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In this issue
By the time you receive this, it will be nearly six months 

since the bombings at the Boston Marathon occurred. These 
heinous acts, which resulted in three deaths and over 260 
injuries at the scene, have left their mark on all of us—if not 
physically, then certainly emotionally and spiritually. Church 
musician and composer Richard Webster, a veteran runner of 
the Boston Marathon, was present that day and recounts to 
Jason Overall his experience there and his later reaction to the 
bombings. This article also appears in the October issue of The 
Journal of the Association of Anglican Musicians. 

Rhythm and timing (defi nitely part of running a race!) are 
crucial aspects of all music-making—perhaps even more so 
for the organ, given the nature of how it produces sound. In 
this issue we present Alan Woolley’s analysis of how organists 
use rhythm and timing to make their playing expressive, in the 
context of mechanical organ actions. Woolley examines the 
degree to which a player can respond to pluck, and discusses 
key release in the context of rhetorical fi gures. 

Ross Stretton reports on a springtime tour of churches and 
organs in Ontario, Canada. 

John Bishop refl ects on patience, on the art of Aristide 
Cavaillé-Coll, and on our shrinking attention spans thanks to 
our love affair with electronic devices. And Gavin Black dis-
cusses the pedagogy of playing chordal patterns. 

Our cover feature this month presents Parkey OrganBuild-
ers’ Opus 14, an instrument that began its life as Aeolian-
Skinner Opus 1472 in the Concert Hall of the John F. Kennedy 
Center for the Performing Arts in Washington, D.C., and is 
now tailored for leading worship music at Providence United 
Methodist Church in Charlotte, North Carolina.

 
2014 Resource Directory

As the year winds down, we begin to ramp up our prepa-
ration of The Diapason 2014 Resource Directory. This 
useful guide to the suppliers of products and services in the 
organbuilding and church music fi elds is a unique offer-
ing—there is nothing else like it, so be sure that your fi rm 
or organization is included in its listings. We will mail the 
2014 Resource Directory with our January 2014 issue. The 

advertising deadline is November 1; contact Jerome Butera 
at 608/634-6253 to reserve advertising space. If your organi-
zation is already listed, please notify me should any changes 
to your information be needed. If you are not listed, please 
contact me (at 847/391-1044, or jrobinson@sgcmail.com) and 
I will assist you. There is no charge for listings.

In preparation
Articles in preparation for future issues of The Diapason 

include Elizabeth Naegele’s interview with the late Donald 
Hustad shortly before his death, and Andrew Scanlon’s inter-
view of Ann Labounsky, plus the history of the organ at St. 
James United Church in Montreal, and more.  

Joyce Robinson
847/391-1044; jrobinson@sgcmail.com

www.TheDiapason.com
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Events
First Presbyterian Church, 

Arlington Heights, Illinois, announces 
its 2013–14 concerts: October 2, Royce 
Eckhardt, with violin; 10/13, Jack Cimo, 
classical guitar; November 6, Bruce 
Blanck Jazz Trio; 11/10, La Caccina 
vocal ensemble; December 4, Michael 
Gagne; 12/8, The Glory of Christmas; 
February 5, Kris Ward, handbells; 
2/9, 29th annual Organ Fest; March 5, 
Christopher Urban, with piano; 3/16, 
Chicago Bronze, handbells; April 2, 
Christopher Urban, 4/13, choral con-
cert. For information: 
www.fpcah.org.

St. John’s Cathedral, Denver, 
announces its fall concerts: October 4, 
Kenrick Mervine, with vocalist; 10/8, 
Folk Ragoût; 10/18, Heinavanker a cap-
pella ensemble; 10/25, Dorothy Papada-
kos; November 1, Thomas Strickland; 
11/2, Durufl é, Requiem; 11/12, violin 
and piano; 11/22,  St. John’s Cathedral 
Choir. For information: 
sjcathedral.org/music.

St. Mary’s Cathedral, San Fran-
cisco, continues its autumn organ recital 
series, Sundays at 3:30 p.m.: October 6, 
Marco Cadario; 10/13, Emanuele Cardi; 
10/20, Hans Uwe Hielscher; 10/27, 
David Troiano; November 3, Christoph 
Tietze; 11/10, Alexei Kodash, violin, 
Xijan Wang, piano; 11/17, Triskela 
Celtic Harp Trio. For information: 
415/567-2020, ext. 213; www.stmaryca-
thedralsf.org.

Faythe Freese at University of Alabama 
Holtkamp organ

The University of Alabama School 
of Music, Tuscaloosa, Alabama, cel-
ebrates the 25th anniversary of the Holt-
kamp organ, Opus 2007, with an alumni 
reunion on October 12. Events include 
an organ masterclass, coached by Mary 
Lou Nowicki, with the current Univer-
sity of Alabama organ students taught by 
Faythe Freese; a lecture on the installa-
tion of Opus 2007 by Chris Holtkamp; 
and a recital by Mary Williamson, David 
Buice, Jonathan Biggers, Jeff McLel-
land, and Donald Given. For informa-
tion: 205/348-7110; music.ua.edu.

St. Agnes Church, New York City, 
continues its organ recital series, every 
second Saturday of the month at 4:30 
p.m.: October 12, Joe Arndt; November 
9, Alistair Reid; December 7, Benjamin 
Sheen; January 11, Janet Yieh; Febru-
ary 8, David Hughes; March 8, Jared 

Lamenzo; May 10, David Ball; June 
14, James D. Wetzel. For information: 
stagneschurchnyc.org/music.

Campbellsville University in 
Campbellsville, Kentucky, continues 
its noon organ recitals on the 1894 
Farrand and Votey pipe organ in 
Ransdell Chapel, and the 1875 Pom-
plitz organ in Our Lady of Perpetual 
Help Catholic Church: October 15, 
Douglas Murray; November 5, Rodney 
Barbour; February 11, Schuyler Rob-
inson; March 18, Jan-Piet Knijff; April 
8, Wesley Roberts with Campbellsville 
University faculty. For information: 
www.campbellsville.edu.

The Church of St. Louis, King of 
France, in St. Paul, Minnesota, presents 
organ recitals: October 15, Timothy 
Strand; 10/22, Laura Edman; 10/29, 
Gregory Hand; November 5, Thomas 
Ferry; 11/12, Sarah Carlson; 11/19, 
student organists from St. Olaf College; 
11/26, Derek Remes. For information: 
www.stlouiskingoffrance.org.

Old West Organ Society announces 
its International Arts Series for 2013–14, 
Fridays at 8 p.m. at Old West Church in 
Boston. In recognition of the 30th anni-
versary of the death of Charles B. Fisk, 
all performers play at venues that feature 
Fisk organs: October 18, Christian Lane; 
March 28, Hatsumi Miura; May 16, 
Thomas Baugh. For information: www.
oldwestorgansociety.org.

Here & There
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Letters to the Editor

Mechanical-action organs in Arizona
In the recent article/interview with Robert Clark (August 

2013) the second paragraph describes his role as organ consul-
tant as being “. . . directly responsible for the building of the 
fi rst two modern mechanical action organs in Arizona . . .” Fol-
lowing is a brief chronology of the mechanical action church 
organs in Arizona:

Rosales Organ Builders, Opus 12, 1985, in Valley Presby-
terian Church, Scottsdale, AZ preceded the Bigelow organ in 
Mesa, AZ by over a year.

Mechanical action instruments by other builders were 
installed after the Bigelow, Mesa organ and prior to the Rich-
ards, Fowkes organs in Scottsdale, AZ.

Manuel Rosales
Los Angeles, California
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St. Norbert Abbey Casavant organ

St. Norbert Abbey, De Pere, Wis-
consin, announces its 2013–14 Canon 
John Bruce Memorial Organ Concerts, 
Saturdays at 2 p.m.: October 19, Jean-
Baptiste Robin; March 22, David Enlow;  
May 3, Nigel Potts. For information: 
www.norbertines.org.

First United Methodist Church, 
Ocala, Florida, announces the 2013–14 
season of their Concerts with a Cause: 
October 20, University of Florida Con-
cert Choir; November 10, Marion Civic 
Chorale; December 1, Central Florida 
Master Choir; 12/7, Marion Civic Cho-
rale; 12/8, Christmas Concert; February 
16, Gainesville Civic Chorus & Chamber 
Orchestra; April 6, Central Florida Mas-
ter Choir; May 4, FUMC Praise Band; 
Saturday, 5/10, Marion Civic Chorale. 
For information: www.fumcocala.org.

St. John Cantius Parish, Chicago, 
Illinois, celebrates the rededication of 
its Casavant Opus 1130 organ, restored 
by JL Weiler, Inc., on October 20. The 
instrument will be dedicated at a 4 
p.m. Mass, with a dedication recital by 
Miami’s Thomas Schuster, at 7 p.m. For 
information: www.cantius.org.

Madison Avenue Presbyterian 
Church, New York City, presents its 
2013–14 music series: October 20, 
students from the Mannes College of 
Music; November 10, violin and piano; 
11/17, Juice Vocal Ensemble; 11/24,  
Saint Andrew Chorale and Orchestra, 
music of Haydn and Britten; December 
8, My Lord Chamberlain’s Consort; 
12/15, 9th annual carol sing; Janu-
ary 19, Trio Cavatina; 1/26, cello and 
piano; February 9, Vassily Primakov, 
piano; March 2, cello and piano; 3/23, 
Andrew Henderson; 3/30, New York 
Bach Artists; April 13, Handel, Messiah; 
4/25, 4/27, Juilliard415, Corelli sonatas; 
May 4, New York City Children’s Cho-
rus; 5/18, Saint Andrew Chorale and 
Orchestra, Bach cantatas. For informa-
tion: 212/288-8920; 
www.mapc.com/music/sams.

Musica Sacra, Kent Tritle, music 
director, announces its 2013–14 concert 
season in New York City: October 23 
(subscriber-only event), works of Byrd, 
Weelkes, and Gibbons, at the Cathedral 
of St. John the Divine; December 12 and 
15, at Carnegie Hall, Handel’s Messiah; 
March 31, at Alice Tully Hall, Lincoln 
Center for the Performing Arts, works 

of Jocelyn Hagen (New York premiere 
of Jocelyn Hagen’s oratorio amass) and 
Meredith Monk. For information: 
www.musicasacrany.com.

The Church of St. Luke in the 
Fields, New York City, presents its 
2013–14 concert series: October 24, 
William Byrd’s Great Service; December 
5, A Baroque Christmas in Rome; Janu-
ary 23, David Shuler (works by Bach and 
Buxtehude); February 20, Palestrina 
choral works; April 3, music based on the 
Passion story, by Buxtehude and Schütz. 
For information: 212/414-9419; 
www.stlukeinthefi elds.org

Aeolian-Skinner organ, Cathedral of St. 
Paul (photo: Liam Flahive)

Olivier Latry, titular organist of the 
Cathedral of Notre-Dame in Paris, will 
play the dedication concert for the refur-
bished organs at the Cathedral of St. 
Paul, St. Paul, Minnesota, on October 
24 at 7:30 p.m. The cathedral pipe organs 
have undergone a three-year refurbish-
ment and enhancement, by Quimby 
Pipe Organs, Inc. All original pipes were 
cleaned and retuned, and Quimby added 
more than 1,000 new pipes, includ-
ing a Pontifi cal Trompette and a 32′ 
Pedal Bombarde; the two organs now 
comprise 89 ranks. The gallery organ 
pipes are now encased in walnut-gilded 
casework, designed by Duncan R. Stroik, 
and based upon the original blueprint 
by the cathedral’s architect, Emmanuel 
Masqueray. Fundraising for the project 
is nearly complete; for information: 
www.cathedralheritagefoundation.org.

The National Association of Pas-
toral Musicians announces its webinar 
series, “Music in Celebrating the Mass.” 
Webinars are offered on October 24, 
November 21, December 12, January 
16, March 20, May 1 and 29. Presenters 
include Michel Guimont, Kathleen Har-
mon, David Anderson, James Wickman, 
Steven Janco, Kathleen DeJardin, and 
Ricky Manalo. For information: www.
npm.org/Membership/webinar.htm. 

The Cathedral of the Holy Angels, 
Gary, Indiana, announces the twenty-
fi rst season of the Cathedral Arts Con-
cert Series: October 27, Andrew Schaef-
fer at the cathedral; January 27, Donald 
VerKuilen at St. Mary of the Lake Cath-
olic Church; April 27, Stephen Schnurr 
at the cathedral (celebrating the 50th 
anniversary of Casavant opus 2769). For 
information: Br. Ben Basile, bbasile@
ccsj.edu, 877/700-9100, ext. 280.
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The Eighth Annual Summer Organ Camp at the Kimmel Center and Macy’s/
Wanamaker Organ was held June 23–July 5. Started by Alan Morrison after the 
installation of the Dobson Organ (Fred J. Cooper Memorial Organ) in 2006, the 
camp soon joined forces with Grand Court Organist Peter Richard Conte to expand 
its offerings. Since then, six students have been carefully chosen each year to receive 
private daily instruction on both instruments with Morrison and Conte; in more 
recent years the camp has included improvisation lessons with Matthew Glandorf. 
Recitals are presented in both venues and recorded for broadcast at the conclusion 
of the two weeks. Generous support is provided by the Sansom Foundation and the 
Wyncote Foundation to cover all costs of each student including tuition, travel, and 
room and board. Pictured in Verizon Hall, from left to right: Alan Morrison, Thomas 
Mellan, Leah Martin, Karen Christianson, Anna Pan, Jordan Abbasi, Henry Webb.

Eighth Annual Summer Organ Camp at Kimmel Center and Macy’s/Wanamaker Organ

Schoenstein & Co., Benicia, California, hosted a group of 30 students and faculty 
in July at the Schoenstein factory as part of a Pipe Organ Encounter, an intensive 
seven-day course of instruction, recitals, and lectures. The POE was headquartered 
at Stanford University and sponsored by the Palo Alto/Peninsula Chapter of the 
American Guild of Organists. 

In order to learn more about the inner workings of pipe organs, the group had a 
thorough tour of the Schoenstein factory followed by a discussion of pipe organ tone 
using the Schoenstein Tonal Color Wheel. Explanations of the various families of organ 
tone, scaling, and voicing included a lively question and answer session. Emphasis was 
placed on the importance of a detailed knowledge of organ tone as a basis for registra-
tion. After seeing the various departments of the factory in operation, the students were 
given a preview of the new organ being built for the Dahlgren Chapel at Georgetown 
University in Washington, D.C.

Jack Bethards, Schoenstein tonal director, answers questions on organ tone at POE

TTHEHE WWANAMAKERANAMAKER OORGANRGAN

Listen to it worldwide
over the Internet!

Hourlong streamcasts
are featured at 5pm ET
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St. Chrysostom’s Church, Chi-
cago, announces its 2013–14 concert 
series: October 27, Richard Hoskins 
with Rosalind Lee, soprano; Novem-
ber 10, Organfest! on the Fisk organ; 
December 6, Candlelight Carols; 
January 18, Wayward Sisters; February 
23, St. Chrysostom’s Choir; March 23, 
Roger Stanley; May 11, early Baroque 
ensemble works; 5/18, parish recital; 
June 1, viol consort;. For information: 
www.saintc.org.

St. Paul Cathedral, Pittsburgh, con-
cludes its organ recital series on October 
27, with a performance by Donald Fel-
lows at 4 p.m. For information: Donald 
Fellows, 412/621-6082, donaldfellows@
verzon.net, stpaulpgh.org.

Second Presbyterian Church, St. 
Louis, Missouri, announces its Couts 
Music Series: October 27, Faythe 
Freese; November 17, concert celebrat-
ing the church’s 175th anniversary, with 
conductor Andrew Peters; December 8, 
Advent Vespers. For more information: 
www.secondchurch.net. 

Presbyterian Homes, Evanston, 
Illinois, announces its upcoming organ 
recitals in Elliott Chapel: October 28, 
Margaret Martin, with Christopher 
Martin, trumpet; November 25, Andrew 
Schaeffer; January 27, Andrea Handley; 
February 24, Brett Zumsteg; March 31, 
Christine Kraemer; April 28, Stephen 
Schnurr; May 19, James Hicks; June 23, 
Christopher Urban. For information: 
www.presbyterianhomes.org.

Christ Church, Bradenton, Florida, 
announces its 2013–2014 concerts. 
November 1, Sarasota-Manatee Bach 
Festival (11/3 at Church of the Redeemer, 
Sarasota); 11/24, Schubert, Mass in G 
Major; December 1: Richard Benedum, 
lecture on Handel’s Messiah; 12/8, Les-
sons & Carols for Advent; January 18, 
Sarasota-Manatee Bach Festival (1/19 at 
Church of the Redeemer, Sarasota); Feb-
ruary 9, Huw Lewis; 2/23, Ring Sarasota 
handbell ensemble; March 2, Mozart, 
Mass in C Major; 3/9, István Ruppert; 
3/23, Ahreum Han. For information: 
www.christchurchswfl a.org.

The Shadyside Presbyterian 
Church, Pittsburgh, announces its 
2013–14 schedule: November 3, Fauré, 
Requiem; 11/24,Vivaldi, Gloria; Decem-
ber 8, Poulenc, Gloria; 12/24, Candle-
light Service; February 23, baritone 
Daniel Teadt; March 9, Virginia Glee 
Club; April 6, Choral Evensong; 4/27, 
Ahreum Han. For information: 
www.shadysidepres.org. 

The East Texas Pipe Organ Fes-
tival will take place November 10–14, 
featuring fi ve Aeolian-Skinner pipe 
organs designed and tonally fi nished by 
Roy Perry. This year’s festival will honor 
the life and career of organist William 
Teague, with special events during a day 
in Shreveport, Louisiana. Performers 
include Joby Bell, George Bozeman, Ken 
Cowan, Isabelle Demers, Nathan Laube, 
Tom Trenney, Thomas Trotter, Bradley 
Welch, and others. For information: 
www.easttexaspipeorganfestival.com.

The Church of the Resurrection, 
New York City, announces its 2013–14 
organ recital series: November 12, 
David Enlow, with harpist; April 1, Colin 
MacKnight; May 13, Daniel Roth. For 
information: www.resurrectionnyc.org.

Kotzschmar organ chambers (photo: 
Michael Hetzel)

The Friends of the Kotzschmar 
Organ presented Show & Tells this 
summer to provide updates about the 
organ’s renovation, to be completed in 
2014. In an interview by the Community 
Television Network in Portland, Maine, 
John Bishop, FOKO board member and 
chair of the organ committee, discussed 
the renovation at Merrill Auditorium, 
and Foley-Baker project manager Phil 
Carpenter guided guests through the 
new Universal air chest. Guests had a 
fi rsthand look at the Foley-Baker crew in 
action. For information: www.foko.org.  

St. Albans competition winners

St. Albans Organ Competitions 
2013 were held in July. Simon Thomas 

Jacobs (UK) won fi rst prize in the inter-
pretation competition; a joint second 
prize was awarded to Anna-Victoria 
Baltrusch (Germany) and Benjamin 
Sheen (UK); the Peter Hurford Prize 
was awarded to Jihoon Song (South 
Korea), and the Jon Laukvik Prize to 
Benjamin Sheen. For improvisation, 
the Tournemire Prize was awarded to 
Martin Sturm (Germany), the Douglas 
May Award to David Cassan (France), 
and the audience prize to Simon Thomas 
Jacobs. Shown in the photo are Jihoon 
Song, Martin Sturm, Simon Thomas 
Jacobs, Annie Brewster (Mayor of St. 
Albans), Anna-Victoria Baltrusch, and 
Benjamin Sheen.

St. Thomas Church, New York 
City, the Choir School and John 
Scott, Director of Music, announce a 
composition competition in honor of the 
2015 tenth anniversary of the Girl Cho-
rister Course. The competition seeks a 
newly composed, unpublished setting 

of the Magnifi cat and Nunc Dimittis for 
upper voices (SS) with some divisi and 
organ accompaniment, using the 1662/
Rite I Text. The Magnifi cat should not 
exceed four minutes in length and the 
Nunc Dimittis should be limited to 
three minutes. Compositions should be 
approachable for established girl/boy 
choir programs. Submission deadline is 
January 30, 2014.

Entries will be judged by Sarah Bal-
dock, Organist and Master of the Choris-
ters, Chichester Cathedral, U.K.; Judith 
Bingham, composer; Sarah MacDonald, 
Fellow and Director of Music, Selwyn 
College, Cambridge, and Director, Ely 
Cathedral Girls’ Choir; and John Scott, 
Organist and Director of Music, Saint 
Thomas Church, New York. First prize 
($3,000) and second prize ($2,000) win-
ners will be announced on July 1, 2014. 
Performances will be sung at Evensong 
by the 2015 Girl Choristers. Type-set 
manuscripts should be sent to Judith 
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Appointments
Stephen G. Schaeffer has been appointed 

Regional Sales Representative for Alabama and west-
ern Georgia for the Reuter Organ Company, Law-
rence, Kansas. Dr. Schaeffer was named Director of 
Music and Organist Emeritus at the Cathedral Church 
of the Advent, Birmingham, Alabama, following a 
25-year tenure, prior to which he served on the music 
faculty and as chairman of the Department of Fine 
Arts at Presbyterian College, Clinton, South Carolina. 

A graduate of the St. Thomas Choir School in 
New York City, Schaeffer graduated from Davidson 
College, and earned Master of Music and Doctor of 
Musical Arts degrees at the College-Conservatory of Music of the University of 
Cincinnati. He holds the First Prize in Organ from the Conservatoire National 
de Région in Lyon, France.

Dr. Schaeffer has served as an organ consultant to numerous churches. 
His recording, Stephen Schaeffer Plays the Advent Organ, released last year, 
features the 100-rank Möller organ at the Cathedral. Schaeffer continues as 
a church musician and performer and serves on the executive board of the 
Birmingham AGO chapter. For information: 785/843-2622; 
rkrebs@reuterorgan.com.

Jeffrey Schleff has been appointed Director of Parish Music and Organist 
for Immanuel Lutheran Church in Des Plaines, Illinois. He leaves his posi-
tion as Director of Music and Organist at St. Andrew Lutheran Church in 
Mundelein, Illinois, which he held since 1999. At Immanuel, he is responsible 
for all musical activities at the church, including vocal ensembles, handbell 
ensembles, instrumental music, and service playing and recitals on the church’s 
Schlicker pipe organ. Dr. Schleff received organ performance degrees from 
Arizona State University (B.M.) and Northwestern University (M.M.), and a 
doctorate in music education at the University of Illinois at Urbana-Cham-
paign. An active Illinois public school administrator, Jeffrey Schleff currently 
serves as principal for Barbour Language Academy, Rockford (Illinois) Public 
School District 205.

Graham Schultz has been appointed assistant 
organist at the Church of the Incarnation, Dallas, 
Texas, where he will assist in service playing duties 
as well as implementing an RSCM-based chorister 
program. For the past three years, Schultz has served 
as the Dr. Lloyd Cast Organ Fellow at the Cathedral 
of All Saints in Albany, New York. There, he was 
responsible for playing all cathedral liturgies as well 
as assisting with the Cathedral Choir of Men and 
Boys. Schultz is a graduate of the Cleveland Institute 
of Music, having studied with Todd Wilson. Graham Schultz

Stephen G. Schaeffer
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Moore (jmoore@saintthomaschurch.
org); St. Thomas Church, One West 
53rd Street, New York, NY 10019. For 
information: 212/247-3311; 
www.saintthomaschurch.org; 
www.choirschool.org.

The 2013 Rodgers North Ameri-
can Classical Organ Competition 
has named fi nalists. Rodgers established 
the organ performance competition to 
encourage the development of young 
organists in North America. Applicants 
must reside in North America and be 
age 35 or younger as of October 4, 2013. 
Each applicant submitted an audition 
recording with two mandatory organ 
literature selections and one piece of 
their own choosing; the recordings were 
evaluated by judges Ina Slater Grapen-
thin, John Rose, and Robert Tall. Level 
One fi nalists are Elena Baquerizo of 
Miami, Florida, age 14; Justin DuRant 
of Columbia, South Carolina, age 18; 
and Joseph Huang of Carmel, Indiana, 
age 16. Level Two fi nalists are Colin 
MacKnight of Montgomery Village, 
Maryland, age 20; Matthew Phelps of 
Cincinnati, age 34; and Janet Yieh of 
New York City, age 20.

The fi nal organ competition, open 
to the public, will be held October 4 at 
Rodgers Instruments Corporation in 
Hillsboro, Oregon. Each contestant will 
perform live in front of an audience and 
the judges. To reserve space, contact 
rodgers@rodgersinstruments.com. For 
further information: 
www.rodgersinstruments.com.

Ruffatti organ, Church of the Epiphany, 
Miami

The 7th Miami International 
Organ Competition will be held at the 
Church of the Epiphany, Miami, Florida, 
on February 28, 2014. Any organist 

under the age of 30 is eligible to apply 
to the competition. First prize is $5,000 
USD, sponsored by Fratelli Ruffatti. 
Preliminary applications are due Decem-
ber 6, 2013. For information, please visit 
www.ruffatti.com, www.facebook.com/
MiamiOrganCompetition, or e-mail 
MiamiOrganCompetition@gmail.com.

Young Organists’ Cooperative recital-
ists Richard Gress, Clayton Jacques, 
and Philip Pampreen

Three students of the Young Organist 
Collaborative, Portsmouth, New Hamp-
shire, performed a full program of organ 
music on the 12-rank, 947-pipe Wicks 
organ at Trinity Episcopal Church, York 
Harbor, Maine, as part of their 2013 sum-
mer concert series. Pictured here (l–r) 
are Richard Gress, 16; Clayton Jacques, 
16, and Philip Pampreen, 14. They per-
formed works by J.S. Bach, Mendelssohn, 
Vierne, Dupré, Callahan, and an original 
composition by Pampreen. These young 
men have taken organ lessons for six, 
two, and four years respectively through 
the Young Organist Collaborative. YOC 
is an organization that raises money to 
provide subsidized pipe organ lessons for 
students aged 10 through high school in 
the tri-state area of northeastern Massa-
chusetts, New Hampshire, and southern 
Maine. Now in its eleventh year, YOC 
has exposed almost 100 young people to 
the pipe organ. For information, contact 
yoc@stjohnsnh.org.

Macalester Plymouth United 
Church in St. Paul, Minnesota, 
announces the eighteenth annual inter-
national contest for English-language 
hymn writers, which carries a prize of 
$500 for the winning entry. The 2013 
contest will be a search for a new 
Advent or Christmas carol that speaks 
to the mystery and wonder of the Incar-
nation, and the coming of the One who 
brings justice, mercy, and “peace to all 
on earth.”

This is a search for new texts. The use 
of familiar meters, which may be sung 
to familiar tunes, is encouraged; original 
tunes are also welcome. It is suggested 
that competitors avoid archaic and non-
inclusive language. All entries must be 
postmarked by December 31, 2013. The 
judges will announce their decision by 
February 15, 2014. For information: 
www.macalester-plymouth.org.

People

Gail Archer (photo: Buck Ennis)

Gail Archer plays concerts this fall: 
October 13, Cathedral Church of St. 
Paul, Burlington, Vermont; 10/16, St. 
Agnes Cathedral, Rockville Center, New 
York; 10/20, First United Methodist 
Church, Hershey, Pennsylvania; 10/27, 
First United Methodist Church, Bella 
Vista, Arkansas; November 10, Drury 
University, Springfi eld, Missouri; 11/17, 
St. Thomas Episcopal Church, Louis-
ville, Kentucky; 11/24, Church of the 
Epiphany, New York City. 

