WHITELEY, St. Thomas
Church Fifth Avenue, New York, NY, October
31: Sei gegriisset, Jesu giitig, BWV 768, Bach;
Passacaglia, op. 17, W] 1iteTey; Papillons noirs
(13 Préludes pour piano, op. 69), Jongen, arr.
Whiteley; Final (Symphonie en improvisa-
tion), Cochereau, transcr. Whiteley.

THOMAS WIKMAN, Lutheran School
of Theology, Chicago, IL, November 2: Pre-
lude and Fugue in e, BWV 548, Bach; Priére,
op. 37, no. 3, Jongen; Finale - Allegro vivace
(Symphony No. 7 in a, op. 42, no. 3), Widor.

ROBERT E. WOODWORTH ]R., Holy
Name Cathedral, Chicago, IL, November
28: Wachet auf, ruft uns (?ie Stimme (Twenty
Preludes & Postludes), Karg-Elert; Lol He
Comes with Clouds Descending (Chorale
Preludes on English Tunes), Ridout; Hymn
- Creator Alme Siderum, Lemmens; To Shep-
herds As They Watched By Night, Savior of
the Nations, Come, Prepare the Royal High-
way (Chorale Preludes), Ore; O Come, O
Come, Emmanuel, Martin.
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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 22.00
Display Classified, per word 1.35
Display Classified minimum 26.00
Additional to above charges:

Box Service (mail forwarding) 8.00
Website placement (includes photo) 15.00

($26 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.
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Classified Advertising

Classified Advertising Rates
will be found on page 37.

POSITIONS
AVAILABLE

PUBLICATIONS/
RECORDINGS

PUBLICATIONS/
RECORDINGS

PIPE ORGANS
FOR SALE

Organist needed—The Orchard Evangelical
Free Church, based in Arlington Heights, IL,
seeks a skilled organist for new campus (and
new Rodgers organ!) in Barrington. For more in-
formation on this position, contact Dan Wells at
224/764-4016, or dwells @theorchardefc.org.

St. John’s Episcopal Church, Mt. Pleasant,
Michigan is seeking applications for organ-
ist/choir director, 15-20 hr. week. Interested
applicants should send a cover letter,
resumé/curriculum vitae and three letters of rec-
ommendation to St. John’s Episcopal Church,
206 W. Maple St., Mt. Pleasant, Ml 48858.
E-mail:  stjiohnsmp@chartermi.net.  Website:
www.stjohnsmtpleasantmi.org/.

PUBLICATIONS/
RECORDINGS

Bonnet’s In Memoriam is included in his third
set of twelve pieces (1913). He quotes the haunt-
ing “Nearer My God To Thee” (Horsury). Find
details and samples at michaelsmusicservice.
com; 704/567-1066.

Historic Organs of Seattle: A Young Yet Vi-
brant History is a four-disc set recorded at the
2008 OHS national convention, held in the Seat-
tle, Washington area. Nearly five hours of music
feature historic organs by Aeolian-Skinner, Casa-
vant, Hook & Hastings, and Hutchings-Votey, Kil-
gen, Tallman, Woodberry, Hinners, Cole & Wood-
berry, plus instruments by Flentrop, C. B. Fisk,
and Rosales, and Pacific Northwest organbuild-
ers Paul Fritts, Martin Pasi, John Brombaugh,
Richard Bond, and many more! Renowned or-
ganists Douglas Cleveland, Julia Brown, J. Mel-
vin Butler, Carol Terry, Bruce Stevens, and oth-
ers are featured in live performances on 24 pipe
organs built between 1871 and 2000. Includes a
36-page booklet with photographs and stoplists.
$34.95, OHS members: $31.95. For more info or
to order: http://OHSCatalog.com/hiorofse.html.

Like the harpsichord? Harpsichord Tech-
nique: A Guide to Expressivity, second
edition, by Nancy Metzger is a hands-on
guide for touch and historically informed
performance. www.rcip.com/musicadulce.

Request a free sample issue of The Diapason
for a student, friend, or colleague. Write to the
Editor, The Diapason, 3030 W. Salt Creek Lane,
Suite 201, Arlington Heights, IL 60005; or e-mail:
jbutera@sgcmail.com.