Philip Crozier

During the summer, Montreal organ-
ist Philip Crozier performed nine recit-
als in Europe. The tour was in Germany 
(Speyer Cathedral; Barockkirche St. 
Franziskus, Zwillbrock; Friedenskirche, 
Potsdam), Switzerland (Le Musée Suisse 
de l’Orgue; Collégiale de Neuchâtel), 
France (Eglise Saint-Just, Arbois), Den-
mark (Vor Frelsers Kirke, Horsens), and 
Sweden (Malmö Museum; Sofi a Alber-
tina kyrka, Landskrona).
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New Mechanical 
Action Organs

Exquisite
Continuo Organs

Imaginative Reconstructions

Current members and some past members of the Trinity Choir of Grace and 
Holy Trinity Cathedral in Kansas City, Missouri visited England the latter two weeks 
of July, singing single services at Exeter and Wells Cathedrals, the weekend services 
at Bristol Cathedral, and a full week at Worcester Cathedral. The choir sang music 
by American composers Michael McCabe, Kevin Oldham, and David Ashley White; 
British composers Herbert Howells, Ian Coleman, David Cooper, and Ralph Vaughan 
Williams; Welsh composer William Mathias; and Mozart, Andrea Gabrieli, and Sergei 
Rachmaninoff. Peter Yardley-Jones of London was the organist for the choir; Canon 
John Schaefer was the choirmaster. The Very Rev. Peter DeVeau served as chaplain.

Grace and Holy Trinity Cathedral Choir
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Dan Locklair

Dan Locklair’s “The Peace may be 
exchanged” from Rubrics (A Liturgi-
cal Suite for Organ) was performed 
by André de Jager on August 10 as 
part of his recital at the Cathedral of 
Notre Dame in Paris, France. The 
extra-musical impetus and subsequent 
titles for each movement of Rubrics are 
found in the instructions (rubrics) to the 
services in The Book of Common Prayer 
(September 1979 edition). Organist 
Mary Preston gave the world premiere 
of Rubrics in Pittsburgh in April 1989. 
De Jager also performed works of his 
own composition, and by Vierne, Widor, 
and Dupré. Dan Locklair’s compositions 
include symphonic works, a ballet, an 
opera, and chamber, instrumental, vocal, 
and choral compositions. For informa-
tion: www.locklair.com.

The Sound of Pipe Organs by Michael 
McNeil

The Sound of Pipe Organs by 
Michael McNeil has been published 
by CC&A, LLC. The hardbound, 191-
page book was written for the profes-
sional organbuilder, tonal designer, and 
pipe voicer. The book explains how the 
vast range of organ sounds are achieved 
and explores the relationships between 

the scaling and voicing of organ pipes, 
acoustics, wind system dynamics, and 
temperaments. Available from the 
Organ Historical Society, $50.00 (OHS 
member price $45.00); 
www.ohscatalog.org/soundofpipe.html. 

James R. Metzler at St. Paul’s Cathedral

James R. Metzler returned to St. 
Paul’s Cathedral in London, England, 
where he performed an organ recital 
of music by Busser, Bach, Widor, and 
Tournemire on Sunday, June 9. He con-
tinues as an adjunct professor of music at 
Grand Valley State University in Allen-
dale, Michigan, where he teaches fi ve 
days a week.

Jack Mitchener

Jack Mitchener plays recitals: Octo-
ber 18, Shenandoah University, Win-
chester, Virginia; 10/29, Union Univer-
sity (Savage Memorial Chapel), Jackson, 
Tennessee; November 17, First Baptist 
Church (dedication), Athens, Georgia; 
December 17, Christ Episcopal Church, 
Macon, Georgia; March 29, First United 
Methodist, Forsyth, Georgia; June 1, St. 
Timothy’s Episcopal Church (dedica-
tion), Winston-Salem, North Carolina. 
For information: jackmitchener.com.

Jean-Baptiste Robin

Jean-Baptiste Robin tours North 
America, with recitals October 6, La 
Madeleine Cathedral, Salt Lake City; 
10/11, St. James Cathedral, Seattle; 
10/13, St. James’ Episcopal Church, 
Los Angeles; 10/15, All Saints Epis-
copal Church, Atlanta; 10/17, St. Paul 
Cathedral, St. Paul, Minnesota; 10/19, 
St. Norbert Abbey, De Pere, Wisconsin; 
10/20, Westminster United Church, 
Winnipeg; and 10/21, Lawrence Uni-
versity, Appleton, Wisconsin. He will 
lead masterclasses October 9, St. James 
Cathedral, Seattle; 10/10, University of 
Washington; 10/16, First Presbyterian 
Church, Atlanta (baroque music); 10/22, 
Lawrence University, Appleton, Wis-
consin (Jehan Alain and JB Robin). For 
information: www.concertartists.com.

William Saunders and Peter 
Crompton are featured on a new 
recording of English and French organ 
music, Roast Beef & Bordeaux, on the 
Regent label (REGCD408). Recorded 
on the Hill, Norman and Beard organ 
of the Royal Hospital School, Holbrook, 
the CD features works by Whitlock, 
Mathis, and Francis Jackson, along with 
Mulet, Vierne, Bonnet, Jongen, and 
Lanquetuit. For information: 
www.regentrecords.com.

Domecq Smith

Speravi Music Publishers features the 
music of American composer Domecq 
Smith. Previously unpublished works by 
Smith are now available through Speravi 
for the fi rst time, including his newest 
composition, I Waited for the Lord, a 
Baroque setting of Psalm 40:2, 5 for one 
or two-voice choir with optional cello 
and violin obbligato parts. For informa-
tion: www.speravimusic.com.

Ben van Oosten is featured on a new 
recording, Camille Saint-Saëns —Com-
plete Organ Works, on the MDG Gold 
label (MDG 316 1767-2). Recorded on 
the Cavaillé-Coll organ at the Church of 
the Madeleine in Paris, the three-disc 
set includes all the solo organ works 
of Saint-Saëns. For information: +40-
(0)5231-93890, www.mdg.de.

Carol Williams 

Carol Williams will tour the United 
Kingdom this fall, playing concerts: Octo-
ber 25, Caird Hall, Dundee, Scotland, 
Battle of the Organs, with Kevin Bowyer; 
10/28, St. Mary’s Episcopal Church, 
Edinburgh; November 1, United Reform 
Church, Gainsborough, England; 11/2, 
Lancaster Town Hall, Lancaster. For 
information: www.melcot.com. 

Publishers
Michael’s Music Service announces 

new sheet music publications. Resur-
rection Morn, by Edward W. Johnston 
(1879–1919), includes an obvious state-
ment of Easter Hymn and depicts the 
scene at Easter morning. Capriol Suite, 
by Peter Warlock (1894–1930), tran-
scribed by Andrew Teague, is not overly 
marked up with performance indications. 
Grand Sonata, by George E. Whiting 
(1840–1923), a student of W. T. Best, is a 
major work by an AGO founder. Jubilate 
Deo, by Alfred J. Silver (1870–1940), is 
available only as a PDF. For information: 
michaelsmusicservice.com.

Oxford University Press announces 
new choral titles. St. John Passion by Bob 
Chilcott is a new setting of the text from 
the Gospel of St. John, with meditations 
from English poems from the 13th–17th 
centuries. The work is for SATB choir 
and soloists (soprano, tenor, two bari-
tones), with organ or small ensemble, 
easy to moderately diffi cult; 978-0-19-
339759-0, $15.95. Also by Chilcott is The 
King shall rejoice, for SATB double choir 
and organ, commissioned by the Dean 
and Chapter of Westminster to mark the 
sixtieth anniversary of Queen Elizabeth’s 
coronation. A setting of Psalm 21, the 
fi ve-minute work is moderately diffi cult; 
978-0-19-339766-8, $3.30. 

O Come, Emmanuel by Alan Bullard is 
based on the seven Great ‘O’ Antiphons, 
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and includes fragments of the plainsong 
hymn; to these, Bullard has added set-
tings of other Advent texts and hymns. 
The level is easy, and the work is fl exibly 
scored for SATB, organ or piano, or 
small orchestra or chamber group; 978-
0-339765-1, $11.95. For information: 
www.editionpeters.com.

Wayne Leupold Editions, Inc. 
announces new publications. New solo 
organ music includes works by Chel-
sea Chen, Three Taiwanese Folksongs 
(WL600279, $20.00); Carson Cooman, 
Volume VIII, Solo Organ (WL600282, 
$17.00); Rachel Laurin, Etude Heroique, 
op. 38 (WL600285, $38.50), Trois Pièces, 
op. 31 (WL600284, $49.00); David Trau-
gott Nicolai (1733–99), Organ Works 
(WL600276, $19.00), edited by William 
A. Little (The Contrapuntal Tradition, 
Volume I); Larry Visser, Hymnscapes, 
Volume I (WL600278, $24.00), three 
pieces based on hymns: Canonic Varia-
tions on Slane (“Be Thou My Vision”), 
Partita on Crystal (“By the Sea of Crys-
tal”), and Triptych on Crimond (“The 
Lord’s My Shepherd, I’ll Not Want”).

Organ duets: Pamela Decker, Conditor 
alme siderum (WL710012, $35.00), com-
missioned by AGO Region IV for its 2013 
regional convention; medium to diffi cult.

Recordings

Frank Taylor CD cover

The Old West Organ Society 
announces the release of a digital version 
of a recording made at Boston’s Old West 
Church by Frank Taylor, Frank Taylor 
Plays the Music of Pierre Dumage and 
Jean-François D’andrieu. Recorded by 
David Griesinger in 1973 on the Charles 
Fisk organ at Old West Church, the 
release features Taylor playing DuMage’s 
Livre d’Orgue, and Dandrieu’s Premier 
Livre d’Orgue. For samples, download 
of liner notes, and information, visit: 
popfreerecords.com/album-frank-taylor-
plays-dumage-and-dandrieu-OWOS.php.

Carillon News
by Brian Swager

A mobile carillon for Belgium
The Royal Belgian Carillon School in 

Mechelen is raising funds to purchase a 
mobile carillon. This new instrument will 
be rather different than most mobile car-
illons that are mounted on a truck. It will 
be separable into four modular sections, 
which can be moved and reassembled in a 
variety of indoor and outdoor venues such 
as large and small concert halls, parks, city 
squares, and parades. It can also serve as 
an additional teaching and practice instru-
ment at the carillon school. Traditionally, 
the carillon is a tower instrument. The 
bells, the playing console, and the per-
former are perched high above and out 
of view of the audience. Mobile carillons 

offer the public the opportunity to see a 
carillon being played. They also make it 
more practical for other musicians and 
music ensembles to perform along with 
a carillonneur. Increased visibility can 
help inspire more musicians to play the 
instrument. There is no mobile carillon in 
Belgium at this time. The carillon school 
will be able to lease the new instrument to 
other Belgian municipalities. The Royal 
Eijsbouts Bellfoundry in the Netherlands 
will cast the bells and build the frame. 

The instrument will comprise 50 bells, 
with a total weight of approximately 
2000 kg. It will be tuned in concert pitch 
while transposing up one octave. It will 
be enclosed with adjustable, transparent 
windows in order to regulate the volume 
while maintaining visibility.

The cost of the instrument is €200,000 
(about $267,000), and sponsors are 
sought. Sponsorship of individual bells 
includes an inscription on the bell; for 
information on sponsoring individual 
bells, contact mobielebeiaard@gmail.
com. Smaller gifts are also welcome. An 
American committee has been formed 
to help raise money for the project; they 
are seeking enough funds to cover the 
cost of a bell that will be attributed to the 
Guild of Carillonneurs in North America. 
All contributors’ names will be placed 
on a plaque attached to the instrument. 
The American committee is partnering 
with the Belgian American Educational 
Foundation (BAEF), an organization that 
raises money in both countries for their 
various educational programs in Belgium 
and the USA. Many students from the 
USA have received fellowships from the 
BAEF for study at the Belgian carillon 
school. The United States has a long his-
tory of assistance to the Belgian carillon 
art, beginning with William Gorham Rice 
and John D. Rockefeller, who personally 
and fi nancially backed the beginning 
of the Belgian carillon school in 1922; 
Herbert Hoover helped start the BAEF. 
Donations are tax deductible for those 
living in the US; checks can be made out 
to “Belgian American Educational Foun-
dation,” and mailed to Belgian American 
Educational Foundation, 195 Church 
Street, New Haven, CT 06510. Note on 
your check that the donation is for “Bel-
gian Carillon School.” You will receive a 
receipt for your records. 

Nunc Dimittis
Howard Milton Latta, 91 years old, died February 6 in Fresno, California. 

A graduate of San Jose State University, where he majored in music, Latta 
served in the U.S. Army during World War II, following which he taught music 
in several California schools, and later worked for the California Employment 
Development Department. He retired in 1982. Latta served as organist for 
several Fresno-area churches, and was a member and dean of the San Joaquin 
Valley AGO chapter. He was also a member of Phi Mu Alpha music fraternity. 
Howard Milton Latta is survived by two sons, fi ve grandchildren, and three 
great-grandchildren.

John Swan McCreary died in Hawaii 
March 30 at age 83. McCreary grew up in 
Indiana, Pennsylvania, and received bachelor’s 
and master’s degrees in organ performance at 
the University of Michigan. Following studies 
with Paul Callaway in Washington, D.C., he 
moved to Honolulu, Hawaii, where he served 
as organist and choir director at Cathedral 
Church of St. Andrew for 50 years. McCreary 
worked with the Honolulu Community The-
atre (now Diamond Head Theatre), the Sons 
of Aloha barbershop chorus, Hawaii Opera 
Chorus, Temple Emanu-El, and was the 
choirmaster at St. Andrew’s Priory School. He 
also served as choral director at ‘Iolani School 
from 1968 to 1996. 

After retiring from teaching, he stayed on as organist for the school’s cha-
pel services, and accompanied the choir. McCreary had played recitals at St. 
Paul’s Cathedral in London, Cathédrale de Notre Dame in Paris, and Grace 
Episcopal Cathedral in San Francisco, and also played silent fi lm accompani-
ments at Waikiki Theater and Hawaii Theatre, where he served as curator 
of the theater’s organ. A prolifi c composer, McCreary made several settings 
of sacred texts in Hawaiian. His duties at St. Andrew’s included directing its 
Hawaiian choir, which sings regularly at an 8 a.m. Sunday service. John Swan 
McCreary is survived by wife Betsy, daughter Susan Duprey, son Kendall, 
and two grandchildren.

Nancy S. (Massar) Sewell died January 24 in Alton, Illinois. She was 71. 
She earned her master’s degree in music from Southern Illinois University in 
Edwardsville, as well as a degree in history and business fi nance. She was a 
system analyst for the U.S. Army for 20 years, taught music at Lewis and Clark 
Community College, Florissant Valley Community College, and Southwestern 
High School, and played the organ for more than 45 years at the Evangelical 
United Church of Christ in Godfrey, Illinois. Nancy S. Sewell is survived by a 
brother, two sisters, seven nieces and nephews, a stepson, and two sisters-in-law.

Lawrence Allen Young, 64 years old, died May 19. He earned a BMus 
degree from Boston University and an MFA and DMA from the University 
of Minnesota, majoring in organ performance and conducting. Young served 
as music director and organist of several churches in northern Virginia. 
A past dean of the Northern Virginia AGO chapter, he served on the 2010 
AGO national convention committee in Washington, D.C., and the 2011 OHS 
national convention committee. Lawrence Allen Young is survived by his wife, 
Margo, and three sons. 

John Swan McCreary
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Music for Voices and Organ
by James McCray

Advent: Candles and music 
The iconography of Advent features 

candles as a signifi cant part of the sea-
son’s church services. Many denomina-
tions have a ceremony in which candles 
are lit and commentaries and a prayer 
read. This might occur on each of the 
four Advent Sundays; generally, that is 
followed by the lighting of a larger white 
candle at the Christmas Eve service. 
These rituals are important to the life of 
the church.

Originally, the season of Advent 
consisted of six Sundays, but was later 
reduced to only four. In 2013 the fi rst 
Sunday of Advent is December 1, so as 
mentioned in last month’s column, this 
complicates matters for most church 
choirs due to the midweek Thanksgiv-
ing services on Wednesday, November 
27. Typically, when these events are so 
tightly compressed, it is the fi rst Sunday 
of Advent that receives the least atten-
tion from the choir. 

The fi rst Sunday of Advent is the 
beginning of the Christian year. In the 
Middle Ages, Advent was considered 
a penitential season like Lent, and the 
emphasis was placed on the wrath to 
come. Today, Advent is a season of joyful 
anticipation, so the four candles symbol-
ize the coming of Christ, the “Light of 
the World.”

Important topics of Advent are antici-
pation and preparation. These themes 
are expressed through such popular 
hymns as O Come, O Come, Emmanuel; 
Come, Thou Long Expected Jesus; People 
Look East; and Savior of the Nations, 
Come. Anthems during Advent often 
utilize these or similar hymns. A unique 
suggestion for adventurous conductors 
is Carl Schalk’s The Great O Antiphons: 
A Service for Advent. There are also 
numerous publications of music for 
Advent candle-lighting ceremonies, such 
as those in the catalogs of Hope Publish-
ing, Augsburg Fortress, and Concordia 
Publishing House. 

In many churches, the labyrinthine 
path to Christmas is entangled with the 
necessity of preparing the annual Christ-
mas cantata. With the usual problems of 
December such as missing singers due 
to bad weather or health issues, church 
choir directors usually fi nd Advent to be 
a challenge. The season of Advent tends 
to be a sprint toward Christmas. So, dear 
readers, before Advent begins, take a 
deep breath and enjoy the relatively calm 
moments of mid-October. Your musical 
contributions in December will be many 
and important for the congregation. And 
remember St. Augustine’s admonition: 
“To sing is to pray twice.”

Come, Thou Long-Expected Jesus, 
arr. Nancy M. Raabe. S(A)B, key-
board, and optional fi nger cymbals, 
Augsburg Fortress, 978-1-4514-
6231-9, $1.80 (E).

This is a two-part setting with only a 
few harmony notes for the altos. Only 
two verses of the Charles Wesley text 
are used, and much of the setting is in 
unison. Music for the fi nger cymbals is 
included in the choral score. Very easy 
setting that might be especially useful for 
small church choirs.

 
Prepare Ye The Way, Penny Rodri-
guez. SATB and piano, MorningStar 
Music Publishers, MSM-50-0046, 
$1.70 (M-).

The two verses of text come from 
Isaiah 40, with the fi rst verse in uni-
son. The lilting 6/8 meter has a fl owing 
piano accompaniment of eighth notes. 
Standard harmony is used in a syllabic 
setting. The music is sweet, easy, and has 
limited vocal ranges in all parts.

 
Prepare the Way, O Zion (Rejoice, 
Rejoice, O Christian), Kenneth 
Dake. SATB, violin, and organ, 
MorningStar Music Publishers, 
MSM-50-0425, $1.85 (M).

This anthem opens with a bold, 
rhythmic, unaccompanied violin solo; 
its music also is on the back cover for 
easy performance. The violin plays 
throughout the entire work and has a 
somewhat dramatic solo between verses. 
The familiar tune (Bereden väg för 
Herran) is always clearly stated. There 
are brief moments of divisi in the fi nal 
area, but in general this work is rela-
tively easy for the singers. This version 
offers some fresh harmony, and there 
are extended unaccompanied phrases. 
Highly recommended.

 
Come, Thou My Light, Peter Pindar 
Stearns. SATB and organ, Paraclete 
Press, PPM00704, $1.60 (M).

Although not specifi cally for Advent, 
this text will be useful as a general 
anthem during this season and at other 
times during the year. The organ part is 
on two staves and is active throughout 
the setting. There are three verses for 
the choir with the last one primarily in 
unison. The work opens with a treble 
solo that introduces the theme.

 
Creator of the Stars of Night, Dan 
Locklair. SATB and organ, Subito 
Music Publishing, 91480610, 
$2.50 (M).

Subtitled “An Advent Anthem,” this 
sophisticated work places a signifi cant 
part of the diffi culty in the organ music. 
The choral music is less challenging with 
long passages in unison or two parts. The 

organ part, on three staves, has mild dis-
sonances and independent lines for both 
hands and feet. The six-minute setting 
employs the device of a plainsong mel-
ody associated with the ninth-century 
text, but it is cleverly developed. Beauti-
ful and sensitive music.

 
Let Every Heart Prepare a Throne, 
Mark Patterson. Unison with piano, 
Choristers Guild, CGA 1320, 
$1.95 (E).

Patterson suggests that measures 5–18 
of this setting may be used as a congrega-
tional response during Advent, and those 
measures are printed on the back cover 
for duplication. If a children’s choir is 
available, have them sing the entire work 
as an anthem, and then use measures 5–18 
as a response, to bring a unique cohesive-
ness to the service. There are four verses 
and a codetta in the entire work.

 
Magnifi cat and Nunc Dimittis, Timo-
thy Shaw. SA, TB, soprano solo, tenor 
solo, and piano, Concordia Publish-
ing House, 98-4141, $2.00 (M-).

This offers interesting options. The 
Magnifi cat is for soprano and alto, and 
the Nunc Dimittis for tenor and bass. 
Each canticle is preceded by a soloist 
singing an appropriate recitative. This 
gives lots of choices for programming 
during the season. The music for each 
section is relatively easy, with many uni-
son phrases.

 
Ave Maria, Bach/Gounod, arr. Rich-
ard Proulx. SATB, harp or piano, 
with string quartet and organ, GIA 
Publications, G-5416, $1.40 (E).

This classic work is in a straightforward 
arrangement that offers conductors a 
practical setting for use during Advent or 
at other times during the year. The fl ow-
ing harp music will greatly enhance the 
sound. Only a Latin text is used with the 
choral parts on two staves. The accompa-
niment consists of fl owing arpeggios that 
give an ethereal quality. Full score and 
parts are available from the publishers 
(G-5461FAS/G-5461INST). 

 
The Great O Antiphons: A Service 
for Advent, Carl Schalk. SATB and 
organ, Augsburg Fortress, 978-1-
4514-6253-1, $15.00 (M-).

There are seven motets in this collec-
tion, which consists of a cycle of three 
recurring parts: (1) the singing of an 
SATB setting of each antiphon, followed 
by (2) a new meditation by the poet Jill 
Pelaez Baumgaertner for each antiphon, 
and (3) the appropriate congregational 
hymn stanza to be sung by the congrega-
tion. This will be a refreshing approach 
to an Advent Sunday, and is certain to be 
a hit with the congregation since their 
music consists of a series of verses of the 
most popular Advent hymn, O Come, O 
Come, Emmanuel. The organ intonations 
for each antiphon are optional. Highly 
recommended and could serve as a sub-
stitute for the usual seasonal cantata.

 
There is a fl ow’r, Alan Smith. SATB 
and organ, E.C. Schirmer Music Co., 
7780, $1.95 (M+).

Using a 15th-century poem by John 
Audelay as the text, this composition 
was the winner of the 2012 AGO/ECS 
Publishing Award in Choral Composi-
tion. The organ music is taxing and is 
fi lled with running sextuplets in the right 
hand; its music is on three staves but has 
limited use of pedal. The choral parts 
have some unison passages, and remain 
independent of the accompaniment. This 
would be an excellent concert piece and 
may require a choir with sophisticated 
tastes; however, the music is outstanding.

Book Reviews
Wayne Leupold Editions has pub-

lished four volumes in the series entitled 
Discover Improvisation.

It is easy to improvise badly; one only 
has to play faster than the speed of thought.

—Naji Hakim1 

The art of improvisation, kept alive 
on Saturday nights by jazz musicians 
and Sunday mornings by organists, is 
increasingly prominent in our music 
schools and teaching studios. Long 
essential in the curricula of European 
schools of music, instruction in impro-
visation was resisted by many American 
teachers through much of the 20th 
century. (“I want my students to learn 
literature; they don’t have time to be 
improvising.” Read: fooling around.) 
The increased stature of improvisa-
tion is refl ected in the requirements of 
the National Association of Schools of 
Music, to which nearly all college and 
university music departments belong. 
NASM places improvisation third 
(after “Performance” and “Musician-
ship Skills and Analysis”) in the “Com-
mon Body of Knowledge and Skills” 
required for accreditation. 

In the comments on these four volumes, 
quotations, except when otherwise attrib-
uted, are those of the respective authors.

In the Beginning: An Encounter with 
Improvisation at the Organ, Denise 
Lanning, with assistance from 
Wayne Leupold. WL600250, 2011, 
36 pages, $12.00.

The publisher states that no previous 
knowledge of music theory is required to 
use the book successfully. Students learn 
through a series of creative steps. Phrase 
structure is presented as musical dia-
logues, often in the form of question and 
answer. Then follows an exploration of 
various ostinatos. (I learned a new term: 
the “cowboy bass!”) Especially useful is a 
discussion of the tendencies of melodic 
scale degrees: where pitches want to go.

So far, the music-making is for manu-
als only. The feet join in with pedal points 
(on I and V) and by playing hymn tunes 
(pedals solo). To facilitate this with a 
beginning pedal technique, the author 
encourages using toes only. Melodic color 
is introduced through pentatonic scales 
and modes. Ostinatos are expanded and 
canonic imitation is explained with par-
tial (“stop-start”) canons. The book con-
cludes with ideas for extending improvi-
sations and an exploration of variety and 
interest in registration.

In the Beginning is clear, well laid out, 
and encouraging. The accompanying 
graphics, however, do not serve the book 
well. They seem rather trivial (unlike the 
book itself) and often do not reinforce 
the text. The student who works his 
or her way through the exercises and 
examples will be musically engaged and 
will receive a good introduction to the 
art of improvisation. 

Improvisation in Traditional 17th- 
and 18th-Century Harmonic Style, 
John R. Shannon. Vol. I, WL600187, 
2010, 119 pages, $28.00; Vol. II, 
WL600232, 2010, 120 pages, $28.00.

These volumes, according to the pub-
lisher, “attempt to provide a curriculum 
in improvisation, encompassing a stu-
dent’s entire collegiate study of organ. 
The two volumes are for undergraduate 
students seriously and simultaneously 
pursuing organ study and college theory 
courses.” These books represent a large 
and signifi cant labor. Interestingly, Vol. 
I provides studies in major keys only; 
minor keys are reserved for Vol. II. “An 
improviser chooses a language in which 

A. E. Schlueter Pipe Organ Company 
is pleased to announce the contract 
to build a new 50-rank pipe organ for 
Iglesia ni Cristo, Central Temple, 
in Quezon City, Philippines. The 
resources of this instrument will 
be controllable from a IV-manual 
drawknob console. Several divisions 
of the organ will have chamber 
openings into side chapels which 
can be closed off  from the main 
Temple to allow the organ to also 
be playable as two separate two-
manual instruments. 
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to work,” and Shannon has selected 
the harmonic language of the late 
Baroque. These volumes are heavy on 
harmonic study, writing, and analysis. 
Indeed, the chapter titles could be 
those of a first-year harmony text. The 
opening exercises consist of harmoniz-
ing I–IV–V–I, and herein is my first 
quibble. The author is far from alone 
in perpetuating the idea that the sub-
dominant is the chord of choice to 
precede the dominant. In fact, the lit-
erature abundantly illustrates that the 
pre-dominant chord of choice is the 
supertonic-six (for compelling reasons 
of both melody and harmony). Two-
part counterpoint is introduced (and 
enlarged upon in Vol. II), followed by 
harmonic unfolding (arpeggiation) and 
modulations. Next: how non-chord 
tones are used to elaborate melody—
ornamentation in the Baroque style. 
The use of pedal points and “echo” 
leads to concluding suggestions on 
creating hymn introductions. 

The emphasis in this volume is 
on construction and process and the 
approach is very thorough. I have a 
concern, however, that in a book about 
“doing” (improvisation) there seems to 
be such a large proportion of exercises 
in writing and analysis. The text contains 
abundant and well-chosen illustrations 
from the literature.

In Vol. II, the study of harmony con-
tinues, with chromatic chords (dimin-
ished, seventh, and secondary domi-
nant) and modulations. The concepts 
(with the exception of the supertonic 
chord and its role in the harmonic circle 
of fi fths) are well explained. Let us get 
a few concerns out of the way. There is 
a dramatic typographical error in the 
Bach fugue subject, at the top of page 
35. In the famous Bach example on page 
26, an important B-fl at is missing. Fur-
thermore, I think that dissonant chord 
is a leading-tone seventh chord above a 
tonic pedal, not a dominant ninth chord. 
Finally, the chord introduced on page 
27 should be named a Neapolitan sixth 
chord; it appears repeatedly, misspelled 
as “Neopolitan.”

Vol. II has many strengths, begin-
ning with the introduction of harmonic 
sequences and the resolution tenden-
cies of melodic scale degrees. The 
chapters include:

• Rhythmic motives and melodic 
embellishments

• Keyboard fi gurations (scales; 
3rds/6ths) and ground bass

• Improvising in two-part 
counterpoint

• Ingredients for short preludes
• Contrapuntal imitation, fughetta
• Advanced hymn introductions [are 

these not the same as “short preludes,” 
above?]

• Improvising a choral motet (organ 
pieces based upon points of imitation)

• Improvising a short fugue
• Service playing: accompanying 

hymns, with emphasis on thoughtful and 
varied registrations, textures, contrapun-
tal embellishment

• Chord (harmonic) substitutions
• Useful suggestions for accompany-

ing anthems—especially in thinning 
textures. As Erik Routley so importantly 
reminded us, “Service playing demands 
a great deal of imagination on the 
player’s part, and has very little to do 
with the fundamentalist obedience to a 
score that recital playing . . . requires.”2  
And, “The point here is that the organist 
must translate the . . . score into organ 
language as he or she plays.”3 

These are two well-written and thor-
ough volumes. The question is: could 
one use these with fi rst- or second-year 

music majors in their organ study? In 
many cases it duplicates (reinforces?) 
the topics and written work of their 
harmony classes, with much analyzing 
and writing, but less doing (playing 
improvisations). The larger issue is 
the time required: the idea that these 
could be used within the weekly one-
hour organ lesson is, I think, not realis-
tic—there simply would not be enough 
time. One would need separate, one-
hour improvisation lessons. And this, 
of course, is just what the French and 
Germans do. 

Breaking Free: Finding a Personal 
Language for Organ Improvisa-
tion through 20th-century French 
Improvisation Techniques, Jeffrey 
Brillhart. WL500023, 2011, 128 
pages, $30. 

From the publisher: “This tutor pre-
sumes at least three semesters of college 
music theory or the equivalent.”

This volume by Jeffrey Brillhart, 
himself a fi rst-prize winner in the AGO 
National Competition in Organ Impro-
visation, takes its place in succession 
with books by other masters of the art, 
including Dupré, Hancock, and Hakim. 
The book is well conceived and written, 
with abundant illustrations and a variety 
of creative assignments. If the emphasis 
in the Shannon volumes is on construc-
tion and process (in what many consider 
the “German” approach), then Brillhart 
leads us on an adventure in the modern 
French style, with a goal of helping the 
player in “fi nding a personal language.”

To begin, I do not understand the 
cover graphic! Meant, I assume, to 
refl ect the book’s title, it suggests to me 
tension about to break, or a headache! 
And in a few cases the ties between 
notes are drawn incorrectly in the musi-
cal notation.

“Improvisation is a mystery . . . and a 
search,” says the author, who then leads 
us on the quest by way of chapters on 
various topics, all well illustrated with 
musical examples (some by the author, 
others from the literature) and contain-
ing suggestions and assignments. “From 
your very fi rst attempts at improvisa-
tion, try to tell a story that has a clear 
beginning, middle and end.” Previously 
studied techniques are incorporated 

cumulatively in each new chapter. This 
volume emphasizes playing; although 
analysis of the examples is essential, 
there are no writing assignments. 
Particularly useful: encouraging the 
learner to harmonize the same melody 
or motive in different ways. The author 
quotes Nachmanovich: “Music theory . . 
. teaches rules of the grammar, but not 
what to say.” 

The student taking these musical 
vitamins is well advised to fi rmly impress 
each of the chordal constructions and 
scales into the hands so as to be able to 
call upon them easily. In the book’s fi rst 
pages the author affi rms a basic truth: 
“You will not learn to improvise if you do 
not practice.” 

Here are some of the book’s topics:
• “Non-traditional” harmonizations, 

using 4ths, 5ths, 2nds, and more
• The techniques and vocabulary of 

Tournemire, touching on such exotic 
elements as Hindu modes

• The traditional modes, including 
the author’s useful system of playing 
them starting on any note. Dupré’s 
characterization of the Dorian mode 
is striking (p. 64): “The mode of the 
pristine cantilenas of the Middle Ages 
and of the fi ery yearnings for heaven 
of a soul exiled on earth.” Wow! Similar 
quotations from Tournemire, Langlais, 
and Durufl é abound.

• Melodic examples in each of the 
modes are provided, along with practi-
cal suggestions for their settings and 
development. Particularly colorful: the 
“Bartók mode,” especially when used 
with frequently changing meters.

In Part IV, Brillhart introduces us to 
Messiaen’s (“one of the last Impression-
ists”) musical language. From here on 
this is challenging stuff, but certainly 
should be explored and studied by more 
advanced students. “Every improviser 
should own Messiaen’s Technique de 
mon langage musicale.” Aspects of Mes-
siaen’s music discussed here:

• The “Second Mode of Limited 
Transposition,” made [relatively] easy

• Transpositions and the chords 
derived

• Modifi cations, inversions, changes 
of registers

• The “Third Mode of Limited 
Transposition”

Not easy material, but producing fas-
cinating and gorgeous sounds.

Part V focuses on development tech-
niques: thematic, modulatory, altera-
tions, imitation, retrograde, and more. 
Next, how to create a passacaglia, with 
models, suggested plans, and outlines of 
process; “song form” (the expanded ABA 
plan); and scherzo. Then follow expla-
nations of the techniques, processes 
and designs of such notables as Vierne, 
Cochereau, Ravel, and Debussy. And le 
grand fi nal: improvising in sonata form. 
Here is the culmination of what one of 
my teachers referred to admiringly as 
“the French bag of tricks!” As a coda, an 
intriguing concept: improvising on a lit-
erary text, with suggestions and samples.

The book provides the ingredients: 
scales, chords, colors; what’s required is 
“getting this into your fi ngers and hands,” 
through practice. The Shannon and Brill-
hart volumes are substantial and hefty. 
I hope that my copies survive the long-
term use I plan for them without having 
pages fall out. I wish the publisher had 
opted to provide them with spiral binding 
instead of staples. Can these be used as 
self-tutors? Perhaps, but as John Shan-
non states, “Although it might be possible 
for a student to use these books alone, the 
help of a competent, compassionate, and 
interested instructor is certainly desir-
able.” And a recording device, as well. 
Serious practice, of course, is as neces-
sary in achieving success in improvisation 
as in playing a Bach fugue. And, as Miles 
Davis said, “Do not fear mistakes. There 
are none.”4 And Nachmanovitch, “If we 
don’t make mistakes, we are unlikely to 
make anything at all.”5 Or, remember the 
New York cop’s directions on “how to get 
to Carnegie Hall.”

Notes
 1. Naji Hakim, The Improvisation Com-
panion (United Music Publishers, Ltd., 2000), 
p. 23.
 2. Erik Routley, Church Music and the 
Christian Faith (Hope Publishing Co., 1978), 
p. 100.
 3. Ibid., p. 105.
 4. Quoted in Nachmanovitch, Free Play: 
Improvisation in Life and Art (Penguin Put-
nam, Inc., 1990), p. 88.
 5. Ibid.

—David Herman
The University of Delaware
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New Recordings
Johann Vexo plays the Great Organ 
of Notre Dame Cathedral, Paris. JAV 
Recordings, JAV188, $25.00, 
www.pipeorgancds.com.

Liszt: Fantasie und Fuge über den 
Choral ‘Ad nos, ad salutarem undam’; 
Franck: Prière, op. 20; Vierne: Feux fol-
lets, Toccata (Pièces de Fantaisie, op. 52); 
Durufl é: Scherzo, op. 2; Escaich: Trois 
Poèmes pour grand orgue (2002).

The incredible fi ve-manual Cavaillé-
Coll in Notre Dame Cathedral, Paris, 
will require little introduction to most 
organists, particularly following its recent 
rebuild/restoration—the resulting com-
puter software glitches that frequently 
rendered the organ unplayable made 
media headlines some years ago—so it is 
good to see this JAV recording, on which 
the instrument sounds very fi ne.

Liszt’s monumental Fantasia and 
Fugue on ‘Ad Nos, ad salutarem undam’ 
opens the recording, and Vexo handles 
the work with tremendous virtuosity 
and fl are, indulging in the melancholic 
moments, and letting rip with everything 
the organ has to offer when called for. 
The en-chamade trumpet cuts through 
like a bolt of electricity, and makes one’s 
hair stand on end! Following on from 
the magnifi cent Liszt climax (and the 
swirling reverberation in this palatial 
cathedral) the Prière from Franck’s Six 
Pièces (op. 20) shows off some of the 
softer registrations and solo stops, and 
builds to a climax, before a continual 
decrescendo (as the prayer disappears 
up into the heavens). 

Two pieces from Vierne’s 24 Pièces 
de Fantaisie follow, and Vexo makes 
the Feux follets positively dance with 

exquisite manual dexterity; the Toccata, 
by contrast, absolutely roars, although it 
is a hair too fast for my taste (perhaps the 
best recording can be heard on EMI’s 
double-disc recording Grand Toccatas 
for Organ) and at some points the sound 
becomes just a complete blur. A fi ne 
performance of Durufl é’s Scherzo fol-
lows, in which Vexo handles the complex 
rhythms with aplomb, and this leads to 
the fi nal (and most interesting) work on 
the recording: Thierry Escaich’s three 
Poèmes pour Orgue (Eaux natales [Birth 
waters], Le Masque [The mask], Vers 
l’Espérance [Towards hope]), which 
were originally written as motets for 
choir and organ, but re-scored for organ 
solo by the composer at the request of 
Stephen Tharp. They form an extremely 
fi ne collection of contemporary French 
organ music, and are a must-hear for all 
organists who enjoy the organ music of 
Cochereau and Messiaen.

The CD case is, unfortunately, one 
of these cardboard-fronted affairs that 
I always worry will soon succumb to 
damage, but there are many nice pho-
tographs, particularly on the front of the 
20-page booklet insert with Vexo seated 
at the magnifi cent fi ve-manual gallery 
console. Despite the lack of a real jewel 
case, a great deal of care and preparation 
has clearly gone into the presentation; 
the booklet notes are in both French and 
English, and this is clearly a bookshop 
CD, but it is also a worthy purchase for 
connoisseurs of the pipe organ reper-
toire—although the repertoire is slightly 
on the heavy (and loud) side of things, 
if you have speakers and an amplifi er 
that can handle the extreme power of 
this organ (particularly the fi ery, brilliant 
reeds) then you could do worse on a cold 
winter’s night than crank up the volume 
on this disc, and allow the electrifying 
sounds of one of Paris’s most famous 
instruments to warm you.

Candlemas at Oriel College. Oriel 
College Chapel Choir; Alexander 
Morrison, David Maw, Jonathan 
Clinch, and Andrew Furniss, organ; 
Andrew Furniss, director. OxRecs 
Digital (OXCD102), 
www.oxrecs.com.

As one of the lesser college chapel 
choirs of the University of Oxford, and 
with a small mechanical-action pipe 
organ, the choice of repertoire seemed 
initially to be rather surprising, until a 
line buried in the booklet gave thanks 
to the authorities at Keble College for 
permitting the recording to be made in 
their chapel (where the quite superb 
three-manual Copeman Hart electronic 
instrument is an altogether more fi tting 
choice to accompany the performance 
of this repertoire). Dedicated, as the 

college is, to the Blessed Virgin Mary, 
it is fi tting that the chapel choir should 
perform a program of music intended 
for the glorious feast of Candlemas (also 
known as the Presentation of Christ in 
the Temple and the Purifi cation of the 
Blessed Virgin).

Throughout the disc, the four organ 
verses from Vêpres du Commun (op. 18) 
of Marcel Dupré (based on the three 
plainsong melodies of Ave Maris Stella 
found in the Liber usualis) punctuate 
the choral repertoire, with solid playing 
by Andrew Furniss, which is technically 
assured and demonstrates a high level of 
performance capability. The fi rst choral 
item is the most famous of Candlemas 
anthems, When to the temple Mary 
went by Johannes Eccard, and the 
choir’s performance is both sensitive 
and competent. 

This precedes the main meat of the 
recording, Louis Vierne’s great Messe 
solennelle (op. 16) [Kyrie, Gloria, Sanc-
tus, Benedictus, Agnus Dei]. The organ 
accompaniment is quite fi ne, and the 
choir is at all times well controlled and 
accurate. The defi nite highlight of both 
the music, and the choir’s performance, 
is the thrilling Kyrie with its thundering 
grand orgue sections, and urgent plead-
ings for mercy. 

Senex puerum of William Byrd fol-
lows, and is cleanly and competently 
dispatched, as is Sergei Rachmaninov’s 
Nunc dimittis and Basil Harwood’s 
Magnifi cat in A-fl at (taken from his set 
of evening canticles, which are an estab-
lished part of the Anglican evensong 
repertoire). David Maw’s Lead, Kindly 
Light is an interesting contemporary 
outlier, and those seeking the beauti-
ful serenity produced by either melody 
frequently accompanying the text’s hymn 
book appearance will be sorely disap-
pointed, as the work is rather protracted 
and left a lingering memory of the heav-
ily accented “amid th’encircling gloom” 
of the text. 

Hodie Beata Virgo Maria by Peter 
Philips precedes Charles Wood’s Hail, 
gladdening light and A Hymn to the 
Virgin of Benjamin Britten—both are 
competently performed, although might 
have benefi ted from a somewhat more 
indulgent, relaxed tempo (particularly 
the Britten). John Stainer’s Hail, glad-
dening light is performed sensitively 
and musically, and seems to fi t best the 
skills of the Oriel choir, who give it a 
dramatic and fl owing outing. Tomás 
Luis de Victoria’s Ave Regina coelorum 
à 5 completes the choral performance 
(which also includes Philip Radcliffe’s 
Preces and Responses).

Although the recording quality is 
excellent and clear, the choir’s phrases 
are frequently less than well defi ned, 

their pronunciation somewhat disap-
pointing (particularly the frequent snak-
ing of ‘s’ endings), which, coupled with 
the (very occasional) dubious tuning 
and slightly immature sound, give the 
impression that the repertoire recorded 
is slightly beyond the choir’s capabilities.  

The accompanying booklet is excel-
lent, and includes texts and, where 
appropriate, English translations; the 
recording would serve as interesting ref-
erence material for any parish musician 
interested in rekindling the observance 
of this great feast in their parish, and 
paints a realistic picture of the generally 
high standards that can be achieved by 
an amateur church choir.

Vision at Covenant (Murray Forbes 
Somerville plays the Fisk organ in 
Covenant Presbyterian Church, 
Nashville, Tennessee), Raven OAR 
931, $15.98, www.RavenCD.com.

Looking at photographs of the mag-
nifi cent Covenant Presbyterian Church, 
and listening to the rolling acoustics of 
the building and sumptuous, rich sym-
phonic organ, one could be forgiven 
for assuming this to be an early 20th-
century neo-gothic cathedral replete 
with Skinner organ—but it is no such 
thing! With remarkable insight and 
vision, however, the church was actu-
ally built in 2009, complete with a large 
C. B. Fisk organ suitable for perfor-
mance of an extensive range of reper-
toire, as this disc demonstrates.

Opening with the Fantasia and Fugue 
in G Minor (BWV 542) of J. S. Bach, the 
rich, sonorous sound of this instrument 
is overwhelming—and a grander, more 
dramatic performance of the Fantasia 
one could not ask to hear! The Fugue 
is equally fi ne, building up to a magnifi -
cent display of full organ with the fi nal 
restatement of the subject. A very tender 
rendition of the chorale prelude Herr 
Jesus Christ, dich zu uns wend’ (BWV 
709) follows, and brings to a close the 
fi rst section of the disc dealing with the 
German Baroque period.

The next section comprises four Eng-
lish pieces, progressing chronologically, 
beginning with John Stanley’s Voluntary 
in A Minor, no. 8 (op. 7), performed 
in typical early English fashion, as is A 
Verse of Three Parts of Thomas Tom-
kins. There then follows a typical Eng-
lish romantic Elegy by Harold Darke, 
which like many other solemn melodies 
(Thalben-Ball, Walford Davies, Sum-
sion, etc.) begins softly, gradually rising 
to full organ, before tailing off again. 
Somerville handles the crescendi with 
great mastery, and demonstrates the 
English Cathedral qualities of the Fisk 
organ. The section fi nishes with a rous-
ing Wedding March by John Hodgson, 
pitting the bright Fisk Tuba Mirabilis 
against the plenum in what seems much 
more a festal organ solo than music to 
accompany the entrance of the bride!

The third French section features two 
20th-century compositions—a rather 
ethereal Tierce en taille et Récit de Chro-
morne from Suite Évocatrice by Charles 
Tournemire, and the well-known work of 
Olivier Messiaen, Apparition de l’Eglise 
éternelle, both which work remarkably 
well on this fi ne organ.

The fi nal section of four contem-
porary, yet melodic American hymn 
preludes comprises Raymond Haan’s 
warm, soft, and relaxing arrangement of 
Softly and Tenderly, followed by Carson 
Cooman’s cheeky but delightful Ron-
dino on I Love to Tell the Story. Charles 
Callahan’s Prelude on UNION SEMINARY 
utilizes the lovely melody from Frie-
dell’s ever-popular anthem, Draw us 
in the Spirit’s tether, and provides 
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opportunity to showcase the softer solo 
registers of the instrument, as does the 
fi nal piece in this section: Sam Owens’ 
arrangement of I Come With Joy (Land 
of Rest).

Rounding off the program is Franz 
Liszt’s monumental Prelude and Fugue 
on B-A-C-H, which crowns the record-
ing. I do not think I have heard a better 
performance of this since Gillian Weir’s 
television series The King of Instru-
ments—Somerville’s virtuoso perfor-
mance brings the piece to life in a way 
that few performers manage, and the 
spectacular roar of this instrument leaves 
the listener both thrilled and exhausted! 
His playing demonstrates exceptional 
sensitivity, control, and understand-
ing—here is clearly a master at work, 
and one who is completely in tune with 
his instrument and the music. The disc 
provides a whirlwind trip around this 
luxuriant new Fisk organ, and will hold 
an honored place in my CD stack, not 
only for the Liszt BACH, but also for the 
Hodgson Wedding March and the four 
lovely American hymn preludes.

—James M. Reed
Bergen, Norway

New Organ Music
12 Pastoralen, edited by Olaf Tetam-
pel. Edition Baroque eba4038, €12; 
www.edition-baroque.de.
Autori Vari, 9 Pastorali Italiane 
del sec. XVIII, edited by Armando 
Carideo. Ut Orpheus Edizioni ES21, 
€18.95; www.utorpheus.com.

The pastorale genre was very popular 
in Italy and southern Germany from the 
17th century onwards, with its represen-
tation of the bagpipes as played by shep-
herds (one thinks of keyboard examples 
by Frescobaldi, Storace, B. Pasquini, 
and Zipoli as well as chamber pieces by 
Vivaldi and Corelli, among others). Most 
frequently in compound rhythms, either 
6/8 or 12/8, with either equal eighth 
notes, quarter-eighth, or dotted rhythms 
in the style of the siciliana, many pasto-
rales have long-held pedalpoints. These 
two volumes between them contain 21 
examples of this genre. 

The collection of 12 Pastoralen pub-
lished by Edition Baroque of Bremen is 
taken from an 18th-century manuscript 
in the National Central Library Vittorio 
Emanuele II, Rome, and contains one 
by “Sgr. Candiano,” three by “Signor 
Francesco,” one ascribed enigmatically 
to “Sig.R C,” one by Zipoli, and the 
remaining six being anonymous. 

The volume opens with an example 
in 12/8 by Candiano, in which the pedal 
point G is heard throughout the opening 
section, followed by a short repeated 
section headed “Piva,” or bagpipes. The 
second piece, ascribed to Signor Fran-
cesco, is similar but in even eighth notes 
in C time before a dotted triplet rhythm 
appears halfway through, the piece clos-
ing with chords. The third piece, also 
in C time, is built on a one-bar quarter-
note bass fi gure repeated for the fi rst 
half of the piece, before a short section 
headed Canzona, after which the open-
ing idea reappears. 

The next piece is more chordal in 
concept, based on a dactylic fi gure. The 
fi fth piece, ascribed to Sig.R C (possibly 
Candiano) is based on an even-note 12/8, 
with some very interesting key progres-
sions touched on; it ends with a canzona 
fi rst marked Largo, then Allegro. The 
sixth piece is quite extended and more 
rhythmically varied within a C time in 
the fi rst section, with a held pedal G 
almost all the way through. The second 
section, in binary form, is headed Can-
zona and opens in 12/8, fi rst Largo then 

Spiritoso before the piece concludes in 
the minor in C time and marked Piva. 

The seventh piece is taken from Zipo-
li’s print of 1716; those who do not know 
this work will enjoy the highly chromatic 
ending over a pedal point. The eighth 
piece, by an anonymous composer, in 
12/8, mixes equal and dotted rhythms 
with a sharp sign beneath all the As in the 
fi rst section and other fi gured-bass signs 
in the second section. The ninth piece 
is again in 12/8 in equal eighth notes 
over the same one-bar sequence in the 
bass, as featured in no. 2; it is repeated 
in every bar apart from the opening 
and close of the canzona section. The 
tenth piece, in two sections, moves 
away from the previous structures, and 
in the opening section is akin to a 12/8 
gigue; the second section, headed Can-
zona, contains pedal points as well as 
repeated chords. The penultimate piece 
is in C time and also contains two-part 
writing, in various rhythms in the right 
hand. The canzona opens Adagio before 
moving into Allegretto, at which point 
it presents a short passage in thirds in 
the right hand over a static bass, before 
concluding with a pedal point beneath 
a dotted-rhythm in the right hand over 
chords. The fi nal example is very short, 
in binary form, with a dotted rhythm in 
the right hand;  the left hand has a sharp 
sign beneath the Ds; chordal infi lling 
would be quite appropriate here in the 
somewhat static left hand. The intro-
duction (as usual with this publisher, in 
German only) contains brief comments 
on the genre but no information at all 
on the composers. The edition is clearly 
printed and carefully laid out to mini-
mize page turns.

The edition of nine pastorales pub-
lished by Ut Orpheus contains pieces 
covering the period 1705–68, taken from 
four manuscripts now in the Berlin State 
Library. The fi rst piece is a Toccata and 
Pastorale headed “G.D.M. 1705,” which 
could be initials of the composer. The 
toccata contains fl orid passagework over 
long-held pedal notes and is similar to 
G. Martini’s toccatas. The pastorale, 
headed Flauto, is in 3/2 with many half 
notes carrying a tr; quarter-note pas-
sagework in tenths forms a contrast to 
the mainly equal half-note writing, all 
over long-held pedal notes. The second 
piece, a sonata in 12/8 for manuals only, 
is ascribed to Benedetto Santi. There are 
dotted rhythms, and written-out slides. 
The third pastorale is in 6/8 and similar 
in style. The fourth piece, ascribed to 
“Filippo Serra in Roma,” requires ped-
als for long-held notes as well as the 
opening dotted quarter notes; equal 
eighth notes are a feature. It is followed 
by nine Versetti in Pastorale, presum-
ably also by Serra. Most of the pieces in 
this sequence are in equal eighth notes; 
sometimes the right hand is in one voice, 
sometimes in two. 

The sixth pastorale is in 12/8 with 
dynamic indications of f and p, and also 
contains written-out slides. Pastorales 
seven and eight are headed Andante, 
no. eight being in two movements, 
concluding with an Allegro 2/4. Number 
nine is an extended work in three move-
ments, opening with a 12/8 movement 
that includes left-hand and right-hand 
eighth-note passages in octaves, followed 
by an Allegro Assai in 6/8 that shows 
similarities to the legion of keyboard 
movements in this meter. The conclud-
ing movement is headed Pastorale and 
contains equal and dotted eighth notes. 
Many of the pieces contain felicitous 
chromatic touches. The edition contains 
an introduction in both Italian and Eng-
lish, with a full description of the source 
and a critical commentary. 

Neither volume contains information 
on possible registrations for this genre 
as laid out in contemporary sources, 
which would have been of great value 
in assisting the player who is new to this 
repertoire. The majority of these pieces 
are not overly diffi cult, and the two vol-
umes between them contain a suffi cient 
variety of rhythms that would make 
excellent material for before, during, or 
after Christmas services, and could even 
arrest the usual pre-service chatter in 
some places! 

–John Collins
Sussex, England

Albin C. Whitworth: Praise Ye, the 
Lord of Hosts: Eleven Organ Solos 
for the Christmas Season. ©2012 
Beckenhorst Press, OC29, $15.95.

Born 75 years ago in Louisville, Ken-
tucky, Albin C. Whitworth is a musical 
institution in his native state and beyond. 
For 31 years he was director of music 
and organist at First United Methodist 
Church in Lexington. He previously 
served 17 years at Louisville’s massive 
Walnut Street Baptist Church, and cur-
rently serves at Faith Fellowship in Lex-
ington, where he continues his custom of 
presenting all-music worship services on 
fi fth Sundays of the month.

Organ music by Whitworth is so 
consistently reliable that it can really be 
purchased sight unseen. Now available 
for the third time, this collection was 
fi rst published nearly thirty years ago, 
in 1984 by Lillenas as Organ Noel with 
optional instrumental solo parts for six of 
the eleven numbers. It was republished 
by H. W. Gray in 2000 as Praise Ye, the 
Lord of Hosts, but without the solo parts 
(although one could easily extract an 
instrumental melody part). The current 

iteration from Beckenhorst Press is the 
same as the prior H. W. Gray version.

Whitworth sets the melodies in a clear, 
straightforward manner, allowing listen-
ers to follow easily—especially desirable 
when treating beloved Christmas tunes. 
Two pieces, Saint-Saëns’ “Praise Ye the 
Lord of Hosts,” and Handel’s “He Shall 
Feed His Flock,” are transcriptions. The 
other nine pieces are carol arrangements 
and make especially effective use of tertian 
modulations and pedal points. Particu-
larly satisfying is the reverent simplicity in 
“Lo, How a Rose E’er Blooming” and the 
Appalachian carol “Jesus, Jesus, Rest Your 
Head.” The short setting of Antioch is 
splashy, and the open fi fth ostinato in 
“We Three Kings” provides just the right 
fl avor. Highly recommended.

Jeremiah Clarke: The Prince of Den-
mark’s March (Trumpet Voluntary in 
D), arr. Clay Christiansen. ©2012 
MorningStar Music Publishers, 
10-780, $8.00.

Since 1982, Clay Christiansen has 
been employed as one of the organists 
at the Mormon Tabernacle in Salt Lake 
City. This piece is a staple in the daily 
organ recitals played for tourists there 
since 1905. Most organists reading this 
review certainly already own and play 
this piece; however, this edition is unique 
as it shows the exact registrations used by 
Dr. Christiansen on the celebrated 206-
rank Aeolian-Skinner organ, including 
its two high-pressure reeds, designed 
by the late David Broome, which were 
added in 1985. Specifi c execution of 
ornaments and other articulation is also 
set forth. The tasteful variety in tessitura 
and texture in this arrangement also cre-
ates interest.

—Kenneth Udy
University of Utah, Salt Lake City
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In the wind...

Pay attention
Once I spent an afternoon with a 

friend, dare I say lover, sitting on a rock 
at the seashore. The tide was coming in, 
and we were sitting there long enough 
to watch the water gain the shore one 
pebble at a time, until it was covering 
our feet. It broke in little rivulets around 
the stones, moved quickly to fi ll in hol-
lows, and fl oated the sprigs of rockweed. 
Clams sensed its approach and gave 
their little squirts from under the sand, 
and hermit crabs scuttled along discov-
ering new territory. It was a magical 
time, and I remember marveling at how 
gentle the motion was but what a huge 
force is the tide.