The Organ Historical Society has released
Historic Organs of Indiana, 4 CDs recorded at
the OHS National Convention in Central Indiana
in July, 2007. Nearly 5 hours of music features
31 pipe organs built between 1851-2004, by
Aeolian-Skinner, Skinner, Henry Erben, Felge-
maker, Hook & Hastings, Kilgen, Kimball, and
many more builders. Performers include Ken
Cowan, Thomas Murray, Bruce Stevens, Carol
Williams, Christopher Young, and others. A 40-
page booklet with photos and stoplists is includ-
ed. OHS-07 4-CD set is priced at $34.95 (OHS
members, $31.95) plus shipping. Visit the OHS
Online Catalog for this and over 5,000 other or-
gan-related books, recordings, and sheet music:
www.ohscatalog.org.

Historic Organ Surveys on CD: recorded during
national conventions of the Organ Historical So-
ciety. Each set includes photographs, stoplists,
and histories. As many organists as organs and
repertoire from the usual to the unknown, Arne
to Zundel, often in exceptional performances on
beautiful organs. Each set includes many hymns
sung by 200-400 musicians. Historic Organs of
Indiana, 31 organs on 4 CDs, $34.95. Historic
Organs of Louisville (western Kentucky/eastern

Reflections: 1947-1997, The Organ Depart-
ment, School of Music, The University of Michi-
gan, edited by Marilyn Mason & Margarete
Thomsen; dedicated to the memory of Albert
Stanley, Earl V. Moore, and Palmer Christian.
Includes an informal history-memoir of the organ
department with papers by 12 current and former
faculty and students; 11 scholarly articles; remi-
niscences and testimonials by graduates of the
department; 12 appendices, and a CD record-
ing, “Marilyn Mason in Recital,” recorded at the
National Shrine of the Immaculate Conception
in Washington, DC. $50 from The University of
Michigan, Prof. Marilyn Mason, School of Music,
Ann Arbor, MI 48109-2085.

HARPSICHORDS
FOR SALE

One-manual Rutkowski and Robinette harp-
sichord. 8-8-8 in immaculate condition. Dark
green case with red interior. Can be seen at The
Church of the Holy Trinity (Episcopal), 316 East
88th Street, New York. Contact: Stephen Hamil-
ton at 212/289-4100 ext 210.

Indiana), 32 organs on 4 CDs, $29.95. Historic
Organs of Maine, 39 organs on 4 CDs, $29.95.
Historic Organs of Baltimore, 30 organs on 4
CDs, $29.95. Historic Organs of Milwaukee,
25 organs in Wisconsin on 2 CDs, $19.98. His-
toric Organs of New Orleans, 17 organs in the
Bayous to Natchez on 2 CDs, $19.98. Historic
Organs of San Francisco, 20 organs on 2 CDs,
$19.98. Add $4.50 shipping in U.S. per entire or-
der from OHS, Box 26811, Richmond, VA 23261,
by telephone with Visa or MasterCard 804/353-
9226; FAX 804/353-9266.

PIPE ORGANS
FOR SALE

1971 Bosch Organ—Two manuals, 36 ranks,
free standing, encased with detached console.
Mechanical key action, electric stop action. Sell-
ing price $30,000, re-location and installation
available. For information package contact Fowl-
er Organ Company, Lansing, MIl. bmforgans@
aol.com; 517/485-3748.

1869 E. & G.G. Hook organ for sale. The organ
measures 14 ft. wide, 10 ft. deep (with pedal)
and is 20 ft. tall. It has mechanical action, Great,
Swell, Pedal divisions, two combination pedals,
15 ranks; removal date January, 2012. $95,000,
negotiable. Please contact Stephen Tappe at
Saint John’s Cathedral in Denver for more infor-
mation: tappe @sjcathedral.org.

Martin Pasi pipe organ—Two manuals, 24
stops, suspended-tracker action. $350,000. Web:
http://martin-pasi-pipe-organ-sale.com; phone:
425/471-0826.

1960s Walcker (German) 14-rank tracker
organ. Open toe voicing on 2” wind pressure.
Reverse console built into case. Footprint is 6
wide by 11’6” deep (including console and pedal
stops), 9710” tall. All encased with 4’ Principal
facade. Manual I—8” Gedackt, 4" Octave, Il Ses-
quialtera, llI-11l Mixture. Manual II—8” Gemshorn,
4’ Rohrflote, 2’ Principal, 1-1/3” Quinte. Pedal—
16" Bourdon, 8’ Flute, 4’ Choralbass. Playing and
in use regularly. Asking $12,000. For recordings
and pictures contact djgeslin @ gmail.com.