We live on a tidal river in Maine. 
There is a freshwater source about fi ve 
miles up from us, but for the twelve 
miles between the Gulf of Maine and our 
village, it’s fully tidal with the water level 
rising and falling between ten and twelve 
feet twice each day, depending on the 
cycle of the moon. For most of its length, 
the river is between a half-mile and one-
and-a-half miles wide, but about three 
miles from the Gulf of Maine, there’s a 
spot where the entire tidal fl ood passes 
through a passage that’s just a few hun-
dred feet wide. Tens of thousands of tons 
of water race through the narrows every 
minute—it’s a dramatic demonstration 
of the power of the tide as eight or nine 
square miles of ten-foot-deep water race 
by. And the amazing thing is that the fl ow 
reverses with each tide cycle. When the 
ocean drops below that of the river con-
fi ned above the narrows, the water fl ows 
toward the sea until the levels equalize, 
the current slows, stops, and reverses. 

There’s a fascinating and huge example 
of tidal fl ow through a narrow passage at 
the western end of the Mediterranean 
Sea—the Strait of Gibraltar. The Strait 
is not wide enough to allow the entire 
Mediterranean to pass through with each 
tide, so at the eastern end the Adriatic, 
Ionian, and Aegean Seas around Albania, 
Greece, and Turkey have no perceptible 
tides. It’s a little unnerving for someone 
from New England to see a ship on salt 
water tied up to a fi xed cement pier. At 
home where the tide can be as much as 
twelve feet, every boat has to be tied to a 
fl oating dock.

The grateful church
As much as I love the ocean, it’s pretty 

rare for me to sit still on a rock for an 
entire tide, and it makes me wonder 
about the people who fi rst noticed, and 
then bothered to understand the phe-
nomenon. Think of the patience it took 
to sit there watching night after day after 
night. Mr. Tide would have had to make 
the connection between the motion of 
the water and the passage of the moon 

across the sky, so the realization that the 
moon orbits around the earth was part 
of the project. The fact that tides can be 
accurately predicted years ahead is the 
result of millions of hours of observation.

Then think of the people who deduced 
by looking at the stars that the earth is 
simultaneously and continually orbiting 
the sun and spinning on its own axis. 
People like Copernicus and Galileo must 
have been very stubborn men to have 
had the patience to sit gazing at the sky 
for years.

On September 9, 1998, Hal Hellman 
published an article in the Washington 
Post that opened:

On June 22, 1633, Galileo Galilei was 
put on trial at Inquisition Headquarters in 
Rome. All of the magnifi cent powers of the 
Roman Catholic Church seemed arrayed 
against the famous scientist. Under the 
threat of torture, imprisonment, and even 
burning at the stake, he was forced, on his 
knees, ‘to abjure, curse, and detest’ a life-
time of brilliant thought and labor.

In the fall of 1980, Pope John Paul II 
ordered that the evidence against Gali-
leo be reconsidered, and he was acquit-
ted in 1992.

Just keep writing
Mozart lived for about thirty-fi ve years 

and wrote well over 600 pieces of music. 
Schubert wrote about 800 pieces and 
lived less than thirty-two years. If we 
assume that each had twenty-fi ve pro-
ductive years as a composer, they each 
would have about 219,000 total hours 
to work with (25 x 365 x 24). Some of 
that time was spent sleeping and eating, 
some was spent on the logistics of daily 
life. How much of their total time on 
earth did those guys spend putting ink 
on paper? How long would it take you to 
simply copy the score of Don Giovanni, 
let alone write it for the fi rst time?

The art of Aristide
Aristide Cavaillé-Coll (1811–1899) 

was one of history’s greatest organbuild-
ers. He’s on my mind a lot these days 
because I recently bought a copy of 
the superb documentary The Genius of 
Cavaillé-Coll released by Fugue State 
Films, and I’ve watched it several times. 
Buy your copy from the catalogue of the 
Organ Historical Society. If you have any 
affi nity at all for the music of Franck, 
Widor, Dupré, Guilmant, Tournemire, 
Vierne, or any of the composers of 
French organ music since about 1835, 
you owe it to yourself to see this fi lm. 
(See the review by Gene Bedient in the 
July issue of The Diapason.)

The Genius of Cavaillé-Coll tells of his 
childhood in Montpellier, located on the 
Mediterranean coast near enough to the 
Strait of Gibraltar to have tides of around 

one-and-a-half feet. It tells how Gio-
achino Rossini was exposed to the work of 
the young Cavaillé-Coll and encouraged 
him to move to Paris. And it documents 
his extraordinary career—how he won 
his fi rst major contract when in his twen-
ties, and how his imaginative innovations 
changed the world and music of the pipe 
organ profoundly and permanently. 

Cavaillé-Coll watched and listened to 
people playing wind instruments, and 
noticed that a trumpet player, for exam-
ple, blew harder into his instrument to 
reach higher notes. So he divided his 
windchests, feeding higher wind pres-
sure to higher notes, allowing solo stops 
like the Harmonic Flute to achieve a 
soaring quality.

Before Cavaillé-Coll’s innovations, 
changes of registration and dynamics 
were achieved by changing manuals 
or physically moving stop knobs. He 
divided his windchests across the other 
axis, separating mutations, reeds, and 
higher-pitched stops from the founda-
tions—sixteen, eight, and four-foot 
fl ue stops. He invented the ventil—an 
air switch operated by the organist’s 
foot—that controlled the fl ow air to the 
chest with the reeds and mutations. This 
allowed the organist to “prepare” combi-
nations of stops that could be added to a 
registration with a fl ick of the toe.

As Cavaillé-Coll’s organs grew larger 
and more complex, he incorporated 
the Barker Lever, an ingenious device 
that pneumatically magnifi es the power 
and travel of an organ’s mechanical key 
action, reducing dramatically the force 
needed from the organist to play keys 
that open valves against high pressures, 
and with multiple couplers engaged. 
This allowed the effective size of organs 
to increase. The fi lm tells the scurrilous 
story of politics and smear campaigns 
that fi nally allowed Cavaillé-Coll the 
free use of the Barker Lever, which had 
been developed by a competitor who 
controlled its use.

Cavaillé-Coll was infl uenced by the 
concurrent development of the sym-
phony orchestra. He considered the 
organ comparable to the symphony, 
emphasizing the importance of solo 
voices, the ability to change combinations 
of sounds instantly, and the entire organ 
as a single mass of tone, capable of seam-
less dramatic crescendos through the vast 
dynamic range. Of course, his organs still 
had individual manual choruses allowing 
the long-established “terraced” dynamics 
of the vast body of organ literature. But 
his rethinking of the concept and poten-
tial of the organ inspired the musicians 
who played his instruments to create new 
worlds of expression.

Of more than fi ve hundred organs built 
by Cavaillé-Coll, his greatest achieve-
ment was the tremendous instrument at 
Saint-Sulpice, completed in 1862, still in 
regular use and widely considered one 
of the greatest organs in the world. With 

fi ve manuals and a hundred stops, it was 
the largest organ ever built, and although 
it’s more than a hundred-fi fty years old, 
it is still as vital, expressive, powerful, 
and impressive as it was when it was fi rst 
played. Louis James Alfred Lefébure-
Wély was organist at Saint-Sulpice when 
the organ was completed, and we learn 
in the fi lm how Cavaillé-Coll advocated 
his music, until he became aware of 
Jacques-Nicolas Lemmens who was the 
organ teacher at the Royal Brussels Con-
servatory. Cavaillé-Coll tried to intro-
duce Lemmens to the Paris audience, 
intending to spare Lefébure-Wély’s feel-
ings by presenting him in concert with 
Lemmens. But the plan backfi red, and 
Cavaillé-Coll and Lefébure-Wély had a 
falling out.

I was interested to learn that Widor 
studied with Lemmens in Brussels—that 
would give some insight into Widor’s 
appointment at Saint-Sulpice, replac-
ing Lefébure-Wély. And let’s remember 
that between 1870 and 1971, just two 
organists served that church—Widor, 
and Marcel Dupré. I think that single 
succession of organists and that singular 
instrument is enough to justify the claim 
of Cavaillé-Coll’s unique importance in 
the history of the instrument.

Cavaillé-Coll traveled throughout 
Europe studying other organs. The fi lm 
recounts his impressions after visiting 
the great organ by Christian Müller at 
Haarlem. He built organs throughout 
France, in Spain and Portugal, the 
United Kingdom, the Netherlands, 
Belgium, Venezuela, and Brazil, among 
other countries. This was at a time when 
it took days to travel across France, and 
weeks or months to cross the ocean. 

If Aristide Cavaillé-Coll had an iPad 
and a Facebook page, I bet we wouldn’t 
have had the organ at Saint-Sulpice.

Reviewing a life’s work
Some of our contemporary organ 

companies have impressive opus lists. 
Taylor & Boody is preparing to build 
Opus 70, and the Noack Organ Company 
is working on number 157—a fantastic 
productive life for a company with a 
single principal. Cavaillé-Coll’s workshop 
was much larger that any that are active 
today, but nevertheless, I’m staggered 
to think through the accomplishments 
of his life. He must have been thinking 
all the time. And he must have been on 
the move constantly. France was early 
outpaced by neighboring countries in the 
development of railroads, so for much 
of his career, Cavaillé-Coll would have 
relied on horse-drawn vehicles for his 
travel. Google Maps tells me that it’s 748 
kilometers (465 miles) from Montpellier 
to Paris. It would take about seven hours 
to make that trip in a modern car on mod-
ern highways. What an effort it must have 
been to run between clients scattered 
across the country in the mid-1800s.

To supervise the sale, design, con-
struction, and installation of more than 
fi ve hundred organs was a stupendous 
achievement. To conceive and realize 
his inventions, from the circular saw 
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By John Bishop

blade to the Ventil, was a creative output 
unequaled in the history of the craft. And 
we know that Cavaillé-Coll spend much 
energy promoting musicians, encourag-
ing compositions, and planning concerts.

TTFN, GPP
I’ve learned to refer to a website called 

netlingo.com when I come across an 
initialism that I don’t understand. When 
I received this one in a text message, I 
knew right away that the fi rst one is “ta 
ta for now.” But the second one wasn’t 
on the list, and it took me some time to 
fi gure it out. When I realized it was from 
an organist who must have been sitting 
on the organ bench during a service, I 
guessed correctly, “gotta play postlude.” 
Really? Would that be the same organist 
who complains that churches don’t pay 
organists well enough? Would that be 
the same organist who feels disrespected 
by the clergy? Would that be the same 
organist who is disappointed because his 
idea of encouraging the church to acquire 
a new organ hasn’t gained traction?

Texting is a great example of how peo-
ple fail to concentrate. We’ve only been 
texting for a few years—and I admit 
freely that I do all the time, and consider 
it a terrifi c way to stay in touch. Imagine 
the Organ Clearing House crew working 
in a distant city, picture them high on a 
tower of scaffolding, and Bishop needs 
to ask a question. A phone call would be 
a nuisance. A text message is like putting 
a sticky-note on someone’s refrigerator. 
I do that even to say, “CWYHAC” (call 
when you have a chance). 

Yesterday was a beautiful day in Man-
hattan. It was around seventy degrees, 
breezy and sunny, and thousands (mil-
lions?) of people were out and about. 
But I’m sure most of them were missing 
the beautiful day, because when I paid 
careful attention and counted on my 
fi ngers while walking a block or two, I 
noted that well over half the people were 
“in their phones.” They were texting, 
talking, e-mailing, probably searching 
for music, but they certainly weren’t pay-
ing attention to the beautiful day.

Perhaps the most dramatic result of 
the texting boom is the rapid increase in 
highway fatalities. It’s amazing to me that 
people think they can take their eyes off 
the road and their attention from their 
driving for long enough to write a note.

Initialism is a new word for acronym. 
It’s new enough that my spellchecker 
doesn’t know it. Initialisms in texting 
are typically short statements like 
SHWASLOMF (sitting here with a 
straight look on my face), ROFL (roll-
ing on fl oor laughing), or the teenager’s 
staple, PWOMS (parent watching over 
my shoulder). But there’s another that is 
a noun (the initials of a three-word name 
for a clinical condition) that’s started to 
turn up as an adjective: ADD—as in, 
“I’m pretty ADD today.” WWST (what 
would Shakespeare think)?

Our daughter Meg and her husband 
Yorgos have a beautiful dog named 
Grace. They got her from a shelter 
in Greece, before moving to the U.S. 
last fall. She’s part Irish Setter and, we 
think, part Saluki—which is the ancient 
Egyptian breed that is seen in many 
hieroglyphs. When they fi rst had her, 
they thought they had her trained to stay 

off the furniture. But as Meg was study-
ing the art of documentary fi lm making, 
she got a cool time-lapse camera that 
sticks to a wall or window with a suction 
cup. They set it up with a laptop once 
when they went out, and were amazed 
and amused to see that in the span of a 
couple hours, Grace had climbed on and 
slept on pretty much everything in their 
apartment. Playing back the fi lm shows 
a hilarious sequence of her changing 
her mind. It’s indicative of many people 
I know, who have such short attention 
spans that I wonder how they ever 
accomplish anything.

This is why I bring up the work of 
Galileo, Copernicus, Mozart, Schubert, 
and Cavaillé-Coll. I wonder what we are 
losing today because so many people 
are so wrapped up in the complexity of 
accomplishing nothing. I know a few 
people who actually stand out of the 
crowd because they have powerful and 
long attention spans. They really can sit 
on an organ bench for hours, practicing 
hard, without no powered-up phone sit-
ting there waiting to ring. We’re increas-
ingly surprised when someone plays 

an organ from memory, but it’s simple 
enough—they’ve done the serious work 
that it takes to master the music. They’ve 
paid attention.

A friend who is organist of a large and 
prominent church in Manhattan told me 
recently that he sits at the grand console 
in the chancel of his church looking out 
over a congregation full of people who 
are buried in their phones. He can see 
the telltale glow in their eyes. 

Are you paying attention?  
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On Teaching

Organ Method XIII
This follows directly from last month’s 

column. For those with little or no prior 
keyboard experience, I have made this 
method’s exercises simple, direct, and 
systematic. At the same time, assuming 
that the student can remember and build 
on what has come before, the student 
should be able to take the right approach 
to practicing the exercises and be able to 
concoct his or her own exercises to some 
extent. A student who is already experi-
enced on another keyboard instrument 
should be able to get something impor-
tant out of this section, since the feel and 
sound of playing in chords and multiple 
voices is critically different on organ 
from what it is on other instruments. 

Before we look at exercises designed 
to get each hand used to playing patterns 
of more than one note at a time, there 
are a few general points to consider.

1) The clearest physical difference 
between playing one note at a time in 
one hand and playing more than one 
note in a hand, is that the latter places 
more limits on fi ngering choices. If you 
are called upon to play fi ve notes at 
once in one hand—which is rare but not 
unheard of—then there is little or (usu-
ally) no actual choice about fi ngering. In 

the more common situation of two or 
three notes at once in one hand, there 
are often different fi ngering possibilities, 
but not as many choices as when playing 
only one line in a hand.

2) Hand position, already discussed 
earlier in this column, can be even more 
important when playing multiple notes 
at once than when the hand is playing 
one line, and can also be more diffi cult 
to manage well. In particular, the role of 
fi ngering choices for raised keys—sharps 
and fl ats—in determining comfortable 
hand position is crucial. In some pas-
sages, the position of the notes necessi-
tates some compromise in hand position. 
Part of gaining experience and comfort 
with playing the most complex reper-

toire is learning how to manage these 
situations well. If a hand position is not 
ideally comfortable, then it is important 
to relax the hand away from that position 
promptly and smoothly.

3) In a piece of music, or a passage, 
in which each hand is playing only one 
note at a time, each hand’s part is a musi-
cal line or voice or melody. When either 
hand has more than one note at a time, 
that texture can be multiple voices or it 
can be chords, or it can be some combi-
nation of the two. 

4) Playing two or more separate melo-
dies or voices with one hand in a way that 
sounds to an attentive listener like simul-
taneous melodies rather than chords is 
mostly a matter of attentive listening by 
the player. Exercises designed to address 
that aspect of playing are essentially lis-
tening exercises.

5) In most contrapuntal pieces with 
more than two voices in the hands, at 
least one voice migrates from one hand 
to the other. When this is the case, it 
almost always means that the piece, or 
that part of the piece, should be played 
on one manual: otherwise the sonor-
ity of that voice changes at essentially 
arbitrary times. It is also important that 
choices about which notes will be played 

by which hand be made carefully and 
sensibly. (In particular, it is important 
not to assume that every note printed in 
the upper staff should be played by the 
right hand, and that every note printed 
in the lower manual staff should be 
played by the left hand. These will be the 
tendencies, but the whole texture should 
be divided between the ten fi ngers in 
whatever way is most comfortable and 
gives the best musical results.)

6) Chordal passages often present 
articulation issues. If a series of chords 

in one hand is meant to be played legato, 
that presents fi ngering challenges, often 
involving fi nger substitution—a technique 
that will be dealt with later. If chords in 
one hand are meant to be played detached, 
then more fi ngering choices are available. 
Any detached fi ngering should be prac-
ticed fi rst with enough space between 
the notes that the physical motion from 
one chord to the next feels easy. Once the 
gestures have been established, the spaces 
between the notes can be made smaller 
without abrupt gestures or tension.

7) Just as it makes sense to practice 
hands or feet separately, it makes sense 
to practice individual components of the 
note picture within one hand separately. 
Sometimes it also can make sense to 

focus on listening to one component of 
the texture of the part being played by 
one hand over the other parts.

Examples 1 and 2 are simple exercises 
with which to begin playing more than 
one note in each hand.

I have placed these exercises in 
regions of the keyboard that, for most 
players, will permit the note patterns to 
feel most comfortable, with the forearm 
and hand aligned well. However, as with 
earlier exercises in this chapter, you 
should move them around: up or down 
by octaves, or by other intervals, mixing 
versions with few or no sharps or fl ats 
with versions that have more. 

There is an obvious fi ngering for these 
exercises. For the right hand: 3/1–4/2–
3/1–4/2–5/3–4/2, repeat; and for the left 
hand: 3/5–2/4–3/5–2/4–1/3–2/4, repeat). 
However, you should also try different fi n-
gerings, for example, playing all of the two-
note chords with the same pair of fi ngers, 
and simply moving the hand smoothly and 
gently from one chord to the next, or a 
mixed fi ngering such as (for the fi rst exer-
cise) 3/1–4/2–3/1–4/2–4/2–3/1 (repeat). In 
any case, whenever you pick up the same 
pair of fi ngers to play the next chord, make 
that gesture as light, relaxed, and smooth 
as possible. In particular, do not try to 
make the space between the chords par-
ticularly short: use as much space as you 
need to allow the gesture to be completely 
without tension or any feeling that you are 
“snapping” from one chord to the next.

Keep the tempo slow for now, and do 
not worry if you hear the two notes of 
each chord not quite sounding at exactly 
the same time as each other. This is 
important: of course in the long run you 
need to be able to make multiple notes 
in one hand sound exactly together, and 
also indeed to make them sound not quite 
together in ways that you have decided on 
for musical effect. However, any attempt 
to ensure that each fi nger depresses its 

Example 1

Example 3

Example 6

Example 7

Example 8

Example 4

Example 5
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By Gavin Black

note at exactly the same time as each 
other fi nger does —before you have 
developed a fair level of comfort playing 
note patterns of this sort—will lead to a 
touch that is too crisp and too focused on 
driving each key to the bottom. This can 
sometimes lead to real physical tension 
and, in the long run, pain. The good news 

is this: any tendency of multiple fi ngers 
to play notes somewhat out of kilter with 
one another will go away naturally and of 
its own accord as you continue to practice. 

If you have studied other keyboard 
instruments, you might be impatient 
with the simplicity of these fi rst exer-
cises. However, the touch and sound 
of the organ are different enough from 
piano, harpsichord, and clavichord that 
both the physical act and the listening 
aspect of playing more complex textures 
is very different indeed.

After taking a fi rst look at these exer-
cises and moving them around on the 
keyboard a bit, you should practice them 
in a couple of different ways that involve 
breaking them up. For example, play 
each line (upper note and lower note 
of each chord) separately, as shown in 
Example 3. (And similarly for the other 
parts of the exercise.)

Or stagger the upper and lower notes, 
as in Example 4. (And similarly for the 
other parts of the exercise. Don’t make 
this too fast: for this purpose, the rhythm 
doesn’t much matter.)

Note that these deconstructed ver-
sions of this two-voice chord exercise 

are themselves simpler than the exer-
cises and pieces that you have already 
been playing. 

Try playing three-note chord patterns,  
such as those in Example 5. In this case, 
the fi ngering can well be 1–3–5 (or 
5–3–1), and the same for each chord. It 
is important to move from one chord to 

the next smoothly, allowing the breaks 
between chords to be as long as neces-
sary to keep the motion comfortable. Are 
there other fi ngerings that are possible 
or, perhaps, better? Play around with 
it. Move these patterns around to other 
notes and other regions of the keyboard 
as you have done with other exercises.

This set of exercises can also be bro-
ken into component parts—the lower 
two notes, the outer notes, the upper 
two notes—or played staggered. You 
can devise ways of moving from one of 
these components to the full three-voice 
texture yourself, as in Examples 6 and 7. 
Make sure that you use the same fi ngers 
for the components that you want to use 
for those notes when they are put back 
into the full texture.

An exercise such as that shown in 
Example 8 combines some of the above:

A traditional four-part chorale har-
monization, such as that of Old Hun-
dredth (shown in Example 9), provides 
material for continuing to practice mov-
ing each hand from one two-voice chord 
to another.

For the current exercise, you should 
break this hymn into short sections, and 

into separate hands. Then work out a 
comfortable, sensible fi ngering for each 
section, assuming that it is acceptable 
to allow a breath or break between each 
two successive chords: that is, to play 
detached. Do not worry at this point 
about how detached the chords are, but, 
no matter how much space you leave 
between chords, keep your hands light 
and fl exible at all times. Release notes/
chords smoothly and gently, and move 
to the next note or chord calmly. Do not 
necessarily expect to put the whole hymn 
together or to put the hands together: 
that is not the point at this stage, though 
you may very well return to it later and 
learn it as a piece, probably with pedal. 
You can fi nd ample material for this sort 
of practice in any collection of chorales 
or hymns.  

Next month’s column will continue this 
discussion, moving on to techniques for 

practicing the art of playing truly inde-
pendent voices together in one hand.

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. He writes a 
blog at www.amorningfordreams.com.
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On April 15th, tragedy marred the 
famed Boston Marathon when two 
bombs went off at the fi nish line. Three 
people were killed and 260 persons 
injured. Over the next week the nation 
was transfi xed by news of the investi-
gation and manhunt that culminated 
in the unprecedented lock-down of a 
major metropolitan area. Many still 
struggle to make sense of these terrible 
events. Richard Webster, director of 
music and organist of Trinity Church, 
Copley Square, Boston, ran the Boston 
Marathon, completing the race moments 
before the blasts. His story provides a 
compelling context for how church musi-
cians can respond to disaster with hope. 

Jason Overall: What is your back-
ground as a runner?

Richard Webster: I started running 
around 1980 when I quit smoking. At fi rst 
I couldn’t run around the block without 
collapsing in a heap, but I found running 
to be a cleansing distraction from nico-
tine craving. Eventually, regular running 
became a habit. I completed my fi rst 
marathon in 1995 at age 43. I had read a 
book on marathon training and followed 
its instructions. As race day approached, 
I was not overly confi dent that I could 
run 26 miles, but I did it. Crossing the 
fi nish line was like walking through the 
gates of heaven. I was hooked. The race 
I ran this year in Boston was my 25th 
marathon. With adequate training, any-
one can run a marathon. Runners come 
in all shapes and sizes. 

How often do you run marathons?
Usually two a year—Chicago in Octo-

ber and Boston in April. I run Chicago in 
order to qualify for Boston, an elite race 
open to those who have run a previous 
marathon under a certain time, based 

on your age. I turned 60 just prior to the 
2012 Chicago race, which meant that my 
qualifying time for Boston went up by 10 
minutes. As my husband says, “you don’t 
have to get faster, just older.” 

Have you found a spiritual dimen-
sion to running?

Absolutely. I empathize with those who 
call the great outdoors their “church.” 
Being in the glory of nature, even on a 
bad day, doing what God designed your 
body to do, is hard to top. If your body 
is the “temple of the Holy Spirit,” then 
exercise of any kind is basic housekeep-
ing. There is a deep spiritual component 
to running. As Eric Liddel said in his 
Chariots of Fire sermon, “When I run, I 
feel God’s pleasure.” For me, running is 
meditation. As a composer, some of my 
best ideas result from a long run when 
the mind is receptive, empty. I never run 
with music, earbuds, or paraphernalia. 
I love the silence. My footfalls and the 
wind in my ears are music enough. 

What is a typical weekly schedule for 
your running?

I would love to run daily, but a church 
musician’s schedule is so wonky that 
some days it just doesn’t happen. If I put 
it in my calendar, like a rehearsal, then 
I’m more likely to do it. I try to run four 
to six times a week. A day or two off each 
week is good. Your body needs to rest, 
repair and restore itself. In the months 
leading up to a marathon, one long run a 
week (8 to 20 miles) is key.

Are there parallels between running 
and musicianship? Has your musi-
cianship benefi tted from running?

Exercise, especially the aerobic 
kind, increases blood fl ow. More 
blood through the brain improves 

concentration, something vital to musi-
cians. Running has increased my stamina 
in general. This week I’ve been directing 
the Grand Rapids Choir of Men and 
Boys in recording sessions for a new CD. 
I stand for hours, waving my arms, doing 
all I can to help this fi ne choir achieve its 
best. I don’t tire. Being a distance runner 
steels you. It gives you endurance.

 What were your expectations before 
this year’s Boston Marathon?

The best day of the entire year in Bos-
ton is Patriots’ Day, the third Monday 
in April, commemorating Boston’s role 
as the cradle of the Revolution. It’s the 
day of the Boston Marathon, the world’s 
oldest and most prestigious marathon, 
something our city is rightly proud of. 
As a state holiday, businesses and schools 
are closed. Everyone has the day off. 
From the starting line in Hopkinton to 
the fi nish line in Copley Square, throngs 
turns out to cheer the runners and enjoy 
the race. It’s a 26-mile long party. On 
Patriots’ Day Boston truly becomes that 
“city on a hill” for all the world to see. 
The energy, enthusiasm and electric-
ity fl owing back and forth between the 
runners and the fans is hard to describe. 
It’s like really good church. I fi nd it to be 
incredibly spiritual.

I usually run marathons in costume. 
It’s more fun and it jazzes up the fans. 
Kids particularly love it. I’ve run as the 
Easter Bunny, Paul Revere, Abraham 
Lincoln (in 2009 for his 200th birthday), 
Robin, J. S. Bach (to raise funds for the 
Bach Week Festival in Chicago), Robin 
Hood, Cat in the Hat, and a bumble bee. 
This year, to raise funds for the Trinity 
Boston Foundation, we held a costume 
contest. “See Richard run . . . as an Angry 
Bird, the Pope, or Prince William.” Votes 
were cast by making contributions to the 
Foundation. Prince William won hand-
ily. The costume was handsome—a red 
military jacket and sash, à la Prince Wil-
liam on his wedding day. I had a framed 
photo of Kate Middleton dangling from 
my neck and wore a big crown so fans 
could see me coming. All in all, it was a 
heady mix of fun, adrenaline, and enthu-
siasm, and for a worthy cause.

 
Did you have any goals?

No. Unlike Chicago, which is a fl at 
course, Boston is notoriously hilly. Heart-
break Hill is only one of many “ups and 
downs” in this race. A “personal best” in 
Boston is as elusive as the Holy Grail. 
I’m always happy just to fi nish. Last 
year’s race, when it was 88 degrees, I ran 
in 4:30. This year I lopped off nearly a 
half hour, fi nishing in 4:03. 

Runners, especially marathoners, rely 
on their fans to help get them through 
the race. I knew I’d see one of my choir 

members at Mile 11 in Natick. She was 
there with a banana, a swig of water and 
a hug. Mile 13 is the “Wellesley gaunt-
let,” with thousands of Wellesley College 
women hanging over the police barricade 
screaming and begging for kisses from 
runners. So inspiring. So fun. At Mile 19 
a group of Trinity choir folks awaited me, 
near the beginning of Heartbreak Hill. 
One of my tenors jumped into the race. 
For the next two miles, he ran with me, 
sticking by my side until we had crested 
Heartbreak Hill. Thanks to Mark, I for-
got about the agony of those two relent-
lessly uphill miles. A gaggle of friends 
had gathered at Coolidge Corner, Mile 
23.5, cameras and iPhones poised. Their 
wild cheering jazzed me up so much that 
I ran the rest of the race. Usually the 
agony of the last 3–4 miles is so acute 
that I can’t run continuously. It’s more a 
mix of running, walking, and hobbling. 
Lots of runners resort to this toward the 
end. For me, this time was different. My 
Mile 26 was the second fastest mile of 
the entire race. Inexplicably, I just kept 
running and crossed the fi nish line sev-
eral minutes before I should have. Was it 
the Holy Spirit? Coincidence? The fans? 
The costume? I don’t know. 

Did you have friends waiting for you 
at the fi nish line?

I did, but I didn’t know it. Just after 
fi nishing, I spotted one of my choristers 
and her father in the crowd in front of 
Old South Church. I went over to the 
barricade for a quick hug and chat. Soon 
after leaving them, the fi rst explosion 
went off a half block away. I will never 
forget how loud it was. It doesn’t surprise 
me that some who were close to the blast 
suffered hearing damage. At this point 
you think, “Is this a stunt? Fireworks? 
Something electrical?” Utter bewilder-
ment. When the second blast struck, 
further down Boylston Street, you knew 
something was terribly wrong. Suddenly, 
chaos was everywhere. Sirens. Medical 
personnel careening toward the scene 
with stretchers. Emergency vehicles 
appearing out of nowhere. Choirs of 
sirens. Race volunteers moving the fi n-
ishers away from the scene. A cluster of 
us were standing around trying to fi gure 
out what was going on when another run-
ner who had just crossed the fi nish line, 
his forehead bloody, staggered up to us. 
Choking on his words, he said, “I can’t 
believe I saw limbs lying in the street.” 
We began to cry. How could this be hap-
pening? As this group of strangers wept, 
race volunteers surrounded us, asking, 
“How can we help? Can we call a relative 
for you?” That was futile, of course. Cell 
phone service was completely down. In 
the face of evil, the impulse is to over-
whelm it with kindness and compassion. 

Richard WebsterBy Jason Overall
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People were desperate to fi nd a way to 
help, to bring relief to the suffering. 
In the weeks following, this response 
did not abate. Boston has felt like the 
Kingdom of God. Goodness, gentleness, 
and generosity are everywhere. Traffi c 
is less aggressive; crowding onto a rush 
hour subway more deferential. Our city 
responded by saying, “The last word will 
not be evil, but kindness and mercy.” 

Some days later, the same chorister 
and her father with whom I had spoken 
at the fi nish line on race day said to me, 
“You saved our lives. We had been stand-
ing where the fi rst bomb went off, wait-
ing to see you fi nish. When you crossed 
the fi nish line, we left to go fi nd you. Had 
you not fi nished when you did, we would 
have still been standing at that spot.”

How do you make sense of that? 
Maybe God gave me what it took to run 
faster than usual in order to spare their 
lives. But what about those who were not 
spared? These are hard spiritual ques-
tions with no facile answers.

 
What elements of your spirituality or 
musicality have nourished you dur-
ing this time?

It has been a diffi cult time at Trinity. 
Our church is near the fi nish line. For ten 
days, the Copley Square area was closed 
as a crime scene. No one could get near 
the church. We were in exile. Where 
would we worship the following Sunday? 
The Church of the Advent graciously 
invited us to join them. Liturgically, our 
two churches are famously different. 
The two congregations worshipping 
together would have been something to 
behold. Temple Israel also reached out 
to us, offering their beautiful, modern 
building in the Longwood Medical area. 
“Come and hold your services here,” they 
invited. Not only did these kind people 
open up their building, they demon-
strated radical hospitality, laying on cof-
fee hour, serving as ushers, directing us to 
the restrooms. The chief Rabbi publicly 
welcomed us. We celebrated the Eucha-
rist before the Torah ark in the Jewish 
temple. Who would ever have thought? 
Their only request was that we not 
bring crosses into the building. Roughly 
900 people worshipped in a space as 
un-Richardsonian Romanesque as one 
could imagine. With a choir of eighty, 
a grand piano and fl ute, we were good 
to go. There was a lightness, grace, and 
holiness to it all. The congregation belted 
the hymns as never before, much to the 
amazement of the Jews, who blogged 

about “how those Christians really sing!” 
No one there will ever forget that service. 
The psalm appointed for Good Shepherd 
Sunday was Psalm 23. “Yea, though I 
walk through the valley of the shadow of 
death, I will fear no evil, for thou art with 
me.” What more needs to be said? 

The Trinity choirs have been a unify-
ing thread through these trials. The day 
after the attacks, a choir dad e-mailed, 
“My daughter insists that the Choristers 
go ahead with rehearsal today. She is 
adamant that they be together. If they 
can’t go to Trinity, then why not rehearse 
at Mr. Webster’s house?” A 10-year old 
gets it. When you’re the choir, you come 
together to do your job. You have a mis-
sion. Two days after the bombings, with 
the church still closed, our Wednesday 
Evensong morphed into an open-air 
service at the police barricade two blocks 
from the church. Colin Lynch led the 
choir, and clergy offered prayers for the 
healing of our city. Though our church 
building was closed, the community of 
faith carried on. Trinity fi nally reopened 
the following Wednesday. The fi rst pub-
lic service was Evensong with the Cho-
risters. TV cameras rolled. It was another 
step in a painful, uncharted, redemptive 
journey that no one could have foreseen. 

At a time like this clichés are helpful 
because they convey truth. Life is pre-
cious. Life is a gift. It can be taken away 
or altered in an instant. Thank God for 
it every day, and tell those you love that 
you love them. Tell them often.

 
You express yourself so eloquently 
through your compositions. Can you 
envision responding to these events 
through your music?

I don’t know yet. Here’s another irony. 
The day before the race was a Sunday, 
known in Boston as Marathon Sunday. 
It’s a big day in the city churches, with 
scores of out-of-town runners on hand. 
At Trinity we bless the athletes during 
the services. I had composed a new 
anthem, Have you not known? Have you 
not heard? based on Isaiah 40, to be pre-
miered that day. The text includes, “They 
shall run and not be weary. They shall walk 
and not faint.” It had been commissioned 
by Stephen J. Hendrickson, a parishioner 
whose partner, David McCord, was about 
to run his fi rst marathon. The energetic 
music weaves in the famous theme from 
Chariots of Fire. The Trinity Choir gave 
it a rousing fi rst performance. Given 
the following day’s events, the piece has 
acquired a particular poignancy. 

Are there other aspects of this that 
you would like to share?

There is no doubt that evil exists. We 
saw it in twelve horrifying seconds in 
Boston. But evil is everywhere, every 
day. Though there was injury and death 
on Patriots’ Day, there is violence in the 
streets of Boston, Chicago, Baghdad, 
and Damascus every day. We who claim 
the faith of Jesus are called to respond to 
the world’s brokenness passionately, with 
courage, mercy, and healing.  

This article also appears in the October issue of 
The Journal of the Association of Anglican Musicians.

Richard Webster, FRSCM, is director 
of music and organist at Trinity Church, 
Copley Square, Boston. He is also music 
director of Chicago’s Bach Week Fes-
tival, and president of Advent Press 
(www.advent-press.com).

Jason Overall is president of Goulding 
& Wood Organbuilders (www.gouldin-
gandwood.com), where he works in tonal 
design and project development. He also 
serves as organist and choirmaster of St. 
James Episcopal Church in Knoxville, Ten-
nessee, where he oversees a thriving music 
program in an urban parish.

Richard Webster as Robin Richard as J.S. Bach Royal Richard
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In 1980, I was appointed organist and 
 director of music at Queen Street Bap-

tist Church in St. Catharines, a position I 
held for 18 years. In 1998, I was appointed 
organist and director of music at Lundy’s 
Lane United Church in Niagara Falls. 
During those years, I conducted 23 organ 
and church tours throughout Ontario and 
New York State. These tours generated a 
lot of interest and I easily fi lled two buses 
for each fall tour and maintained a very 
long mailing and waiting list. 

When I was appointed as organ-
ist and director of music at St. Paul’s 
United Church in Oakville in 2010, I 
was strongly encouraged to restart these 
tours. In the spring of 2012, the congre-
gation of St. Paul’s toured four major 
churches in downtown Toronto, an 
experience of sights and sounds enjoyed 
by all that attended. We were warmly 
welcomed by the clergy and organists 
at Metropolitan United Church, York-
minster Park Baptist Church, Timothy 
Eaton Memorial United Church, and St. 
Clement’s Anglican Church.

On April 27, 2013, a lovely Satur-
day morning, one bus and twelve cars 
(approximately 80 people) set out for 
our second annual tour of Waterdown, 
Dundas, and Hamilton. This was made 
possible by the terrifi c support of mem-
bers of the Hamilton RCCO who played 
in these churches. 

The School Sisters of Notre Dame 
Chapel (built in 1956) is in Waterdown, 
in a beautiful countryside setting hidden 
away. The Yvonne Willliams stained glass 
windows were beautiful as the morning 
sunlight came through. Organists and 
organ students had an opportunity to 
play the fi ne Casavant organ (Opus 
2507—three manuals, 30 stops, 29 ranks, 
installed in 1959) in the gallery.

We then arrived at St. James’ Anglican 
Church in Dundas. Our hosts were Chris 
Dawes, Alan and Dorothy Gregson, and 

Richard Birney-Smith. The new Leslie 
Smith pipe organ was demonstrated by 
Richard—indeed a wonderful sound in 
this worship space. St. James was built 
in 1925 and the cornerstone was laid 
by the Bishop of Niagara at that time. 
The church was totally destroyed by 
fi re in January 1978 and re-opened and 
dedicated in April 1980. An electronic 
organ had served the congregation up to 
the time of the arrival of the new organ. 
The new Leslie Smith organ (Opus 6) 
was installed at the front of the church 
in 2008, consisting of three manuals, 31 
stops, and a total of 2,297 pipes. This 
organ originated as a 1913 Karn-Warren 
in the sanctuary of the now closed 
Church of St. James-the-Apostle in 
Hamilton. Although eleven of its voices 
are authentic to the original organ, and 
its matching Arts and Crafts style cases 
now house the Great and Solo divisions 
at the baptistery end of the church, with 
the exception of one pedal chest the 
entire mechanism is new and custom 
built for St. James. The pre-existing Karn 
voices have been augmented by the addi-
tion of both new and vintage pipework, 
including a rare free-reed Cor Anglais. 

The unusual characteristic of the organ, 
inspired by St. James’ famous acoustics, 
is its placement in four cases around the 
sanctuary: two at the baptistery (south 
end) and two at the chancel (north end).

Our next stop was the Cathedral of 
Christ the King, where our group was 
welcomed by Robert Corso, director of 
music, who gave us a guided tour. We 
were given an extensive and most inter-
esting tour of the cathedral to appreci-
ate the architecture and windows, 
and also a demonstration and short 
recital at the great Steinmeyer organ 
in the gallery. This organ (Opus 1570) 
was installed after the cathedral was 
completed in 1933. Built in Öttingen, 
Bavaria, it contains 85 ranks, 67 stops, 
and approximately 5,000 pipes. In 1990, 
a new four-manual console was installed 
by R. A. Denton & Son of Hamilton, 
Ontario, built by R. A. Colby, Johnson 
City, Tennessee (temporarily used by 
the Mormon Tabernacle in Salt Lake 
City, Utah during their organ console 
rebuild in the late 1980s).

Central Presbyterian Church in down-
town Hamilton is the largest Presbyterian 
church in the region. The church was built 
in 1908, and on June 14 that year, when 
it opened, Casavant Opus 321 organ was 
already installed. The Echo division was 
added by Casavant in 1917, a new console 
in 1950, and the organ was tonally revised 
and overhauled in 1982 and 1999 by Alan 
T. Jackson, Toronto, for Casavant Frères. 
In 2008, the console underwent solid-
state conversion by Robert Hiller for Alan 
T. Jackson. In 2010, the Echo division was 
revised and cleaned by Robert Hiller for 
Alan T. Jackson. Paul Grimwood, direc-
tor of music at Central, was  host for our 
lunch break, followed by a mini-recital 
and organ demonstration.

Our tour group marveled at the array 
of beautiful stained glass windows at Mel-
rose United Church. Rev. Liz Mackenzie 
welcomed everyone warmly. After a brief 
talk about the history of the church, some 
of the organists had a chance to play the 
fi ne Casavant organ (Opus 1360) in the 
chancel. This instrument consists of 38 
stops, 42 ranks and 3,017 pipes. There 
were some alterations to the organ in 
1978 by the Keates Organ Company of 
Acton, Ontario. At this point, our group 
sang that wonderful evening hymn, “The 
Day Thou Gavest, Lord, Is Ended,” with 
Andrew Adair at the organ. We thank 
David Buckley, director of music at Mel-
rose, for allowing us the chance to see 
and play the organ.

Our day ended at Christ’s Church 
Cathedral, with Michael Bloss as host. 

A thrilling performance of Bach’s “Jig 
Fugue” fi lled the chancel and nave from 
the console of this fi ne Casavant organ 
(Opus 1048).

Originally a Johnson organ, this Casa-
vant was installed in 1924 with three 
manuals. It was rebuilt by the Dubay 
Organ Company of Burlington, Ontario, 
in 1962, and again in 1998 by Alan T. Jack-
son of Toronto. At that time a new prin-
cipal chorus and mixtures were added to 
the Choir division. The organ now has 59 
stops, 65 ranks, with 3,898 pipes. One of 
the members of the cathedral staff spoke 
about the history of the cathedral and the 
stained glass windows. We thank them 
both for their time and warm welcome.  

Future tours are planned for the 
Niagara area in 2014, as well as tours to 
London, Buffalo, New York, Guelph-
Elora, and Rochester, New York.  

Photo credit: Doug McConnell
Ross Stretton is organist and director of 

music, St. Paul’s United Church, Oakville, 
Ontario, Canada.
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Abstract 
Whether mechanical organ actions 

allow organists to control the way in 
which they move the key and thus infl u-
ence the transients has been discussed 
for many decades, and this is often given 
as their main advantage. However, some 
physical characteristics of mechanical 
actions, notably pluck, make it diffi cult for 
the player to control the key movement 
and thus vary the transient. This project 
looks primarily at how organists use 
rhythm and timing to play expressively, 
but also provides some evidence about 
whether transient variation is signifi cant. 
Rhythmic variation can be through the 
use of deliberate “fi gures”, or the player 
may be unaware that they are making 
such variations. These variations in style 
lead to clear groupings of the pressure 
rise profi le under the pipe and thus limit 
the amount of transient control possible. 
This is supported by informal listening 
tests. It also considers other factors that 
might lead to transient variation that are 
outside the player’s direct control.

Introduction 
This paper presents results from a proj-

ect funded by the UK Arts and Humanities 

Research Council at the University of 
Edinburgh and is based on papers pre-
sented at ISMA 2010 (International Sym-
posium on Musical Acoustics) in Australia1 
and Acoustics 2012 in Nantes.2  The organ 
has been described as a “dangerously 
inexpressive” musical instrument.3 The 
project set out to investigate the extent 
to which organists use rhythm and tim-
ing to achieve expression on mechanical 
action pipe organs rather than varying the 
transient by the way in which they move 
the key, although it inevitably also consid-
ered the latter. Transient control is widely 
considered a basic factor of organ playing 
but this is not universal, and a number of 
prominent organists and builders, such 
as Robert Noehren,4 disagree. However, 
there is little published research about 
this or whether other mechanisms may be 
important for expressive organ playing. 

This project originally started because  
of the construction of a number of large 
organs in the UK that have dual mechan-
ical and electric actions. The curators of 
these organs reported that the mechani-
cal consoles were hardly ever used, sug-
gesting that any advantage was not over-
whelming. It also implied that there may 
be signifi cant unnecessary expenditure 

and also the possibility that either or 
both of the actions were compromised. 

The PhD work that preceded this 
project concluded that players did not 
vary the way in which they moved the key 
to the extent that they thought they did.5 

Background 
The bar (groove) and slider windchest 

has existed more or less unchanged for 
some 600 years even down to the materi-
als generally used. 

The one characteristic that defi nes 
the nature of the touch of a mechani-
cal pipe organ action is pluck (being 
analogous with the feel of the plectrum 
plucking the string of a harpsichord. It 
is also called “top resistance”). Pluck is 
caused by the pressure difference across 
the closed pallet (H) in Figure 1, which 
is a modifi cation of an illustration by 
Audsley of a cross section of a bar and 
slider windchest.6 The bar is the chan-
nel on which all the pipes for one note 
are planted. The sliders (S) are mov-
able strips, traditionally of wood, that 
determine which ranks of pipes receive 
air from the groove, by lining up holes 
in the slider with corresponding holes 
on the top of the groove. They move 

perpendicularly to the plane of the 
diagram. With the pallet closed, the 
pallet box (ABDH) contains pressur-
ized air whereas the groove contains air 
at atmospheric pressure. The net force 
of the pressurized air on the bottom of 
the pallet has to be overcome in order 
for the pallet to start opening. As soon 
as the pallet starts opening as the tracker 
(attached to N) moves downwards, the 
pressures on either side of the pallet 
start to equalize and the additional force 
reduces very quickly (Figure 3). The 
feeling has been likened to pushing a 
fi nger through a thin layer of ice. 

When a note is not sounding, the pal-
let is kept closed by the force exerted 
by the pallet spring (G) and the air 
pressure  against its lower surface. As a 
force is applied to the key, the various 
action components bend (key levers, 
backfalls), twist (rollers), stretch (track-
ers) and compress (cloth bushes), etc., 
until suffi cient energy is stored to over-
come the force keeping the pallet shut. 
Figure 2 shows a 200g key weight on a 
key of the model organ in Edinburgh 
just before the pluck point, with the 
pallet still closed. The key is depressed 
by about 40% of its total travel. Any 
further movement will result in the 
pallet immediately opening by a similar 
amount before the key has moved sig-
nifi cantly further—the pallet “catches 
up” with the rest of the action. 

The need to keep the playing force 
and repetition rate within acceptable 
limits means that the action can never be 
made completely rigid, and it will always 
act like a spring to some extent. The 
basic characteristics of the movement of 
a key through to the sounding of the pipe 
are illustrated graphically in Figure 3. 

The low frequency variation in the 
pressure at the beginning of the note is 
due to the delay of the pressure regula-
tor, described more fully later, and the 
high-frequency component throughout 
is due to the pipe feeding back into the 
groove. The most important features of 
Figure 3 are: 

• The key moves a signifi cant distance 
before the pallet starts to open and catches 
up with the rest of the action ~ 40% 

Figure 1. Cross section of a bar (groove) and slider windchest adapted from Audsley, 
Figure CLIX. The signifi cant parts are: N connected to the tracker from the key and 
pulling open pallet H via tracker M, compass spring G providing the closing force 
on the pallet, pallet box containing pressurized air, bar connecting all pipes played 
with one key, slider S shown open so that the pipe, planted in tapered hole P, will 
speak when the pallet is opened.

Figure 2. Flexibility in the action just 
before the pluck point demonstrated 
by placing a 200g key weight on the 
key head. Model organ, University of 
Edinburgh

Figure 3. Graph showing key movement (dark blue), pallet movement (red), wind 
pressure immediately under the pipe foot (light blue), force applied to key head 
(mid blue) and sound recording (green) for a representative “slow” note on the 
model organ, University of Edinburgh. To a constant time scale, but arbitrary units 
of magnitude

Figure 4. Key movement from two performances of the same theme. The player was 
asked to vary nothing but the speed of key depression, which he thought varied by 
a factor of fi ve. Ahrend organ, Reid Concert Hall, University of Edinburgh

The Organ: 
A Dangerously Inexpressive Musical Instrument?
By Alan G. Woolley

Pipe organ mechanical action
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Pipe organ mechanical action

• The key slows down due to the 
increasing resistance as the action fl exes 
(rollers twisting, washers compressing, 
levers bending, etc.) 

• As the resistance due to pluck is 
overcome, the key increases in speed of 
movement, as it is not possible to reduce 
the force being applied by the fi nger in 
the time available 

• The air pressure in the groove starts 
to rise at the same time as the pallet 
starts to open 

• The force applied to the key increases 
until just after the pluck point, when it 

reduces, although not suddenly. This is 
probably due to the airfl ow through the 
pallet opening applying a closing force to 
the pallet 

• The force increases suddenly as the 
key hits the key bed 

• The air pressure reaches a peak early  
in the pallet movement (after about 45% 
pallet travel) 

• The pallet starts to open at about 
40% of key travel and the pressure in 
the groove reaches a maximum at about 
57% key travel. This is the only part of 
the key movement that could affect the 

transient, but during this movement the  
pallet is out of control of the key because  
it is still catching up with it 

• There is a delay before the pipe 
starts to speak 

• The key is on the key bed and the 
pallet is fully open before the pipe has 
reached stable speech 

• There is a delay before the pallet 
starts to close when the key is released 
(probably due to friction) 

• Later in the release movement the 
pallet starts to close in advance of the key 
movement (due to air pressure) 

• The pallet is fi rmly seated before the 
key has returned to its rest position (in 
this case the key has 23% travel to go) 

• The sound envelope does not start 
to diminish until the point at which the 
pallet closes 

• During the key release, the force is 
gradually reduced but the key does not 
start returning until the force due to the  
pallet spring is greater than the force 
applied by the fi nger 

• There is slight increase in force as 
the pallet “snaps” shut due to the fl ow 
of air through the opening. This helps 
to reduce leaks around the closed pal-
let, but would also make it very diffi cult 
to control the pallet in the fi nal stage 
of travel. 

The time of travel of the pallet from 
starting to open to fully open is typically  
around 30ms (0.03 seconds). Reaction 
times in sporting events are generally 
around a best of 100ms.7 This implies 
that the player is unlikely to be able to 
respond to pluck and reduce the force 
being applied by the fi nger. 

These effects were noted in every 
organ measured, to a greater or lesser 
extent, depending on the size and rigid-
ity of the action and the magnitude of 
pluck, and even on a light, suspended 
action the effect is signifi cant. 

Initial work
Some tests were carried out with the 

University of Edinburgh organist, Dr. 
John Kitchen, playing the 1978 Ahrend 
organ in the Reid Concert Hall. This has 
a very “light” suspended action (50g key 
force, 50g pluck, Hauptwerk, middle C 
Principal). In the fi rst exercise he played 
an improvised theme and was then 
asked to repeat it, varying nothing but 
the speed of key movement. The mea-
surements of the key movements are 
shown in Figure 4, in which the curves 
are superimposed on the main part of 

Figure 5. Graph comparing the same notes from two performances of the same 
sequence but with one accented by being “hit harder” (light blue). Ahrend organ, 
Reid Concert Hall, University of Edinburgh

Figure 6. Two notes were played an octave apart, one with a “slow” (pink) and one 
with a “fast” (blue) key movement in order to establish the point at which the player 
perceived the note as starting. Ahrend organ, Reid Concert Hall, University of 
Edinburgh

Figure 7. Canongate Kirk, Edinburgh. Key movement and sound recording for a 
“fast” key attack.

Figure 8. Canongate Kirk, Edinburgh. Key movement and sound recording for a 
“slow” key attack.
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the key movement rather than the pluck 
point.8 Kitchen felt that he had moved 
the key “fi ve times faster” the second 
time (black curve) and changed nothing 
else. In fact, the time from the key start-
ing to move to hitting the key bed in the 
fast note was about half the length of the 
slow note, with all of the difference at 
the beginning. Figure 4 does not show 
that the overall tempo was also faster 
with the fast key movement, but it can 
clearly be seen that the fast attack has 
resulted in a signifi cantly shorter note. 
Even on this relatively rigid action, the 
effect of pluck is apparent at the begin-
ning of the key movement at about 
0.8mm key travel. 

In the next exercise Kitchen tried 
to accent a note by “hitting it harder.” 
Figure 5 shows that again with the non-
accented movement the effect of the 
fl exibility of the action is apparent, but 
the majority of the movement is very 
similar in both cases. 

In the two previous examples, the 
main part of the key movement has been 
superimposed. Since the relative timing 
of the pluck point varies, a further test 
was designed to indicate the point at 
which the player perceived the note to 
start. He was asked to play in the two 
manners from Figure 4 one octave apart 
simultaneously. Figure 6 shows the two 
notes to the same time reference and 
indicates that the player perceived the 
start of the note to be the point at which 
the key started to move. This introduces 
a timing difference between the two 
notes of approximately 30ms as the 
pipes will not start to speak until after 
the pluck point at a displacement of 
approximately 10% of travel. The “slow” 
note will sound after the “fast” note and 
is also slightly longer by about 10ms. 
The differences between the shapes of 
the beginnings of the key movements 
are discussed later. It is interesting that 
the notes do not end simultaneously. 

A further exercise was carried out 
at the Canongate Kirk in Edinburgh 
(Frobenius 1998, IIP20). A simple visual 
examination (confi rmed by informal lis-
tening tests) shows that distinctly differ-
ent key movements are not refl ected in 
the sound profi les. Figure 7 represents 
a “fast” attack and Figure 8 represents a 
“slow” attack as perceived by the player. 
As observed throughout, the “slow” 
attack also resulted in a longer note. 

Rhetorical fi gures 
A frequent comment by organists 

was that even if it were possible to vary 
the way that they moved the key at 
the start of a piece of music, it was not 
possible to maintain these variations 
throughout a piece. Dr. Joel Speerstra 
is studying rhetorical fi gures at the 
University of Göteborg, based on his 
research into clavichord technique. 
These are physical gestures that can be 
maintained throughout a performance 
and are based on rhetorical fi gures in 
German baroque music described by 
Dietrich Bartel.9 

Examples of Speerstra’s fi gures are 
listed below with his descriptions,10 
along with graphs of some of these show-
ing the key movements, pallet move-
ments, pressure rise in the groove, and 
sound recordings. The measurements 
taken showed that phrasings closely fol-
lowed the descriptions given, and some 
examples are shown below. 

Transitus (Figure 9) 
“You are standing a certain amount 

of the weight of your arm on a stiffened 
fi nger with a relaxed elbow, and moving 
from the fi rst fi nger to the second with-
out completely engaging the muscles 
of your arm that would lift it off the 
keyboard. This technique makes it easy 
to control heavy actions, and you would 
expect this kind of paired fi ngering to 
have fast attacks for both notes and a 

Figure 11. Graph showing the key movements and sound recording for a theme 
played using the portato rhetorical fi gure. Örgryte Church, Göteborg

Figure 12. Graph showing key movements (K) and pressure in the groove (Pr) for 
the fi rst note of a theme played with the rhetorical fi gures suspiratio, legato, and 
portato (Group 1) and transitus and staccato (Group 2). Pressure curves aligned to 
highlight similarity. Örgryte Church, Göteborg

Figure 9. Graph showing the key movements and sound recording for a theme 
played using the Transitus Rhetorical Figure. Örgryte Church, Göteborg

Figure 10. Graph showing the key movements and sound recording for a theme 
played using the Suspiratio Rhetorical Figure. Örgryte Church, Göteborg
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longer fi rst and third note a shorter 
second and fourth note and, hopefully, 
as slow a release as possible after the 
second and fourth note.” 

The releases of the second and fourth 
notes are not signifi cantly different from 
the others. 

Suspiratio (Figure 10) 
“It is a fi gure that starts with a rest fol-

lowed by three notes, so the fi rst note is 
now an upbeat, and I would expect that 
there is a faster release after the fi rst 
note, and the second and third would 
form a pair much like the fi rst and sec-
ond in the transitus example.” 