Ten-rank pipe organ—Wicks, $2,500. Set of
20 tubular chimes, beautiful gold color, $250.
248/471-1515.

48-rank, 3-manual and pedal pipe organ, 60
stops, 3,000+ pipes, 99-level combination action,
Great, Swell, Positive, Echo. With or without a
4,200 sq. ft. 4 bedroom home: 20" x 55’ LR, on
50+ acres, 2 bedroom guest cottage, lake front,
excellent for a retreat, on Great Sacandaga
Lake. Saratoga County, New York. $69,000, or
$690,000 for package. Tel. 518/696-3405; e-mail
jmothmer@yahoo.com.

Home pipe organs bought, sold, and relocated.
800/583-7644 or 865/577-7644.
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TOTAL PIPE ORGAN RESOURCES

2320 West 50" Street * Erie, PA 16505-0325
(814) 835-2244 * www.organsupply.com
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Sebastian M. Gliick,

Artistic and Tonal Director
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10038

170 Park Row, Suite

New York, NY

2.608.5651

Attention Organbuilders
For information on sponsoring a
color cover for THE DIAPASON,
contact editor Jerome Butera,
847/391-1045
jbutera@sgcmail.com

Send a copy of THe Diapason to a friend:
Editor, The Diapason, 847/391-1045;
e-mail: <jbutera@sgcmail.com>

For Sale: This Space
For advertising information contact:
The Diapason
847/391-1045 voice
847/390-0408 fax
jbutera@sgcmail.com e-mail

Adtover

Fine Mechanical Action Organs

Telephone 888-ORGAN CO
www.andoverorgan.com

For Pipe Organ Parts:
arndtorgansupply.com
Or send for our CD-ROM catalog

Arndt Organ Supply Company

1018 SE Lorenz Dr., Ankeny, IA 50021-3945
Phone (515) 964-1274 Fax (515) 963-1215

PEEBLES-HERZOG, INC.

50 Hayden Ave.
Columbus, Ohio 43222

Ph: 614/279-2211 « 800/769-PIPE

www.peeblesherzog.com

(A
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| Redman Organ Co.
J 816 E. VICKERY BLVD.
FORT WORTH, TX 76104

(817) 332-2953

MEMBER

PIPE ORGAN BUILDERS, LTD.
LAKE CITY. IOWA SIH9 (71214648065

ewleT

785.843.2622

reuterorgan.com

MULLER

PIPE ORGAN COMPANY

P.O. Box 353 | CrRoTON, OHIO 43013
800.543.0167 | www.MULLERPIPEORGAN.COM

3030 W. Salt Creek Lane

Suite 201

ph 847/391-1045
fax 847/390-0408

THE DIAPASON

e-mail joutera@sgcmail.com
web www.TheDiapason.com

Arlington Heights, IL 60005
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Classified Advertising

Classified Advertising Rates
will be found on page 37

PIPE ORGANS
FOR SALE

PIPE ORGANS
FOR SALE

MISCELLANEOUS
FOR SALE

SERVICES/
SUPPLIES

1929 Estey “Minuette” with 3 unified
ranks, a very rare 2-manual instrument in
a grand piano style case. Completely re-
built including case refinishing and a new
blower. $20,000. Contact Box JU-6101,
THE DIAPASON.

1958 Klais of Germany, 2 manual, 20 rank
pipe organ in exceptional condition. Slider
chests, cone tuning, very easy installation. View
it at www.homelesspipeorgans.com.

Schlicker organ—two manuals, four ranks.
Immaculate condition. Can be seen at The
Church of the Holy Trinity (Episcopal), 316
East 88th Street, New York. The instrument
can be viewed on the church website at www.
holytrinity-nyc.org. Contact: Stephen Hamilton,
212/289-4100 ext 210.

Two small pipe organs for sale. Great prices.
For more information, please go to our website,
www.milnarorgan.com.

1969 Moéller Double-Artiste. 2 manuals, 9 ranks
(including Mixture and 16’ Trompette), 28 stops.
Newly releathered and renovated. $44,500
plus installation. john@organclearinghouse.
com; 617/688-9290.

Available Summer, 2011. Moller Opus 11546
(1981), 3-manual, 34+ ranks. Polished zinc ex-
posed pipes symmetrically set in wood finish
casework. Chicago area. Come try it! Contact
Adrienne: 847/816-1468; a.tindall@comcast.net.