Portato (Figure 11) 
“Portato [uses] separated notes but 

with slower attacks and releases.” 

To these can be added more famil-
iar styles such as legato and staccato, 
although these may benefi t from being 
more clearly defi ned. Whenever players 
were asked to play fast attacks, they also 
played shorter notes. 

Measurements were made of Speer-
stra playing in these styles on the North 
German organ in the Örgryte Church in 
Göteborg (built in the style of Arp Schnit-
ger by the Göteborg Organ Art Centre 
[GOArt] as a research instrument). The 
key movement (middle C, D, E, F), pal-
let movement (C, D) and pressure in the 
groove of middle C (measured by remov-
ing the Principal 8′ pipe) were measured, 
as well as sound recordings being made. 
All magnitudes are to an arbitrary scale. 

Figure 12 shows all of the key move-
ments and pressure profi les for the 

rhetorical fi gures described above. 
Despite the low number of data points, 
it can be seen that there are two groups 
of key movements and two very close 
groups of pressure rise profi les. The 
graph has been produced to show the 
two groups superimposed within the 
group but separated between the groups. 
If the player perceives the note starting 
at the point at which the key starts mov-
ing, there will also be time differences 
between the start of the notes as in Fig-
ure 6 above. There is an initial pressure 
drop in the “faster” group. Full listening 
tests have not been carried out, but initial 
tests across a wide range of musical levels 
did not indicate consistent differences 
in fl ue pipe transient between styles, 
although highly trained ears will detect 
subtle changes that others may not be 

able to. Reed pipes were not included in 
this study, although clear control of the 
fi nal transient of some of the solo reeds 
was apparent when played in isolation. 

This organ is unbushed and there is 
a considerable range of noise response 
from the action—from almost silent to 
distinctly audible in the church, depend-
ing on the performer’s technique. This 
noise can mask the attack transient of the 
pipe, particularly close to the console. This 
issue was also encountered later in Roch-
ester, and Speerstra considers that playing 
in a way that causes excessive noise is both 
undesirable and avoidable. John Kitchen 
also stated that he played in a style that 
minimizes the action noise on the Ahrend 
organ in Edinburgh. This avoidance of 
excessive action noise may limit varia-
tions in key and thus pallet movements. 

Figure 13. Key and pallet movements, pressure in groove and sound recording of a 
note played using the Portato Rhetorical Figure

Figure 14. Key and pallet movements, pressure in groove and sound recording of a 
note played using the Transitus Rhetorical Figure

Figure 15. Graph to show groupings of the pressure rise immediately under the pipe 
foot of a theme played in a number of expressive styles as listed in Tables One to 
Three. Student CP on the Casparini copy in Christ Church, Rochester, NY

Figure 16. Graph showing the key movements of student CP playing in a style 
described as “Romantic pp.” Casparini copy in Christ Church, Rochester, NY

Figure 17. Graph showing the key movements of student CP playing in a style 
described as “Virtuosic Light ff.” Casparini copy in Christ Church, Rochester, NY

Figure 18. Graph to show groupings of the pressure rise immediately under the pipe 
foot of a theme played in a number of expressive styles as listed in Tables Four and 
Five. Student LG on the Casparini copy in Christ Church, Rochester, NY
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Excessive noise on key release may also 
mask the release transient. 

An example from each group is 
shown in the following graphs. Figure 
13 illustrates an example from Group 
1 and shows a relatively gradual start 
of the key movement, the fi rst in the 
sequence. The accent is on the second 
note of the sequence. 

Figure 14 shows a comparable note 
from Group 2. The key initially acceler-
ates quickly and shows a distinctly differ-
ent form of movement from Figure 13. 
The accent is on this note. 

The initial movement of the key is 
fundamentally different, and tests on 
the model at Edinburgh indicate that in 
the case of the portato playing style, the 
fi nger was in contact with the key at the 
start of the movement, whereas in the 
transitus example, the fi nger started its 
movement from above the key and thus 
was moving with signifi cant speed when 
it contacted the key, causing a much 
greater acceleration of the key. 

Measurements were also made on the 
copy of the Casparini organ of 1776 from 
Vilnius, Lithuania, built by GOArt in 
Christ Church, Rochester, New York, for 
the Eastman School of Music (ESM). A 
number of doctoral organ students played 
in styles of their choice that they consid-
ered resulted in variations of expression, 
including different transients. They used 
their own descriptions of these styles; some 
of these were long and descriptive and 
cannot be incorporated onto the graphs. 
The pressure was measured directly under 
the pipe foot using a device made by the 
ESM organ technician Rob Kerner, and is 
not directly comparable with the previous 
example. The groupings of pressure rise 
profi le have again been superimposed 
to highlight the similarities, and the time 
scale does not represent a constant start 
point of the note. All recordings are of the 
same theme used in the previous exercise.

Figure 15 shows the measurements 
from the fi rst student, CP. There appear 
to be three distinct groups. The initial 
gradient of the fi rst group shows some 
variation, but again, initial listening 
tests did not consistently identify differ-
ences even between the two extremes. 
The other two groups are more closely 
matched. It is not clear why there is a 
pressure reversal in group 2. Note again 
the initial pressure drop in group 3 and 
the extreme pressure variation. It is not 
yet clear what differentiates group 3 
from the others. There were signifi cant 
variations in the overall tempo, length 
of individual notes, relative lengths of 
adjacent notes, and overlap of notes.

The student’s description of each of the 
styles is shown in the following tables:

Table 1. Descriptions of playing styles in 

Group One, Figure 15. Student CP

259 Classical Mendelssohn

260 Romantic pp

262 Romantic pp

265 Baroque, two beats per measure

269 Bach 1st inversion suspiratio

270 Legato

Table 2. Descriptions of playing styles 

in Group Two, Figure 15. Student CP

256 One accent per measure

257 One accent per measure

258 Classical Mendelssohn

267 Baroque, one beat per measure

268 Baroque, two beats per measure

271 Harmonized

Table 3. Descriptions of playing styles 

in Group Three, Figure 15. Student CP

263 Virtuosic light ff

264 Virtuosic light ff

Two styles, 265 and 268—Baroque 
two beats per measure, and 258 and 
259—Classical Mendelssohn, fall into 
both groups one and two, implying a 
fundamental difference between the two 
fi nger movements.

The key movements of the two 
extreme styles, Romantic pp and Virtuo-
sic light ff, are shown on page 26. Figure 
16 shows Romantic pp (262).

Figure 17 shows “Virtuosic Light ff” 
(263) to the same scale. It is unnecessary 
to state that the overall tempo is different.

Figure 18 shows the measurements 
of the fi rst note in each sequence from 
student LG. Here there are two groups 
for the Principal 8′ alone, corresponding 
with groups one and two of CP’s playing. 
The measurements from the plenum 
are not readily distinguishable from the 
Principal alone. 

The descriptions of the styles are:

Table 4. Descriptions of playing styles 

in Group One, Figure 18. Student LG

274 Normal

277 Weight on 2nd 

278 Weight on 2nd 

283 Plenum equal accents

284 Plenum accent on 1st of pair

285 Plenum accent on 1st of pair

286 As 285 but faster tempo

Three of these are played on the plenum 
and not a single stop as with the others.

Table 5. Descriptions of playing styles 

in Group Two, Figure 18. Student LG

273 Normal

275 Paired notes with more weight on 1st 

276 As 275

280 Weight on 2nd, 3rd and 4th fi nger

281 As 280

287 Fast, stronger on 1st

All of the pallet movements are shown 
in Figure 19. There is little difference in 
the initial movement, even though there 
were much wider variations in the key 
movements (Figures 20–22). There is 
very little difference in the key releases, 
but with two exceptions. In the case of 
examples 277 and 278, “Weight on 2nd” 
(marked with X on graph 17), there was a 
distinct elongation of the pre-pluck part of 
the key movement and the key, and thus 
the pallet did not reach full travel. As the 
pallet stopped at exactly the same point in 
each case (the key stopped at very slightly 
different points), it seems probable that 
there was high friction at this point. The 
attacks of these two key movements pro-
duced a shallower gradient at the start of 
the pressure rise, although informal listen-
ing tests did not indicate that this variation 
was suffi cient to produce an audible dif-
ference with the single stop used in this 
test. The key and pallet movements for 
one of these are shown in Figure 20. The 
two “Normal” playings are split between 
the two groups, which again suggests a 
very distinct difference between them.

The curves are in sequence of time of 
closing and are from left to right, using 

the numbers in Tables 4 and 5, 278, 277, 
287, 280, 274, 273, 286, 276, 281, 284, 
285, 283. The consistency in speed of 
closure is worthy of note. The two curves 
at P are for the plenum and not a single 
pipe. It is possible that two non-accented 
notes marked with X would have closed 
similarly to the others had the pallet not 
stopped part way. There is a wide varia-
tion in the length of the notes and the 
overlap with following notes.

Two of the plenum notes in Figure 19 
are marked with P at the point at which 
they cross. One of them shows a slower 
release of the pallet, whereas the other 
is similar to the rest of the movements. 
The key and pallet movements of the 
slower release are shown in Figure 21. 
This clearly shows that the pallet shuts 
before the key is fully released as shown 
in Figure 3. The key movement slows 
down when the pallet is no longer being 
pulled shut by the airfl ow round it.

Figure 22 is an example of a typi-
cal key and pallet movement, no. 275 
“Paired notes with more weight on 1st.” 
Note that in all of Figures 20–22 the 
pallet does not start closing until after 
the key has started moving, indicating a 
degree of friction in the action.

Comparing Figure 20 with Figure 22, 
the weak note in Figure 20 has resulted 
in an extended pre-pluck movement of 
the key compared with the strong note 
in Figure 22. This is not refl ected in the 
pallet movements to the same extent 
and, as discussed above, may result in 
timing differences in the sounding of the 
pipe if the player perceives the note as 
starting when the key starts to move.

All of the six student subjects dem-
onstrated signifi cant groupings of pres-
sure along the lines of the examples 
shown above.

WEDNESDAY, OCTOBER 16 AT 8 | CONCERT HALL

“EXTRAVAGANTLY 
TALENTED ...

FANTASTICAL AND 
MEMORABLE.”

—The New York Times

ALL SEATS 

$15!

A RUBENSTEIN FAMILY ORGAN RECITAL 

Figure 19. Pallet movements of the fi rst note of a theme played by student LG in 
a number of expressive styles. There is considerable variation in the length of the 
note but little variation in the speed of movement during the critical phases just as 
the pallet opens and closes. Descriptions are given in Tables Four and Five. The 
curves marked with P were played on the plenum and not a single stop.
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Pipe organ mechanical action

Key release 
Throughout this project, players have 

stated that even if there may be reasons 
why the attack may be diffi cult to con-
trol, it is possible to control the release 
accurately. There seems little evidence 
that this is actually the case.

While it is possible to control the initial 
movement of the key during the release 
stage because there are no similar effects 
to pluck, this does not necessarily allow 
for control of the ending transient. In the 
same way that the pressure in the pipe 
foot reaches its peak very early in the pal-
let opening it starts to reduce very late in 
the pallet closure. The corollary of pluck 
is felt as the airfl ow around the nearly 
closed pallet starts to “suck” it shut. Due 
to the fl exibility in the action, the pallet 
closes before the key has returned to 
its rest position. Also, because the key 
force reduces due to this effect it is very 

diffi cult for the player to control the last 
part of the key release.

Some key releases were recorded at 
Göteborg. A fast release is shown in Fig-
ure 23 and a slow release in Figure 24. 
The blue line is the key movement and 
the pink line the sound recording.

By editing the steady part of the slow 
movement out to make the notes the same 
length just leaving the transients, informal 
listening teats confi rmed that there is no 
difference in the sound of the transients. 
The difference between the notes is that 
the slow release results in a longer note.

Pressure changes in the wind 
system

In most organs the pressure regulator is 
remote from the windchest. Any variation 
in the air supply, such as when a note is 
sounded, will not be immediately com-
pensated for. There will therefore be an 

overall pressure reduction when a note is 
started and a pressure increase when it is 
released. This was investigated by Arvids-
son and Bergsten at GOArt in 2009.11 This 
has been extended at Edinburgh to con-
sider how these pressure waves in the wind 
system might affect pipe speech. Figure 25 
shows a single note being played, and it can 
clearly be seen that the pressure in the pal-
let box reduces as the pallet opens, oscil-
lates for a few cycles, and then steadies. 
This is refl ected in the pressure measured 
under the pipe foot and also in the sound 
envelope of the pipe speech. When the 
pallet closes there is a corresponding 
increase in pressure. The variations shown 
here are around 35% of the steady pres-
sure. These measurements were made on 
the model organ in Edinburgh and, while 
the effect will occur in any organ, the 
magnitude of these effects may be greater 
than normally encountered. A schwimmer 
system will reduce these effects.

Figure 26 shows the effect of playing 
a note before the note being measured. 

The pipe of the fi rst note, E, was removed 
so that its sound did not interfere with 
that of the pipe being investigated. It can 
be seen that the effect of the release of 
the fi rst note and of the attack of the sec-
ond, F, have resulted in an even greater 
variation in the pressure throughout the 
wind system, and this is refl ected in the 
outline of the sound recording. Listening 
tests have not been carried out, but this 
may lead to an audible difference in the 
transient of the second pipe.

Many notes being played together will 
produce large and random pressure vari-
ations in the wind system. These effects 
are also apparent with electric actions.12

It should also be noted that since 
pluck is directly related to the pressure 
in the pallet box, it will vary in pro-
portion to it. It is thus possible that a 
momentary change in the magnitude of 
pluck could infl uence the time at which 
a key is depressed—especially if the 
player is already applying some force to 
the key.

Figure 20. Key and pallets movements for recording 278 “Weight on 2nd”: i.e., 
this is a weak note. This shows the distinctive curve in the key movement due to 
the increasing resistance of the fl exing action before the pallet opens at about 
0.26 seconds. The key and thus pallet have also stopped part way down. This also 
happened in the other recording of this style and it may be due to high friction at 
that point in the action.

Figure 21. Key and pallet movements for recording 285 “Plenum accent on 1st of 
pair”. The increased airfl ow due to the extra pipes speaking has caused the pallet 
to close before the key has fully returned.

Figure 22. Key and pallet movements for recording 275 “Paired notes, more weight 
on fi rst”

Figure 23. Fast key release. Blue line shows the key movement and pink line shows 
the sound recording. Örgryte Church, Göteborg

Figure 25. Effect of the variation on the pressure in the wind system due to the 
playing of a note 

Figure 24. Slow key release. Blue line shows the key movement and pink line shows 
the sound recording. Örgryte Church, Göteborg
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Length of transient
In Figures 27 and 28, played on the ca. 

1770 Italian organ in the Museum of Art, 
Rochester, New York, the pipe is slow to 
speak and starts at the octave and then 
breaks back to the fundamental. 

If a short note is played, as when the 
player is asked to make a “fast” attack, 
most of the pipe speech will be at the 
octave and that is what the listener per-
ceives as the pitch of the note.  If a longer 
note is played, most of the pipe speech 
will be at the fundamental, and that is 
what the listener will hear. If the player is 
expecting a variation in transient, he may 
associate the different perceived sounds 
with what he believes are different key 
movements. In Figure 27, there is also 
evidence of initial mechanical noise. Note 
again that the nature of the attack has 
been refl ected in the length of the note.

Conclusion
There is clear evidence that rhythm 

and timing are critical aspects of organ 
playing. In some cases they are the result 
of deliberate and systematic efforts by the 
player, as in the use of rhetorical fi gures, 
and in others the players may be unaware 
that they are making variations. Analysis 
of the various performances of the same 
sequence of notes showed wide varia-
tions in overall tempo, relative lengths of 
notes, and degree of overlap of notes, all 
of which will affect how it sounds to the 
listener. These and some other effects like 
variations of pressure in the wind system 
are independent of the type of action.

There is some evidence that transient 
control is diffi cult to achieve by the inher-
ent design of the mechanical bar and slider 
windchest. Variations in key and thus, to 
some extent, pallet movement cause the 
pressure rise in the pipe foot to fall into 
distinct groups, the reason for which is 
still under investigation but would appear 
to be due to whether the fi nger starts in 
contact with the key or is already mov-
ing from above the key when it starts the 
note. Whether these differences result in 
audible changes is not clear and is likely 
to vary from organ to organ, and it is 
necessary to carry out properly controlled 
listening tests. Action noise may be a fac-
tor in informal listening tests. The player 
cannot react to pluck and any variations in 
key movement are predetermined.

Many of the characteristics of the bar 
and slider windchest work against tran-
sient control and this may have been one 
of its advantages—the aiding of clean 
consistent attacks due to the rapid open-
ing of the pallet when pluck is overcome, 
but there is clear empirical evidence 
that players like mechanical actions. 
The immediate reason for this may be 
that it provides good tactile feedback. 
The organist can apply a certain force 
to the key in the certain knowledge that 

the note will not sound, but the force 
reduces to a comfortable level when the 
key has been depressed. It may also help 
reduce the risk of accidentally sounding 
a note if an adjacent key is brushed. 

It is unlikely that the original builders 
of the fi rst windchests applied theoretical 
fl uid dynamics to the design, and other 
reasons for its endurance may include:

• Ease of construction
• Reliability
• Ease of repair
• Snap closing of the pallet to give a 

good seal.
Every organ is different and this project 

has been limited by the instruments avail-
able. While this work may suggest that 
direct transient control is diffi cult, this 
may not be the case on instruments with 
different characteristics. There are, how-
ever, other mechanisms in play that may 
explain different perceptions of the sound.

This project is continuing and, with 
the cooperation of our colleagues around 
the world, it is expected that a clearer 
understanding of these important issues 
will emerge. 
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Parkey OrganBuilders, Opus 14
GREAT (Unenclosed)

 16′ Violon (new rank with bass pipes for
       façade) 61 pipes*
 8′ Principal 61 pipes
 8′ Violon 12 pipes
 8′ Gedeckt 61 pipes
 4′ Octave 61 pipes
 4′ Rohrfl öte 61 pipes
 2′ Super Octave 61 pipes
 11⁄3′ Mixture IV–V 268 pipes
 16′ Contra Trompete 61 pipes
 8′ Trompete 61 pipes
 4′ Klarine 61 pipes
 8′ State Trumpet 61 pipes
      (exposed horizontal)
  Solo on Great
Ranks = 15    
Stops = 12     

SWELL (Enclosed)
 16′ Pommer 61 pipes
 8′ Principal 61 pipes
 8′ Rohrfl öte 61 pipes
 8′ Viole De Gambe 61 pipes
 8′ Viole Celeste 61 pipes
 4′ Octave 61 pipes
 4′ Spitzfl öte 61 pipes
 2′ Blockfl öte 61 pipes
 2′ Plein Jeu III–IV 226 pipes
 16′ Basson 61 pipes
 8′ Trompette 61 pipes
 8′ Hautbois 61 pipes
 4′ Clarion 61 pipes
 8′ Vox Humana 61 pipes
  Tremulant
  Vox Humana Tremulant
  Swell 16
  Swell Unison
  Swell 4
  Solo on Swell
Ranks = 17
Stops = 14

CHOIR (Enclosed)
  16′ Flauto Dolce (ext 8′) 12 pipes
 8′ Spitzprincipal 61 pipes
 8′ Holzgedeckt 61 pipes
 8′ Flauto Dolce 61 pipes
 8′ Flute Celeste TC  49 pipes
 4′ Principal  61 pipes
 4′ Spillfl öte 61 pipes
 22⁄3′ Nazat 61 pipes
 2′ Spitzfl öte 61 pipes
 13⁄5′  Terz  61 pipes
 11⁄3′ Larigot  61 pipes
 1′ Scharf IV  244 pipes
 8′ Cromorne  61 pipes
 8′ State Trumpet   Great
  Tremulant
  Choir 16
  Choir Unison Off
  Choir 4
  Solo on Choir
Ranks = 15
Stops = 14

Parkey OrganBuilders, 
Duluth, Georgia, Opus 14
Providence United Methodist 
Church, 
Charlotte, North Carolina

From the builder
In December of 2011, my long-

time friend and colleague Irv Lawless 
informed me that Aeolian-Skinner Opus 
1472 would soon be available for reloca-
tion. Though the dialogue made clear 
that the organ’s location was not to be 
revealed, it only took an Internet search 
to reveal it as the organ located in the 
Concert Hall of the John F. Kennedy 
Center for the Performing Arts, home 
for the National Symphony Orchestra. 

My fi rst contact with this organ took 
place in summer of 1996 during the 
removal of the organ for a complete 
renovation of the Concert Hall for both 
visual aesthetics and acoustical renova-
tions. Jack Bethards was enlisted as the 
consultant for the project, and Irv Law-
less, installer and long-time curator of 
the organ, was to carry out the removal 
and re-installation of the organ. Those 
were early years for our company and 
it was a thrill to be involved with such a 
job. Though many of the recommenda-
tions of Mr. Bethards and Mr. Lawless 
were followed for the removal and re-
installation of the organ, the Concert 
Hall had presented several acoustical 
issues over the years and the organ never 
achieved its intended success. 

The gift for the purchase of the 
Aeolian-Skinner pipe organ came from 
the Filene Foundation under the direc-
tion of Mrs. Catherine Filene Shouse in 
memory of her parents and was known 
as the Great Filene Memorial Pipe 
organ. The grant was given in 1965 
and due to economic infl ation, the size 
of the original organ specifi cation was 
reduced considerably by the time of its 
installation in 1971. Many of the delays 
were due to funding of construction 
of the Kennedy Center itself. Sadly, 
despite the corrections of chambers and 
straight-line egress made for the organ 
placement, the organ was moved physi-
cally further out of the room and the 
prospects of reverberation chambers 
offstage proved to only further hinder 
the acoustics of the room.  

During the re-installation in 1997, 
I personally noted the peculiar char-
acteristics of the Concert Hall. Sound 
projection from the performance stage 
was weak, but while taking photographs 
of the installation I observed that people 
speaking in the balconies could clearly 
be heard and understood at odd loca-
tions throughout the room—not the 

desired acoustical results of the space. 
The ultimate attempt to improve the 
sound projection from the stage into the 
hall was to hang an acoustical refl ecting 
cloud over the stage area, prohibiting the 
egress of organ sound even further.

Aeolian-Skinner Opus 1472 featured 
an extensive specifi cation, including the 
signature Skinner strings in the Swell 
and Flauto Dolce and Celeste in the Pos-
itiv division. Many reed stops and Pedal 
stops often duplexed or unifi ed in smaller 
instruments were complete and straight 
in this instrument. Conversations among 
our crew during the re-installation con-
cerned the challenges still confronting 
the organ and its limited success in the 
Concert Hall. However, we all agreed 
the organ offered a substantial range 
of possibilities as a church instrument. 
Thus, the decision was eventually made 
to move another organ into the Concert 
Hall and relocate Aeolian-Skinner Opus 
1472. It was noted, however, that no 
acoustical changes were made to the 
Concert Hall for the introduction of the 
next organ.

As the chapter of life for Opus 1472 
with the Kennedy Center concluded, 
Mr. Lawless contacted us regarding the 
options of a new home for the organ. 
Our personal list of clients provided 
us with three very viable options for 
Opus 1472 and contacts were made. 
Responses came immediately from two 
of the clients expressing an interest in 
the instrument. Ultimately, Providence 
United Methodist Church in Charlotte, 
North Carolina, would become the new 
home for Parkey OrganBuilders Opus 
14—from the core of the instrument of 
the Aeolian-Skinner Opus 1472.    

We were fully aware that the organ 
was due for mechanical renovations to 
the chests and winding system and that 
the chances of fi nding the perfect “fi t” 
for existing chests would be slight. The 
console and relay systems had been 
renovated several years prior and were 
in excellent condition. The scaling of the 
organ was perfect for the church of 800 
to 1,200 seats rather than the Concert 
Hall of 2,700+. With that, we explained 
to the clients the benefi ts and changes 
that would ensue to repurpose the organ 
as a church instrument.

The organ was completely removed 
from the Kennedy Center in June of 
2012 and shipped to our company in 
Duluth, Georgia (a suburb of metropoli-
tan Atlanta). The stop list was revised to 
complement the new installation. New 
cases designed for the Williamsburg-
style sanctuary were part of the new 
installation. The organ was placed on 
all new electro-pneumatic slider and 

unit wind chests. Some minor changes 
were made to the stop list to reduce the 
number of mixtures and replace several 
reeds for a better match to the new loca-
tion. The original console was retained 
and refi nished with several upgrades to 
the current Solid State Organ Systems 
capture and relay systems.

The organ still refl ects many of the 
strong traits that made the Aeolian-
Skinner reputation what it is. The organ 
possesses colorful, complete principal 
choruses in each division. The Swell 
offers a large battery of reeds with no 
unifi cation. The 8′ Vox Regal from the 
original Aeolian-Skinner installation was 
retained for the other organ installed at 
the Kennedy Center. With that, the door 
was open for a new English-style 8′ Vox 
Humana featuring separate tremolo. Dr. 
Adam Ward, director of music ministries 
at Providence United Methodist Church, 
was instrumental in providing directions 
for the tailoring of the instrument to be a 
strong leader in worship music.

Our Opus 14 replaced a much smaller 
and failing pipe organ that was built 
and installed by a local Charlotte fi rm 
in 1964. The previous organ’s design 
was strongly rooted in the neo-Baroque 
style of organ building. Our Opus 14 
has a much warmer and richer sound, 
providing a strong foundation to lead 
congregational singing. The benefi ts of 
the concert specifi cation still provide 
endless potential for the performance of 
an extensive range of literature.

On the surface, the organ is at most 
a compilation of wood, metal, and wire 
constructed in a fashion to create sounds 
for making music. It is the organist and 
musicians that lend it life and passion to 

make music for the masses. The original 
organ served as the leader for a national 
performing arts center and paved the 
way for many to experience and hear 
the sounds of the pipe organ. Count-
less international organists performed 
at the Kennedy Center on the organ. 
Every president since 1973 has been in 
the audience at some point to hear the 
organ, and it served to ring in the Christ-
mas season for nearly 41 years with per-
formances of Messiah. Opus 1472 served 
as the ambassador for the pipe organ and 
its music.

Providence United Methodist 
Church will usher in the next chapter 
in the organ’s history by continuing its 
strong presence and contributions to 
music through its ministry in Charlotte, 
North Carolina. As an active force in 
missions and community outreach, 
the church appreciates the history and 
envisioned the potential in this organ 
to make an impact on its community 
in Charlotte. Many of us are glad to 
see the opportunity for the organ to 
fi nally realize its potential of surviv-
ing in the “right” location for size and 
acoustics. The mechanicals, new look, 
and careful restoration of the pipework 
have blended together seamlessly for 
a resoundingly successful organ. The 
palette of sound will allow organists 
to paint and weave their magic, and 
provide support for singing. This will 
follow the decades of famous organists 
who have already graced the keys of this 
organ. Alan Morrison played the dedi-
cation recital in September 2013 and 
provided the Charlotte AGO chapter 
with a wonderful masterclass during 
the dedication weekend. Parkey Opus 

Cover feature

Parkey Opus 14

Chancel of Providence United Methodist Church
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Providence United Methodist Church, Charlotte, North Carolina

SOLO (Unenclosed)
 8′ Harmonic Flute  61 pipes
 16′ Fanfare Trumpet TC
 8′ Fanfare Trumpet  61 pipes
 4′ Fanfare Clarion
  Chimes (retained from old organ,
     installed with new relay and action)
Ranks = 2
Stops = 5

PEDAL
 32′ Subbass (ext 16′) 12 pipes
 16′ Principal (part in façade) 32 pipes
 16′  Subbass  32 pipes
 16′ Violon  Great
 16′ Pommer  Swell
 16′ Flauto Dolce  Choir
 8′ Octave  32 pipes
 8′ Violon   Great
 8′ Bourdon  12 pipes
 8′ Spitzgedackt  32 pipes
 4′ Choral Bass  32 pipes
 4′ Nachthorn  32 pipes
 2′ Hohlfl öte  32 pipes
 IV Mixture  128 pipes
 32′  Contra Posaune L/2  12 pipes
 16′ Posaune  32 pipes
 16′ Fagotto  32 pipes
 16′ Basson   Swell
 8′ Trompete  32 pipes
 4′ Schalmei  32 pipes
Ranks = 15
Stops = 20   
 

14 has proved to be a solid selection to 
complement the music and worship for 
the congregation of Providence United 
Methodist Church.

It is a distinct honor for Parkey Organ-
Builders to have led this project. The 
visual and aural aspects of the instru-
ment and its new look and casework 
are products of Parkey’s experience and 
understanding of the instrument and the 
church’s space. The pairing of the Parkey 
expertise with the passion of the church 
staff and membership for enhancing the 
quality of music in worship has produced 
a phenomenal instrument that will 
remain a cornerstone to the Charlotte 
community for years to come.

—Phil Parkey

From the director of music
Scottish philosopher Thomas Carlyle 

wrote: “Listen, and for Organ-music 
thou wilt ever, as of old, hear the Morn-
ing Stars sing together.” We at Provi-
dence United Methodist Church now 
have the opportunity to hear the morn-
ing stars join their chorus in our worship 
as we pray, sing, listen, and celebrate 
the sacrament together. It is a rare and 
wonderful opportunity and privilege that 
a church can take on a project as vast as 
an organ installation. I count myself and 
our church as fortunate to have had this 
opportunity to watch what is, in essence, 
a living and breathing entity take shape 
in our worship space.

When I came to Providence, I was 
excited to know that the church was 
in the process of procuring an organ. 
While the former instrument had given 
the church many years of uninterrupted 
service, it was no longer functioning as a 

leader in worship. Through the diligence 
of our congregation and its unfaltering 
support of the fi nest music in worship, 
we now will be led by an organ that will 
undergird our song, whisper with our 
prayers, sigh in our mourning, and offer 
fanfare for our celebration.

We are thrilled to have the opportu-
nity to preserve an American treasure. 
Aeolian-Skinner Opus 1472, now Parkey 
OrganBuilders Opus 14, could have 
been repurposed in a variety of ways; 
however, we have taken it, given it a new 
home that is appropriate in every way 
for its unique identity—and we are the 
benefactors both visually and sonically. 
Parkey OrganBuilders’ casework has 
melded perfectly into our chancel area, 
looking as if it were original to our room. 
Furthermore, the commitment to the 
tonal concepts of the Aeolian-Skinner 
“sound” have been preserved or, in many 
cases, restored. It has been exciting to 
see and hear the progress take place 
each day.

As we worship at Providence United 
Methodist Church, we will benefi t from 
the strong support that this instrument 
will offer. The artistic community of 
Charlotte will benefi t from the musi-
cal beauty that will emanate from this 
organ. Young musicians and old alike will 
benefi t from the education that will be 
provided by this teaching tool. For the 
gifts of worship, art, and education, we 
at Providence United Methodist Church 
are grateful. We are proud that this 
instrument will support these endeavors 
for many years to come.

—Adam M. Ward
Director of Music Ministries

Providence United Methodist Church

View of console and case

State Trumpet 
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COUPLERS
Great to Pedal 8
Swell to Pedal 8
Swell to Pedal 4
Choir to Pedal 8
Choir to Pedal 4
Solo to Pedal 8
Swell to Great 16
Swell to Great 8
Swell to Great 4
Choir to Great 16
Choir to Great 8
Swell to Choir 16
Swell to Choir 8
Swell to Choir 4

Manual I–II Transfer

Zimbelstern

ACCESSORIES
128 levels of memory
12 General Pistons, thumb and toe
8 Divisional Pistons, Swell and Choir
6 Divisional Pistons, Great
4 Divisional Pistons, Solo
8 Divisional Pistons, Pedal, toe
Swell to Pedal Reversible, thumb and toe
Great to Pedal Reversible, thumb and toe
Choir to Pedal Reversible, thumb and toe
Solo to Pedal Reversible,  thumb and toe
32′ Contra Posaune Reversible, thumb and toe
32′ Subbass Reversible, thumb and toe
Zimbelstern Reversible
Full Organ Reversible, thumb and toe
“Any Piston Next” Simple Piston sequencer
Record/Playback system
Adjustable music rack with light
Pedal light
Adjustable bench

Three manuals, 64 ranks
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New Organs

Fabry, Inc., Antioch, Illinois
Immanuel Presbyterian Church, 
Milwaukee, Wisconsin

Immanuel Presbyterian Church, 
located in the historic Yankee Hill 
neighborhood of Milwaukee, Wisconsin, 
has long held a place of prominence 
in both the religious and social lives of 
Milwaukee. The congregation is a direct 
descendant of the fi rst congregation to 
be organized in Milwaukee. Fabry, Inc. 
has maintained the historic pipe organ, 
which now comprises 69 ranks, for many 
years. Fabry, Inc. had already built a new 
three-manual console that replaced the 
aging console, which itself was a replace-
ment, and completely releathered all of 
the windchest mechanisms, primaries, 
stop actions, and pipe pouches.

We were approached approximately 
two years ago with the idea of recreat-
ing the chancel as it once stood, by 
removing the reredos and erecting a 
pipe façade. After much discussion, it 
was decided that not only would we 
demolish the existing reredos and install 
the new façade, we would also replicate 
and install new wainscoting around the 
chancel that would match the existing 
sanctuary wainscoting. 

David G. Fabry, Kyle Eddington, and 
Dan Bowman spent countless hours 
constructing, sanding, and fi nishing the 
new woodwork. Pews were removed to 
the side aisles, the console, pulpit and 
lectern were protected, the chancel fl oor 
was covered with two sheets of plywood, 
and carpet-protecting mats were rolled 
out. After removal of the wainscoting in 
the chancel area, scaffolding was erected 
to allow removal of the reredos, and we 
hung protective plastic to help shield the 
remainder of the sanctuary. 

The new wainscoting was designed 
by David G. Fabry to replicate the 
original wainscoting still in the sanctu-
ary. After the reredos was taken down, it 
was revealed that the structure holding 
the reredos could anchor the new pipe 
façade. Platforms were constructed at 
three different levels. Ultimately these 
would help in the installation and even-
tual tuning of the new pipes. 

The all-new pipe façade incorporates 
the bottom end of two ranks: a 16′ Dia-
pason and a 16′ Violone. The remainder 
of these ranks are housed on the plat-
forms that also hold the façade. The 

façade would ultimately hold 43 pipes; 
all but eight speak. 

After the wainscoting and trim work 
was installed, the fi nal decorative pieces 
were added and the cross, a Celtic-style 
design, was lifted and hung from the 
ceiling. The passageway used to enter 
the chancel from the rear is now lit with 
fi ve new lights, increasing the available 

light. The chancel furniture was returned 
and modifi ed to fi t the slightly modifi ed 
chancel. The fi nal installation of the 
remaining speaking pipes, reservoirs, 
wind lines, and necessary relay compo-
nents was completed within two weeks. 
For more photos of the project, visit 
www.fabryinc.com.

—Phil Spressart

GOT 
SEO?

NO WEB?

NEED 
HELP?

GOT 
ONLINE 

TRAINING?

GOT A 
STRATEGY?

GOT 
RESULTS?

GOT WEB?

GOT 
E-COMMERCE?

Building websites for tomorrow

Content Strategy   Custom Coding   E-Commerce    SEO   Training

A highly functional website is your 24/7 sales force — keeping potential 

customers informed and engaged, even when your offi ce is closed for the day.

To compete in the global marketplace, a sophisticated website that is fully 

responsive, content rich and totally device independent not only puts you in the 

race — it positions you in the lead.

SEO? Search Engine Optimization ensures that your website content is ranked 

high enough in the search results that it is found more often.

At MediaPress Studios, we apply now + tomorrow solutions to “now” problems, 

whether enhancing existing sites or building new device-independent websites.

Want to know more? Check us out at www.mediapressstudios.com or e-mail sales@mediapressstudios.com.

Fabry, Inc.
Immanuel Presbyterian Church, 

Milwaukee, Wisconsin

GREAT
 16′ First Open Diapason (Ped 1st Open)
 16′ Second Open Diapason
 16′ Bourdon
 16′ First Gamba (Ped First Gamba)
 8′ First Open Diapason (Ped 1st Open)
 8′ Second Open Diapason
 8′ Doppel Flute
 8′ Chimney Flute
 8′ First Gamba (Ped First Gamba)
 8′ Second Gamba
 8′ Gemshorn
 8′ Aeoline (TC)
 4′ Octave
 4′ Harmonic Flute
 22⁄3′ Twelfth
 2′ Fifteenth
 2′ Waldfl öte
  Mixture IV
 16′ Double Trumpet
 8′ Tuba Mirabilis (Ped 16′ Trombone)
 8′ Trumpet
 4 Clarion
  Cathedral Chimes (25 bars)

SWELL
 16′ Lieblich Gedeckt
 8′ Open Diapason
 8′ Stopped Diapason
 8′ Viole d’Gambe
 8′ Viole Celeste
 4′ Octave
 4′ Flauto Traverso
 22⁄3′ Nazard
 2′ Flautino
 13⁄5′ Tierce
  Mixture III
 16′ Bassoon (1–12 electr)
 8′ Trumpet
 8′ Hautbois
 8′ Vox Humana
 4′ Clarion
  Tremolo

CHOIR
 16′ Violone (1–12 electr, ext Viol)
 8′ Geigen Principal
 8′ Melodia
 8′ Viol d’Amour
 8′ Viol Celeste
 4′ Octave
 4′ Stopped Flute
 2′ Piccolo
 11⁄3′ Larigot
  Mixture II
 8′ Clarinet
 8′ Tuba Mirabilis (Ped 16′ Trombone)
    Cymbalstern
   Harp Celesta
  Mocking Bird
   Chimes
  Tremolo

STRING
 8′ Dulciana
 8′ Violin Sardo
 8′ Violin Celeste
 8′ Violin Cello
 8′ Cello Celeste
 8′ Cor d’Amour
  Tremolo

PEDAL
 32′ Contra Bourdon (1–12 electr, ext Gt)
 32′ Lieblich Gedeckt (wired, Sw)
 32′ Violon (resultant, Ped 16′ Violon)
 16′ First Open Diapason
 16′ Second Open Diapason
 16′ Principal
 16′ First Gamba
 16′ Violon
 16′ Bourdon (Gt)
 16′ Lieblich Gedeckt (Sw)
 8′ Octave
 8′ Bass Flute
 8′ Violin Cello
 8′ Holzgedeckt
 4′ Fifteenth (ext 8′ Octave)
  Mixture III
 32′ Contra Trombone (1–12 electr, ext)
 32′ Bombarde (wired, Gt Dbl Tpt)
 16′ Trombone
 16′ Double Trumpet (Gt)
 16′ Bassoon (Sw)
 8′ Tromba (ext Trombone)
 4′ Tromba (ext Trombone)

Standard intermanual couplers

Three manuals, 69 ranks, 79 stops

New pipe façade, Immanuel Presbyterian Church
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UNITED STATES
East of the Mississippi

15 OCTOBER
Douglas Murray; Ransdell Chapel, 

Campbellsville University, Campbellsville, 
KY 12 noon

Jean-Baptiste Robin; All Saints Episco-
pal, Atlanta, GA 7:30 pm

Timothy Strand; Church of St. Louis, 
King of France, St. Paul, MN 12:35 pm

16 OCTOBER
Gail Archer; St. Agnes Cathedral, Rock-

ville Center, NY 8 pm
Kent Tritle; Cathedral of St. John the Di-

vine, New York, NY 7:30 pm
Jonathan Ryan, with brass; St. Mary’s 

Roman Catholic Church, Nutley, NJ 7:30 pm
Cameron Carpenter; Kennedy Center 

Concert Hall, Washington, DC 8 pm
Jean-Baptiste Robin, masterclass; First 

Presbyterian, Atlanta, GA 10 am

17 OCTOBER
Jean-Baptiste Robin; Cathedral of St. 

Paul, St. Paul, MN 7:30 pm

18 OCTOBER
Christian Lane; Old West Church, Bos-

ton, MA 8 pm
+Olivier Latry; Our Lady of Refuge, 

Brooklyn, NY 7 pm
Paul Jacobs; St. Luke Lutheran, Silver 

Spring, MD 7:30 pm
Jack Mitchener; Shenandoah Univer-

sity, Winchester, VA 7:30 pm
Hymn festival; Providence United Meth-

odist, Charlotte, NC 8 am
•James Welch; Mt. Pleasant Retirement 

Village, Monroe, OH 7 pm
Christopher Houlihan; St. Paul’s Epis-

copal, Indianapolis, IN 7:30 pm
Raúl Prieto Ramírez; St. James Episco-

pal, Fairhope, AL 7 pm
Andrew Peters; St. Paul United Church 

of Christ, Belleville, IL 7:30 pm

19 OCTOBER
Nathan Laube, masterclass; Hosmer 

Hall, State University of New York, Pots-
dam, NY 3 pm

Adam Ward, hymn festival; Providence 
United Methodist, Charlotte, NC 4 pm

Jean-Baptiste Robin; St. Norbert Ab-
bey, De Pere, WI 2 pm

20 OCTOBER
Hector Olivera; First Parish Church, Do-

ver, NH 6 pm
James David Christie; Harvard Univer-

sity, Cambridge, MA 4 pm
Nathan Laube; Hosmer Hall, State Uni-

versity of New York, Potsdam, NY 3 pm
Mannes College of Music students; 

Madison Avenue Presbyterian, New York, 
NY 3 pm

Britten, Rejoice in the Lamb; Grace 
Church, New York, NY 4 pm

Joan Lippincott; Cathedral Basilica of 
the Sacred Heart, Newark, NJ 4 pm

Gail Archer; First United Methodist, Her-
shey, PA 3 pm

Olivier Latry; Calvary Episcopal, Pitts-
burgh, PA 4 pm

Bruce Neswick; Lutheran Theological 
Seminary Chapel, Gettysburg, PA 4 pm

Ken Cowan; First Baptist, Washington, 
DC 4 pm

Verdi, Requiem; Washington National 
Cathedral, Washington, DC 4 pm

Scott Dettra; Episcopal Church of the 
Holy Comforter, Vienna, VA 4 pm

Annette Richards & David Yearsley; 
Duke University Chapel, Durham, NC 5 pm

University of Florida Concert Choir; First 
United Methodist, Ocala, FL 3 pm

Yun Kyong Kim; Our Lady Queen of the 
Most Holy Rosary Cathedral, Toledo, OH 
3 pm

Judith Hancock; Christ Church Cathe-
dral, Indianapolis, IN 4:30 pm

Boyd Jones; St. Luke’s Episcopal, An-
chorage, KY 5 pm

Choral Evensong; Cathedral Church of 
the Advent, Birmingham, AL 3 pm

Andrew Schaeffer; Madonna della Strada 
Chapel, Loyola University, Chicago, IL 3 pm

+Thomas Schuster; St. John Cantius, 
Chicago, IL 7 pm

Anita Werling; First Presbyterian, Ma-
comb, IL 3 pm

Martin Jean; Zion Lutheran, Wausau, WI 
3 pm

Aaron David Miller; House of Hope 
Presbyterian, St. Paul, MN 2 pm

22 OCTOBER
Laura Edman; Church of St. Louis, King 

of France, St. Paul, MN 12:35 pm

23 OCTOBER
Musica Sacra; Cathedral of St. John the 

Divine, New York, NY 7:30 pm
Jeannine Jordan, with media artist, Bach 

& Sons; First Methodist, Wooster, OH 7 pm
Vincent Dubois, masterclass; University 

of Michigan, Ann Arbor, MI 3:30 pm

24 OCTOBER
Choir of St. Luke in the Fields; St. Luke in 

the Fields, New York, NY 8 pm
Olivier Latry; Cathedral of St. Paul, St. 

Paul, MN 7:30 pm

25 OCTOBER
Diane Meredith Belcher; Asbury First 

United Methodist, Rochester, NY 8 pm
Mark Bani; St. Vincent Ferrer Church, 

New York, NY 7 pm
Justin Murphy-Mancini; Emmanuel 

Church, Chestertown, MD 7:30 pm
Raúl Prieto Ramírez; Ginter Park Pres-

byterian, Richmond, VA 7:30 pm 
Alan Morrison; Gray Chapel Auditorium, 

Ohio Wesleyan University, Delaware, OH 
8 pm

Birmingham Boys Choir; Cathedral 
Church of the Advent, Birmingham, AL 
12:30 pm

26 OCTOBER
Diane Meredith Belcher, masterclass; 

Asbury First United Methodist, Rochester, 
NY 10 am

Todd Wilson; Stambaugh Auditorium, 
Youngstown, OH 2 pm

Alan Morrison; Gray Chapel Auditorium, 
Ohio Wesleyan University, Delaware, OH 
8 pm

Christopher Houlihan, masterclass; Sam-
ford University, Birmingham, AL 10:30 am

27 OCTOBER
Judith Hancock; First Presbyterian, Il-

ion, NY 3 pm
Diane Ames & Paulette Fry; United 

Presbyterian, Cortland, NY 3 pm
Donald Fellows; St. Paul Cathedral, 

Pittsburgh, PA 4 pm
Nathan Laube; St. John’s Episcopal, 

Georgetown, Washington, DC 5 pm
All Hallows Concert; Brevard-Davidson 

River Presbyterian, Brevard, NC 6:30 pm
Bradley Hunter Welch, festival; Fifth Av-

enue Baptist, Huntington, WV 10:45 am
Bach Society of Dayton; Kettering Adven-

tist Church, Kettering, OH 4 pm
Jeannine Jordan, with media artist, From 

Sea to Shining Sea; Hyde Park Community 
United Methodist, Cincinnati, OH 4 pm

Andrew Schaeffer & Samantha Koch; 
Cathedral of the Holy Angels, Gary, IN 3 pm

Christopher Houlihan; Samford Univer-
sity, Birmingham, AL 2:30 pm

Richard Hoskins; St. Chrysostom’s, 
Chicago, IL 2:30 pm

David Jonies; Immaculate Conception 
Church, Chicago, IL 3 pm

Bruce Neswick; St. Mark’s Episcopal, 
Glen Ellyn, IL 4 pm

Bill Chouinard; St. Andrew’s Lutheran, 
Mahtomedi, MN 6 pm

28 OCTOBER
Isabelle Demers; Cincinnati Museum 

Center, Cincinnati, OH 7:30 pm

Calendar

  This calendar runs from the 15th of the month 

of issue through the following month. The deadline 

is the fi rst 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 

chapter event, • •=RCCO centre event, +=new organ 

dedication, ++= OHS event.

  Information cannot be accepted unless it 

specifi es artist name, date, location, and hour in 

writing. Multiple listings should be in chronological 

order; please do not send duplicate listings. 

THE DIAPASON regrets that it cannot assume 

responsibility for the accuracy of calendar entries. 

ROBERT CLARK
Houston Texas

Master Classes, Consultation

robert.cameron.clark@gmail.com

513/478-0079

David Herman
Trustees Distinguished Professor Emeritus of Music and University Organist

The University of Delaware  herman@udel.edu

LORRAINE BRUGH, Ph.D.

Associate Professor
University Organist

Valparaiso University
Valparaiso, IN
www.valpo.edu

219-464-5084
Lorraine.Brugh@valpo.edu

ANDREW HENDERSON, DMA
Madison Avenue Presbyterian Church

New York, NY

www.andrewhenderson.net

WILL HEADLEE
1650 James Street

Syracuse, NY 13203-2816

(315) 471-8451

STEPHEN HAMILTON
recitalist–clinician–educator
www.stephenjonhamilton.com
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2014 Resource Directory
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Contact Jerome Butera • 608/634-6253 • jbutera@sgcmail.com

JOHN FENSTERMAKER

TRINITY-BY-THE-COVE

NAPLES, FLORIDA

STEVEN EGLER
Central Michigan University

Mt. Pleasant, Michigan
Artist in Residence

First Congregational Church
Saginaw, Michigan

egler1s@cmich.edu

JAMES DORROH, AAGO, PhD

Saint Luke’s Episcopal Church
Samford University

Birmingham, Alabama
Organ Consultant          Organ Recitals

DELBERT DISSELHORST

Professor Emeritus

University of Iowa–Iowa City

THOMAS BROWN
UNIVERSITY

PRESBYTERIAN CHURCH
CHAPEL HILL, NORTH CAROLINA

ThomasBrownMusic.com

Byron L. Blackmore
Crown of Life Lutheran Church

Sun City West, Arizona
623/214-4903

Dean W. Billmeyer
University of Minnesota

Minneapolis 55455 • dwb@umn.edu

GAVIN BLACK
Princeton Early Keyboard Center

732/599-0392
www.pekc.org

St. Andrew’s by the Sea,
Hyannis Port

Christopher Babcock

Bert Adams, FAGO
Park Ridge Presbyterian Church

Park Ridge, IL
Pickle Piano & Church Organs

Bloomingdale, IL

PATRICK ALLEN
GRACE CHURCH

NEW YORK
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Margaret Martin, with trumpet; Elliott 
Chapel, Presbyterian Homes, Evanston, IL 
1:30 pm

29 OCTOBER
Jack Mitchener; Union University, Jack-

son, TN 7:30 pm
Bradley Hunter Welch; Christ Evangeli-

cal Lutheran, Athens, OH 7:30 pm
Gregory Hand; Church of St. Louis, King 

of France, St. Paul, MN 12:35 pm

31 OCTOBER
Mark Steinbach; Sayles Hall, Brown 

University, Providence, RI 11:59 pm

1 NOVEMBER
Nathan Laube; Lippes Concert Hall, 

SUNY Buffalo, Amherst, NY 7:30 pm
Julane Rodgers, harpsichord; Christ 

Church, Bradenton, FL 7 pm
Vincent Dubois; Hill Auditorium, Univer-

sity of Michigan, Ann Arbor, MI 8 pm
Richard Elliott; Bethel University, St. 

Paul, MN 7:30 pm

2 NOVEMBER
Tom Trenney, improvisation and service 

playing classes; Grace Covenant Presbyte-
rian, Richmond, VA 9 am

Tom Trenney, silent fi lm accompani-
ment; Grace Covenant Presbyterian, Rich-
mond, VA 11 am

John Geib; All Souls Episcopal, North 
Fort Myers, FL 4 pm

3 NOVEMBER
Fauré, Requiem; Grace Church, New 

York, NY 4 pm
David Baskeyfi eld; St. Peter’s by-the-

Sea Episcopal, Bay Shore, NY 4 pm
Fauré, Requiem; Shadyside Presbyte-

rian, Pittsburgh, PA 4 pm
David Higgs; West Side Presbyterian, 

Ridgewood, NJ 4 pm
Choral Evensong; St. John’s Episcopal, 

Hagerstown, MD 5 pm
Chancel Choir; Providence United Meth-

odist, Charlotte, NC 7 pm
Julane Rodgers, harpsichord; Church of 

the Redeemer, Sarasota, FL 7 pm
Craig Cramer; Concordia Seminary, 

Fort Wayne, IN 4:30 pm
Andrew Peters, silent fi lm accompani-

ment; Grace Lutheran, Clarksville, TN 4 pm
Karen Beaumont; St. John Cantius, Chi-

cago, IL 2 pm

4 NOVEMBER
Oratorio Society of New York; Carnegie 

Hall, New York, NY 8 pm

5 NOVEMBER
Rodney Barbour; Ransdell Chapel, 

Campbellsville University, Campbellsville, 
KY 12 noon

Thomas Ferry; Church of St. Louis, King 
of France, St. Paul, MN 12:35 pm

6 NOVEMBER
Nicholas Basehore; Camp Hill Presby-

terian, Camp Hill, PA 12:15 pm
Craig Cramer; St. Joseph Parish, Che-

noa, IL 7 pm

7 NOVEMBER
New York Choral Artists; Avery Fisher 

Hall, New York, NY 7:30 pm

8 NOVEMBER
Fauré, Requiem; St. Vincent Ferrer 

Church, New York, NY 6:30 pm
New York Choral Artists; Avery Fisher 

Hall, New York, NY 8 pm
Dorothy Papadakos, silent fi lm accom-

paniment and lecture; St. Paul’s Episcopal, 
Greenville, NC 7:30 pm

Frederick Teardo; Cathedral Church of 
the Advent, Birmingham, AL 7:30 pm

9 NOVEMBER
New York Choral Artists; Avery Fisher 

Hall, New York, NY 7:30 pm
Brenda Day, with Crescent Choral Soci-

ety; Crescent Avenue Presbyterian, Plain-
fi eld, NJ 8 pm

Yun Kyong Kim, masterclass; Western 
Illinois University, Macomb, IL 10 am

10 NOVEMBER
Daryl Robinson; Grace Episcopal, El-

mira, NY 4 pm
Marijim Thoene; Cathedral of Mary Our 

Queen, Baltimore, MD 5 pm 

Herbert Buffington; Duke University 
Chapel, Durham, NC 5 pm

Marion Civic Chorale; First United Meth-
odist, Ocala, FL 3 pm

Choral Evensong; Cathedral Church of 
the Advent, Birmingham, AL 3 pm

Ken Cowan; St. James Episcopal, Alex-
andria, LA 7 pm

Nathan Laube; First United Methodist, 
Shreveport, LA 4 pm

Tom Trenney; St. Mark’s Episcopal Ca-
thedral, Shreveport, LA 7 pm

Chicago-area organists; St. Chrysos-
tom’s, Chicago, IL 2:30 pm

La Caccina; First Presbyterian, Arlington 
Heights, IL 4 pm

Yun Kyong Kim; First Presbyterian, Ma-
comb, IL 3 pm

11 NOVEMBER
Maxine Thevenot; Belmont United 

Methodist, Nashville, TN 7:30 pm

12 NOVEMBER
David Enlow, with harp; Church of the 

Resurrection, New York, NY 8 pm
Andrew Scanlon; Central Synagogue, 

New York, NY 12:30 pm
St. Thomas Choir of Men and Boys, with 

Fretwork; St. Thomas Church, New York, 
NY 7:30 pm

Wyatt Smith; Church of the Gesu, Mil-
waukee, WI 7:30 pm

Sarah Carlson; Church of St. Louis, 
King of France, St. Paul, MN 12:35 pm

14 NOVEMBER
Christopher Houlihan; Mount St. Mary’s 

Seminary, Emmitsburg, MD 7 pm

15 NOVEMBER
Ken Cowan; St. Bridget Catholic Church, 

Richmond, VA 7:30 pm
Chelsea Chen; Christ United Methodist, 

Greensboro, NC 7:30 pm

16 NOVEMBER
Ann Labounsky, workshop; First United 

Methodist, Brevard, NC 10 am
Thomas Trotter, masterclass; First Pres-

byterian, Gainesville, FL 10 am

17 NOVEMBER
Paul Jacobs; Hitchcock Presbyterian, 

Scarsdale, NY 4 pm
Mary Preston; St. Ignatius Loyola Par-

ish, New York, NY 3 pm
Juice Vocal Ensemble; Madison Avenue 

Presbyterian, New York, NY 3 pm
Ann Labounsky; Porter Center for Per-

forming Arts, Brevard College, Brevard, NC 
3 pm

+Jack Mitchener; First Baptist, Athens, 
GA 3 pm

Boyd Jones; Advent Lutheran, Mel-
bourne, FL 3 pm

Alan Morrison; First United Methodist, 
Orlando, FL 4 pm

Thomas Trotter; First Presbyterian, 
Gainesville, FL 4 pm

Nathan Laube; Stambaugh Auditorium, 
Youngstown, OH 4 pm

Bruce Neswick; St. Luke’s Church, 
Granville, OH 4 pm

Gail Archer; St. Thomas Episcopal, Lou-
isville, KY 5 pm

David Baskeyfi eld; Independent Pres-
byterian, Birmingham, AL 4 pm

18 NOVEMBER
Karen Beaumont; Summerfi eld United 

Methodist, Milwaukee, WI 1 pm

19 NOVEMBER
Boyd Jones; Stetson University, De-

Land, FL 7:30 pm
Estonian Philharmonic Chamber Choir; 

St. Peter in Chains Cathedral, Cincinnati, 
OH 7:30 pm

Thomas Trotter; Cathedral of St. John 
the Evangelist, Cleveland, OH 7:30 pm

St. Olaf College students; Church of St. 
Louis, King of France, St. Paul, MN 12:35 pm

20 NOVEMBER
Cathedral Choirs of St. John the Divine 

with the Oratorio Society of New York and 
the Manhattan School of Music Chamber 
Choir; Cathedral of St. John the Divine, 
New York, NY 7:30 pm

22 NOVEMBER
James David Christie; Calvary Episco-

pal, Stonington, CT 7:30 pm
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23 NOVEMBER
Andrew Scanlon, with orchestra; St. 