1981 Lauck Residence Organ—2-manual, 3
ranks, 16" Gedeckt 97, 4’ Principal 73, 8" Oboe
TC 49. Unified to 19 stops. Expression, tremu-
lant, combination action. Natural ash casework:
94” high, 72” wide, 24” deep. Movable. Presently
being restored. $18,000. Lauck Pipe Organ Co.
269/694-4500; e-mail: k.reed.com.krr @att.net.

Late-1800s 2-manual Pilcher tracker pipe
organ is available, for just the cost to relo-
cate and refurbish. Specification and photo
at www.pipe-organ.com. Arthur Schlueter, IlI,
800/836-2726.

MISCELLANEOUS
FOR SALE

Atlantic City Pipe Organ Company—Trivo:
1980s 8’ English Horn, 4" Rohr Schalmei; Moller
16" half-length Fagotto with chest 3” WP; C.S.
Haskell 16" principals, strings, reeds; Estey 16’
32-note Viol with Haskell basses. 609/641-9422;
acorgan@comcast.net; mywebpages.comcast.
net/acorgan.

Send recital programs to THe Diapason, 3030 W.
Salt Creek Lane, Suite 201, Arlington Heights, IL
60005; e-mail: jrobinson @ sgcmail.com.

Consoles, pipes and numerous miscellaneous
parts. Let us know what you are looking for.
E-mail orgnbldr@comcat.com (not comcast),
phone 215/353-0286 or 215/788-3423.

SERVICES/
SUPPLIES

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

Austin actions recovered. Over 40 years
experience. Units thoroughly tested and fully
guaranteed. Please call or e-mail for quotes.
Technical assistance available. Foley-Baker,
Inc., 42 N. River Road, Tolland, CT 06084.
Phone 1-800/621-2624. FAX 860/870-7571.
foleybaker@sbcglobal.net.

ATTENTION ORGANISTS! Do you love to
add the bright sparkle of a Zimbelstern to
your playing, but the organ you play is
lacking one? Fret no more! Our new prod-
uct, ZimbelSpurs, will solve your problem
and let you jingle-jangle-jingle! Zimbel-
Spurs are spurs with tiny bells that you
mount to the backs of your organ shoes.
Ultra-high-tech black-box technology lets
you engage (or silence via a reversible)
the ZimbelSpurs either through a piston
on your console, or through your smart
phone. Best of all, they’re portable, so
you can have those magic bells wherever
you play! Causes little or no damage to
pedalboards. Order before midnight and
receive free ankle guards and pedal re-
pair kit (just in case!). Available in gold or
silver finishes. Order yours today! Spec-
ify shoe size (available in A-EEE widths)
and pedalboard design (curved/radiating
or flat). Box Spur-Con, THE DIAPASON,
jrobinson@sgcmail.com.

Need help with your re-leathering
project? All pneumatics including
Austin. Over 45 years experience
(on the job assistance available).
615/274-6400.

ALL REPLIES
TO BOX NUMBERS
that appear
without an address
should be sent to:
THE DIAPASON
3030 W. Salt Creek Lane, Suite 201
Arlington Heights, IL 60005

Releathering all types of pipe organ actions
and mechanisms. Highest quality materials and
workmanship. Reasonable rates. Columbia
Organ Leathers 800/423-7003. www.columbia
organ.com/col.

Highest quality organ control systems since
1989. Whether just a pipe relay, combination
action or complete control system, all parts
are compatible. Intelligent design, competitive
pricing, custom software to meet all of your re-
quirements. For more information call Westa-
cott Organ Systems, 215/353-0286, or e-mail
orgnbldr@comcat.com

ANNOUNCEMENTS

Are you receiving THE Diapason E-News?
Our newsletter is e-mailed monthly to our reg-
istered subscribers; a separate issue each
month sends you our web classified ads. Don’t
miss out! To register, visit www.TheDiapason.
com, click on Newsletter, and enter your con-
tact information.

Postal regulations require that mail
to THe Diarason include a suite num-
ber to assure delivery. Please send
all correspondence to: THE DIAPASON,
3030 W. Salt Creek Lane, Suite 201,
Arlington Heights, IL 60005.

THE DIAPASON’s classified ads are
now available on THE DIAPASON
website—including photographs and
convenient e-mail links directly to the
sellers! Visit www.TheDiapason.com
and in the left-hand column, look for
SPOTLIGHTS, then click on Classified
Advertisements. Follow the links to the
classifieds that interest you, and click
the e-mail button to contact the sellers.
What could be easier?

Sarris Drecision Droduet

Builders of high quality
Pipe Organ Components

7047 S. Comstock Avenue, Whittier, California 90602 U.S.A. * (562) 693-3442

David C. Harris, Member: International Society of Organ Builders, American Institute of Organ Builders, Associated Pipe Organ Builders of America

HAGERSTOWN

ORGAN COMPANY,

New ® Rebuilding » Solid-State Updating
Musical Instrument Digital Interface (MIDI) Systems

INC

P.O. Box 945 « 901 Pope Avenue » Hagerstown, Maryland 21740
(301) 797-4300

REFINED INSTRUMENTS FOR WORSHIP SINCE 1859

REPAIRING

TUNING

R. W. KURTZ ORGAN CO.
CONSULTANT SPECIALISTS ON PIPE ORGAN REBUILDING
P.O. Box 32, Woodstown, N.J. 08098 = 856/769-2883
Fax 856/769-0025 e-mail: kurtz2@comcast.net

ADDITIONS

Advertise in
THE DIAPASON

For rates and digital specifications,
contact Jerome Butera
847/391-1045
jbutera@sgcemail.com

H.W. DEMARSE

TRACKER ORGANS
518-761-0239

2 Zenus Dr., Queensbury, NY 12804-1930

GUZOWSKI & STEPPE

ORGANBUILDERS INC

NEW INSTRUMENTS
REBUILDS - ADDITIONS
TUNING & SERVICE
1070 N.E. 48th Court
FT. LAUDERDALE, FL 33334
(954) 491-6852

Wetwis & Hitcheock, Inc.
Pipe Organ Builders Since 1915
10153 Bacon Dr.
Beltsville, MD 20705
1-800/952-PIPE

PATRICK J. MURPHY
!. & ASSOCIATES, INC.
ORGANBUILDERS

300 Old Reading Pike * Suite 1D  Stowe, PA 19464
610-970-9817 + 610-970-9297 fax
PMurphy129@aol.com * www.pjmorgans.com

{Hichael Proscia
Organbmlder, Inc.

Box 547 Bowdon, GA. 30108
770-258-3388

Prosciaorgans. com
Pipe Organs - Reed Organs

yacyaes Stinbens

Organpipes - since 1914

Flues - Reeds
Bedrijvenpark "Seyst"

Woudenbergseweg 19 &' Tel. +31 343 491 122 info@stinkens.nl
NL - 3707 HW Zeist Fax +31 343 493 400 www.stinkens.nl

MAY, 2011

The Organ Clearing House
PO Box 290786

Charlestown, MA 02129

Ph: 617.688.9290

www.organclearinghouse.com

THE
DIAPASON

Own a piece of history!

The cover of the 100th Anni-
versary Issue of THE DIAPASON is
now available on a handsome 10”x
13” plaque. The historic cover im-
age in full color is bordered in gold-
colored metal, and the high-qual-
ity plaque has a marbleized black
finish; a slot on the back makes it
easy to hang for wall display. Made
in the USA, THE D1aPAsoN 100th
Annmiversary Issue commemorative
plaque is available for $45, shipping
in USA included. $10 discount for
members of the 50-Year Subscrib-
ers Club. Order yours today:

jbutera@sgcmail.com
847/391-1045

39



Scott Dettra

Thomas Trotter*

Karen McFarlane Artists

33563 Seneca Drive, Cleveland, OH 44139-5578
Toll Free: 1-866-721-9095 Phone: 440-542-1882 Fax: 440-542-1890
E-mail: john@concertorganists.com karen@concertorganists.com
Web Site: www.concertorganists.com

Chelsea Chen ~ Douglas Cleveland

Dongho Lee
2010 AGO National
Competition Winner
Available 2010-2012

Vincent Dubois*

Frédéric Champion
Canadian International
Organ Competition Winner
Available 2009-2011

Gerre Hancock Susan Landale*

Jonathan Ryan
Jordan International
Organ Competition Winner
Available 2010-2012

Alan Morrison Thomas Murray

CHOIRS AVAILABLE

Westminster Cathedral Choir
London, UK

Ann Elise Smoot  Donald Sutherland ~ Tom Trenney Martin Baker, Director
October 10-24, 2011

SOLD OUT

*=European artists available
2010-2011 and 2011-2012

Gillian Weir* Todd Wilson Christopher Young