Paul’s Episcopal, Greenville, NC 7:30 pm

24 NOVEMBER
Peter Planyavsky; Woolsey Hall, Yale 

University, New Haven, CT 8 pm
St. Andrew Chorale & Orchestra; Madison 

Avenue Presbyterian, New York, NY 3 pm
Gail Archer; Church of the Epiphany, 

New York, NY 4 pm
Ken Cowan; Haddonfi eld United Meth-

odist, Haddonfi eld, NJ 7 pm
Vivaldi, Gloria; Shadyside Presbyterian, 

Pittsburgh, PA 4 pm
Christopher Houlihan; First Baptist, 

Washington, DC 4 pm
Stanley Thurston; Washington National 

Cathedral, Washington, DC 5:15 pm
Christ Church Chorale, with chamber 

orchestra; Christ Church, Bradenton, FL 
11 am

Chelsea Chen; Independent Presbyte-
rian, Birmingham, AL 4 pm

Rhodes College Choirs; St. Mary’s Epis-
copal Cathedral, Memphis, TN 4 and 7 pm

26 NOVEMBER
Derek Remes; Church of St. Louis, King 

of France, St. Paul, MN 12:35 pm

25 NOVEMBER
Andrew Schaeffer; Elliott Chapel, Pres-

byterian Homes, Evanston, IL 1:30 pm

29 NOVEMBER
Christopher Houlihan; Mayfl ower Con-

gregational, Grand Rapids, MI 7:30 pm

UNITED STATES
West of the Mississippi

15 OCTOBER
Armonia Celeste; Church of the Incarna-

tion, Dallas, TX 7:30 pm
Daryl Robinson; St. Philip Presbyterian, 

Houston, TX 7:30 pm

18 OCTOBER
Kent Tritle; St. Andrew’s Lutheran, Co-

lumbia, MO 7:30 pm
Frederick Swann; First Presbyterian, Ya-

kima, WA 7 pm

19 OCTOBER
Herndon Spillman, masterclass; Clear 

Lake United Methodist, Houston, TX 10 am
Carol Williams, with orchestra; Murrieta 

United Methodist, Murrieta, CA 7:30 pm

20 OCTOBER
Kent Tritle; First Congregational, Spen-

cer, IA 3 pm
John Weaver; Mount Olive Lutheran, 

Minneapolis, MN 4 pm

Episcopal Diocese of Texas Adult Choral 
Festival; Christ Church Cathedral, Hous-
ton, TX 6 pm

David Baskeyfi eld; Broadway Baptist, 
Fort Worth, TX 7 pm

Herndon Spillman; Clear Lake United 
Methodist, Houston, TX 7 pm

Hans Uwe Hielscher; St. Mary’s Cathe-
dral, San Francisco, CA 3:30 pm

Emanuele Cardi; Resurrection Parish, 
Santa Rosa, CA 3:30 pm

Raúl Prieto Ramírez; Concordia Univer-
sity, Irvine, CA 4 pm

22 OCTOBER
Olivier Latry; St. Cecilia Cathedral, 

Omaha, NE 7:30 pm
John & Marianne Weaver, organ & fl ute; 

St. Andrew’s Lutheran, Bellevue, WA 7 pm

25 OCTOBER
Andrew Peters; Third Baptist, St. Louis, 

MO 12:30 pm
Jonathan Dimmock; Parker Chapel, 

Trinity University, San Antonio, TX 7:30 pm
Dorothy Papadakos; St. John’s Cathe-

dral, Denver, CO 7:30 pm
Tom Trenney, with silent fi lm; Fair Oaks 

Presbyterian, Fair Oaks, CA 7 pm

26 OCTOBER
Marilyn Keiser; St. David’s Episcopal, 

San Antonio, TX 9 am
The Valparaiso Singers; Church of Jesus 

Christ of Latter-day Saints, Menlo Park, CA 
7:30 pm

27 OCTOBER
VocalEssence, St. Olaf Choir, & North-

fi eld Youth Choir; Orchestra Hall, Minne-
apolis, MN 4 pm 

Faythe Freese; Second Presbyterian, St. 
Louis, MO 4 pm

Gail Archer; First United Methodist, Bel-
la Vista, AR 3 pm

Jonathan Ryan; Church of the Incarna-
tion, Rio Rancho, NM 3 pm

John & Marianne Weaver, organ & fl ute; 
St. Andrew’s Lutheran, Bellevue, WA 3 pm

Norma Aamodt-Nelson, with choir; Trin-
ity Lutheran, Lynnwood, WA 7 pm

David Troiano; St. Mary’s Cathedral, 
San Francisco, CA 3:30 pm

30 OCTOBER
Sarah Garner; Cross View Lutheran, 

Edina, MN 6:30 pm

31 OCTOBER
Aaron David Miller, silent fi lm accompa-

niment; Helzberg Hall, Kauffman Center for 
the Performing Arts, Kansas City, MO 7 pm

Tom Trenney, with silent fi lm; First-Plym-
outh Church, Lincoln, NE 8 pm

James Welch, Halloween concert; St. 
Mark’s Episcopal, Palo Alto, CA 8 pm
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Todd Wilson, silent fi lm accompaniment; 
Davies Symphony Hall, San Francisco, CA 
7:30 pm 

Clark Wilson, silent fi lm accompani-
ment; Walt Disney Concert Hall, Los Ange-
les, CA 8 pm

1 NOVEMBER
Thomas Strickland; St. John’s Cathe-

dral, Denver, CO 7:30 pm
Todd Wilson, silent fi lm accompaniment; 

St. John’s Episcopal, Jackson, WY 7 pm
Jonathan Biggers; St. Mark’s Cathe-

dral, Seattle, WA 7:30 pm

3 NOVEMBER
Anthony Williams; Christ Church Ca-

thedral, Houston, TX 4:15 pm
Choral Evensong; Christ Church Cathe-

dral, Houston, TX 5 pm
Isabelle Demers; Cathedral of the Mad-

eleine, Salt Lake City, UT 8 pm
Jonathan Dimmock, with soprano; 

Grace Cathedral, San Francisco, CA 
4 pm

4 NOVEMBER
Choir of St. Thomas, Leipzig; Central Lu-

theran, Minneapolis, MN 7:30 pm
Ken Cowan; Parish of St. Mark, Glen-

dale, CA 8 pm

8 NOVEMBER
Choir of St. Thomas, Leipzig, with Leipzig 

Baroque Orchestra; Cathedral Basilica of 
St. Louis, St. Louis, MO 8 pm

Christopher Houlihan; First Presbyte-
rian, Little Rock, AR 8 pm

James Welch; Church of Jesus Christ of 
Latter-day Saints, Pacifi c Beach, CA 7:30 pm

9 NOVEMBER
Rachel Laurin, masterclass; Bethlehem 

Lutheran, Minneapolis, MN 9 am
Aaron David Miller, masterclass; First 

Presbyterian, Rochester, MN 10 am

10 NOVEMBER
Rachel Laurin; Bethlehem Lutheran, 

Minneapolis, MN 3:30 pm
Aaron David Miller; First Presbyterian, 

Rochester, MN 4 pm
Gail Archer; Drury University, Spring-

fi eld, MO 3 pm
Robert Bates; St. Alban’s Episcopal, 

Tucson, AZ 3 pm
Ann Marie Rigler; Lagerquist Hall, Ta-

coma, WA 3 pm
Ullrich Böhme; Walt Disney Concert 

Hall, Los Angeles, CA 7:30 pm

11 NOVEMBER
Isabelle Demers; First Presbyterian, 

Kilgore, TX 7:30 pm

12 NOVEMBER
Ken Cowan; St. Mark’s Episcopal Cathe-

dral, Shreveport, LA 10 am

13 NOVEMBER
Nathan Laube; First Presbyterian, 

Kilgore, TX 10 am

14 NOVEMBER
Jason Roberts; First Presbyterian 

Church, Kilgore, TX 3 pm
Thomas Trotter; First Baptist, Longview, 

TX 7:30 pm

16 NOVEMBER
Ars Lyrica Houston; St. Philip Presbyte-

rian, Houston, TX 7:30 pm

17 NOVEMBER
The Chenaults; Kauffman Center for the 

Performing Arts, Kansas City, MO 4 pm
Isabelle Demers; University Christian 

Church, Fort Worth, TX 3 pm
Deke Polifka; St. John’s Cathedral, Den-

ver, CO 3 pm
Jonathan Wohlers; Trinity Lutheran, 

Lynnwood, WA 7 pm

18 NOVEMBER
Christopher Houlihan; Auditorium of 

the Community of Christ, Independence, 
MO 7:30 pm

James Welch; Olive Drive Church, Ba-
kersfi eld, CA 7:30 pm

22 NOVEMBER
HyeHyun Sung; Christ Church Cathe-

dral, Houston, TX 7 pm
Thomas Trotter; St. Margaret’s Episco-

pal, Palm Desert, CA 7 pm

23 NOVEMBER
Aaron David Miller, with choir and or-

chestra; St. Mark’s Cathedral, Minneapolis, 
MN 7:30 pm

Michel Bouvard; Hertz Hall, University 
of California, Berkeley, CA 6 pm

24 NOVEMBER
Nathan Laube; Grace and St. Stephen’s 

Episcopal, Colorado Springs, CO 3 pm
Jiyoung Lee, with baroque cello; St. 

Mark’s Cathedral, Seattle, WA 2 pm

INTERNATIONAL

15 OCTOBER
Thomas Trotter; Mansion House, Lon-

don, UK 6:30 pm

16 OCTOBER
Franz Lörch; Kathedrale, Dresden, Ger-

many 8 pm
Michal Markuszewski; St. Michael & 

All Angels, West Croydon, London, UK 
1:10 pm 

19 OCTOBER
Jan-Olov Berglund; Ovansjö Church, 

Kungsgården, Sweden 6 pm
Ian Tracey; Liverpool Cathedral, Liver-

pool, UK 3 pm

20 OCTOBER
Michael Eckerle; St. Paul’s Cathedral, 

London, UK 4:45 pm
Stephanie Burgoyne & William 

Vandertuin; St. Paul’s United Church, Par-
is, ON, Canada 3 pm

Jean-Baptiste Robin; Westminster Unit-
ed Church, Winnipeg, MB, Canada 7:30 pm

23 OCTOBER
Thomas Dahl; Frauenkirche, Dresden, 

Germany 8 pm
Per Thunarf; St. Michael & All Angels, 

West Croydon, London, UK 1:10 pm

25 OCTOBER
Stephanie Burgoyne & William 

Vandertuin; Waterford United Church, Wa-
terford, ON, Canada 7:30 pm

26 OCTOBER
Michael Dirk & Nicholas Fairbank; Vic-

toria Conservatory of Music, Victoria, BC, 
Canada 2 pm

27 OCTOBER
Michael Radulescu; Eglise des Jé-

suites, Porrentruy, Switzerland 5 pm
Max Kenworthy; St. Paul’s Cathedral, 

London, UK 4:45 pm
Martin Ford; Westminster Abbey, Lon-

don, UK 5:45 pm

30 OCTOBER
Jelani Eddington; Frauenkirche, Dres-

den, Germany 8 pm
Tom Winpenny; St. Michael & All An-

gels, West Croydon, London, UK 1:10 pm

31 OCTOBER
Steffen Walther; St. Wenzel’s Church, 

Naumburg, Germany 6 pm

1 NOVEMBER
Gail Archer; Johanneskirche, Dussel-

dorf, Germany 7 pm
Carol Williams; United Reform Church, 

Gainsborough, UK 7:30 pm

2 NOVEMBER
Mozart, Requiem; Sint-Pieterskerk, 

Havise, Belgium 8:15 pm
Carol Williams; Lancaster Town Hall, 

Lancaster, UK 3 pm

6 NOVEMBER
Stephanie Hillebrand; Kathedrale, 

Dresden, Germany 8 pm

10 NOVEMBER
Hans-Rudolf Krüger; Pauluskirche, 

Stuttgart, Germany 11:15 am 

13 NOVEMBER
Samuel Kummer, with baritone; Frauen-

kirche, Dresden, Germany 8 pm

16 NOVEMBER
Benoît Zimmermann; Eglise des Jé-

suites, Porrentruy, Switzerland 5 pm

20 NOVEMBER
Thomas Lennartz; Kreuzkirche, Dres-

den, Germany 8 pm

24 NOVEMBER
Isabelle Demers; Eglise Saint-Anges 

Gardiens, Lachine, QC, Canada 3 pm

27 NOVEMBER
Johanna Lennartz; Kathedrale, Dres-

den, Germany 8 pm
Tom Trenney; Church of the Holy Trinity, 

Toronto, ON, Canada 7:30 pm
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JAMES E. BARRETT, St. John’s Cathe-
dral, Denver, CO, May 17: Fantasia und Fuga 
in g, BWV 542, Bach; Prelude and Fugue in B, 
op. 99, no. 2, Saint-Saëns; The Legend of the 
Mountain, Karg-Elert; Carnival, Crandell; 
Sonata No. 12 in D-fl at, op. 154, Rheinberger; 
Carillon, Sowerby; Variations sur un thème de 
Corelli, op. 56, Rinck.

BR. BENJAMIN BASILE, C.PP.S., First 
Congregational Church, Michigan City, IN, 
June 12: Marche Pontifi cale, Gounod, arr. 
Schehl; Mein junges Leben hat ein End’, 
Sweelinck; Voluntary in F, op. 7, no. 4, Stan-
ley; Preludium, March, Lamento, Chan-
sonnette, Toccata (Heures Intimes, op. 25), 
Peeters; Romance sans paroles, op. 7, no. 8, 
Bonnet; Grand Chœur in B-fl at, Dubois.

DANIEL BECKWITH and HAROLD 
PYSHER, The Episcopal Church of Bethes-
da-by-the-Sea, Palm Beach, FL, May 12: 
Concerto in G, Bach; Maundy Thursday 
(Holy Week), Hancock; God Rest You Merry, 
Gentlemen, Hobby; Emerald Isle, Evensong, 
Callahan; Pastorale, Roger-Ducasse; Danse 
Macabre, Saint-Saëns; Processional, Shaw; 
Crown Imperial, Walton; Toccata, Weaver.

DAVID CHRISTIANSEN, St. Andrews 
Lutheran Church, Park Ridge, IL, June 9: 
Praeludium in C, Buxtehude; Veni Creator 
Spiritus, Larsen; Vor deinem Thron tret’ ich 
hiermit, Bach; Great Is Thy Faithfulness, 
Miller; Cold December Flies Away, Ore; Gift 
of Finest Wheat, Rotermund; Die ganze Welt 
hast Du uns überlassen, Kiefer; Greet the Ris-
ing Sun, Christiansen; Siyahamba, Behnke; 
In dir ist Freude, Göttsche; Carillon de West-
minster, Vierne.  

DELBERT DISSELHORST, Lola Wolf 
Residence, Kirkland, WA, June 9: Toccata 
III (Apparatus-Organisticus–1690), Muffat; 
Mein junges Leben hat ein End’,  SwWV 324, 
Sweelinck; Tiento pequeño y facil de septimo 
tono, Tiento Segundo de medio registro de 
tiple de quarto tono, Correa de Arauxo; Von 

Gott will ich nicht lassen, BWV 658, Herr Jesu 
Christ, dich zu uns wend, BWV 655, Allein 
Gott in der Höh sei Ehr, BWV 662, Prelude 
and Fugue in C, BWV 547, Bach; Fiesta, Far-
rington; Postlude pour l’Offi ce de Complies, 
JA29, Alain; Sonata I in f, op.65, Mendelssohn.

STEPHEN HAMILTON, Methuen Me-
morial Music Hall, Methuen, MA, June 12: 
Allegro, Symphony VI, Widor; Pastorale, op. 
19, Franck; O Mensch, bewein’ dein’ Sünde 
gross, BWV 622, Bach; Toccata, Villancico y 
Fuga, Ginastera; Transports de joie d’une âme 
devant la gloire du Christ qui est la sienne 
(L’Ascension), Messiaen; Choral in E, Franck.

MATTHIAS HAVINGA, Old West 
Church, Boston, MA, June 12: Fantasia in 
g, BWV 542, Bach; Canzon Ariosa, A. Ga-
brieli; Psalm 24, van Noordt; Malle Sijmen, 
Sweelinck; Serbande, Leningrad Manuscript;  
Gagliarda Terza, Frescobaldi; Fuga in G, 
BWV 577, Concerto in d, BWV 596, Fugue in 
g, BWV 542, Bach.

MATTHIAS JAKOB, Old West Church, 
Boston, MA, May 10: Fantasia in G (Piece 
d’Orgue), BWV 572, Bach; Toccata (avanti la 
Messa Domenica), Kyrie (della Domenica), 
Christe (alio modo), Kyrie (alio modo), Toc-
cata chromatica (per l’Elevatione) (Fiori musi-
cali), Frescobaldi; Puer natus est nobis, Resur-
rection (Livre du Saint Sacrement), Messiaen; 
Passacaglia in d, BuxWV 161, Buxtehude; 
Introduction and Passacaglia in d, Toccata in 
d, Fugue in d, Melodia in B (Nine Pieces for 
Organ, op. 129), Reger; Sonata in c, op. 65, 
no. 2, Mendelssohn; Passacaille, Martin.

CRISTA MILLER, St. Paul Cathedral, 
Pittsburgh, PA, May 3: Praeludium in e, 
Bruhns; Ballo del granduca, Sweelinck; Pre-
lude and Fugue in D, BWV 532, Bach; Mag-
nifi cat V. Toni, Scheidemann; Christus, der ist 
mein Leben, Pachelbel; Prelude and Fugue in 
c, op. 37, no. 1, Mendelssohn; Andante Can-
tabile (Symphony IV, op.13, no. 4), Widor; Te 
Deum, Hakim.

C. RALPH MILLS, with Jack Swiney, 
fl ute, James Merrill, tenor, and Julie Janisch, 
harpsichord, St. Andrew United Methodist 
Church, St. Albans, WV, March 17: Soldiers 
Are We; Saviour of the Nations, Come, Pach-
elbel; Variations on In Dulci Jubilo, Hock; 
We Three Kings (The Babe of Bethlehem), 
Gaul, transcr. Black; O Sacred Head, Now 
Wounded, Alwes; All Glory, Laud, and Hon-
or, Willan; Le Banquet Celeste, Messiaen; 
The Strife Is O’er, the Battle Done, Monk; 
Jesu, Joy of Man’s Desiring, Bach; Be Thou 
My Vision, trad. Irish; We Believe in One 
True God, Bach. 

PAUL MONACHINO, Our Lady, Queen 
of the Most Holy Rosary Cathedral, Toledo, 
OH, May 6: Rigaudon, Campra; Récit de Cro-
morne en taille, Calvière; Noël X ‘Grand Jeu et 
Duo’, Daquin; Adoro te devote, Callahan; Ave 
Maria, Guilmant; Fantasia in G, BWV 572, 
Bach; Berceuse, Pastorale, Carillon (24 Pièces 
en style libre), Vierne.

WILLIAM NESS, Methuen Memorial 
Music Hall, Methuen, MA, June 19: Fanfare 
and Gothic March, Weitz; Thème et varia-
tions (Hommage à Frescobaldi), op. 70, Lan-
glais; Variations-Études sur une berceuse, op. 
48, Falcinelli; Te Deum, op. 11, Demessieux; 
Quatre Études-Caprices pour orgue, The 
Last Judgement, Hakim; Deux Esquisses, op. 
41, Dupré.

K. BERNARD SCHADE, St. Luke UCC, 
Belfast, PA, May 19: Noel No. 8, Estranger, 
d’Aquin; Organ Sonata, Anonymous; Introduc-
tion and Toccata in G, Walond; Triple Fugue in 
E-fl at, Dorian Toccata, Fugue in g, Concerto 
No. 1, Bach; Presto (Organ Concert No. 5), 
Handel; The King of Love My Shepherd Is, 
Milford; Deck Thyself with Gladness, Brahms; 
Beautiful Saviour, Schroeder; Cortege and 
Litany, Dupré; Toccata, Monnikendam. 

STEPHEN SCHNURR, JR., St. Andrew 
Episcopal Church, Louisville, KY, May 10: 
Prelude and Fugue in e, BWV 548, Bach; 

Sweet Sixteenths, A Concert Rag for Or-
gan, Albright; Introduction and Passaca-
glia in d, Reger; Symphonie V in f, op. 42, 
no. 1, Widor. 

CAROLYN SHUSTER & DOMINIQUE 
FOURNIER, Saint-Denys du Saint-Sacre-
ment, Paris, France, June 27: Clavier-Übung 
III, Bach.

BILL TODT, First Reformed Church, 
Long Branch, NJ, June 9: Fantasia in b, Bach; 
Adagio, Mozart; Praeludium et Fuga ex D-
Dur, Simon; Fanfares  (Suite Breve), Phillips; 
The Gathering, Utterback; There Is a Name 
I Love To Hear, Carter; Prelude for Harpsi-
chord, Broege; Mystical Vision, Streams of 
Gladness (Hudson River Voluntaries), Utter-
back; Uncle Sam, Noonan and Bell; Intrada, 
G. Ives; An Old Tune from Dalecarlia, Lind-
berg; Obangiji, Sowande.

JOE UTTERBACK, organ and piano, 
with John Bierley, trumpet, Brennan Loft, 
London, OH, May 6: Wade in the Wa-
ter (The JAZZ Epistle), Prelude on BEACH 
SPRING, Flute Dance (Voluntaries in Jazz 
Style), My Hope Is Built (The JAZZ Gospel), 
Mystical Vision (Hudson River Voluntaries), 
Steal Away (Steal Away & Little David, Play 
on Your Harp), Herald Angels (Four Carols 
for Christmas), Deep River, When I Survey 
the Wondrous Cross, Utterback; St. Louis 
Blues, Handy; All the Things You Are, Kern; 
Bess, You Is My Woman Now, Gershwin; I 
Want Jesus to Walk with Me, spiritual; Au-
gust Teardrop, Utterback; Joshua Fit the 
Battle of Jericho, spiritual; Over the Rain-
bow, Arlen; Dr. Joe’s Long-fi ngered Ragtime 
Special, Utterback. 

JAMES WELCH, First Congregational 
Church, Fresno, CA, April 7: Entry of the 
Guests (Tannhäuser), Wagner; Sonata No. 2 
in c, BWV 526, Bach; Fanfarra para Orgão, 
Franceschini; Toccatina, Noble; Procésion y 
Saeta, Estrada; Fiesta, Diemer; Symphony 
No. 5, Widor. 

Organ Recitals

Jacques Stinkens
Organpipes - since 1914

Flues - Reeds

Bedrijvenpark "Seyst" 
Woudenbergseweg 19 E-1 Tel. +31 343 491 122  info@stinkens.nl
NL - 3707 HW Zeist         Fax +31 343 493 400  www.stinkens.nl

300 Old Reading Pike • Suite 1D • Stowe, PA 19464
610-970-9817 • 610-970-9297 fax

PMurphy129@aol.com • www.pjmorgans.com

H.W. DEMARSE
T R A C K E R  O R G A N S

518-761-0239
2 Zenus Dr., Queensbury, NY 12804-1930

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

Builders of high quality 
Pipe Organ Components

Patrick j. Murphy
& associates, inc.
o r g a n b u i l d e r s

GUZOWSKI & STEPPE
O R G A N B U I L D E R S  I N C

NEW INSTRUMENTS

REBUILDS - ADDITIONS

TUNING & SERVICE

1070 N.E. 48th Court

FT. LAUDERDALE, FL 33334

(954) 491-6852

REFINED INSTRUMENTS FOR WORSHIP SINCE 1859

odellorgans.com  860-365-8233
P.O. Box 405, East Haddam, Connecticut 06423

Advertise in The Diapason
For rates and digital specifi cations 

contact Jerome Butera
608/634-6253

jbutera@sgcmail.com

Own a piece of history! 

The cover of the 100th Anniversary 
Issue of The Diapason is now avail-
able on a handsome 10″x 13″ plaque. 
The historic cover image in full color 
is bordered in gold-colored metal, and 
the high-quality plaque has a marble-
ized black fi nish; a slot on the back 
makes it easy to hang for wall display. 
Made in the USA, The Diapason 
100th Anniversary Issue commemora-
tive plaque is available for $45, ship-
ping in USA included. $10 discount for 
members of the 50-Year Subscribers 
Club. Order yours today: 

jbutera@sgcmail.com
608/634-6253

The Organ Clearing House
PO Box 290786
Charlestown, MA 02129

Ph: 617.688.9290
www.organclearinghouse.com

Visit The Diapason 
website:

www.TheDiapason.com
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Classifi ed Advertising

POSITIONS AVAILABLE PUBLICATIONS / RECORDINGS PUBLICATIONS / RECORDINGS PUBLICATIONS / RECORDINGS

Harpsichord Technique: A Guide to Expres-
sivity—2nd edition with CDs, by Nancy 
Metzger, now reduced 30% at author’s 
website:  www.rcip.com/musicadulce.

Historic Organs of Southeastern Massachu-
setts—New! The long-awaited OHS Convention 
recording is fi nally here! This diverse 4-CD col-
lection features stellar performances by 37 dif-
ferent organists, including Brian Jones, Thomas 
Murray, Peter Sykes, and Barbara Owen. More 
than just a memento of the convention, this is an 
important documentation of many historic organs 
that have never before been recorded, featuring 
instruments by Beach, Erben, Hook, Hutch-
ings, Jardine, Johnson, and Skinner. Be among 
the fi rst to own this treasury! The booklet offers 
detailed information about all performers, organs 
and composers. For track information and how to 
order, visit www.ohscatalog.com. Regular Price: 
$34.95, member price: $31.95.

In the Organ Lofts of Paris—A new edition of 
Frederic B. Stiven’s 1923 Parisian study is avail-
able, edited and annotated by Rollin Smith. Stiven 
graduated from the Oberlin Conservatory in 1907 
and subsequently served on the faculty. From 
1909–11 he studied with Alexandre Guilmant 
in Paris and each Sunday he visited important 
churches. Stiven writes charming pen-portraits of 
his visits with Widor, Vierne, Gigout, and Bonnet, 
and describes encounters with other organists, 
as well as singing in the choir of the Paris Bach 
Society and in a chorus directed by Charles Tour-
nemire. Stiven’s original text is illuminated with 
68 illustrations and copious annotations by Rollin 
Smith. Includes Stiven’s articles written for The 
Etude magazine: “Systematized Instruction in 
Organ Playing” and “The Last Days of Guilmant,” 
and stoplists of all organs mentioned in the text. 
Hardbound; 184 pages. $24.95; OHS member 
price, $19.95. www.ohscatalog.org.

Certifi ed appraisals—Collections of organ 
books, recordings, and music, for divorce, 
estate, gift, and tax purposes. Stephen L. Pinel, 
Appraiser. slpinel@verizon.net; 609/448-8427.

Fruhauf Music Publications announces a 
new work for carillon: Fanfare on Gloria and 
Air and Fugato on Personent Hodie (arranged 
for 4-octave instrument) is available as a com-
plimentary online downloadable PDF score for 
printing, practice, and performance. Visit www.
frumuspub.net’s newly refurbished website for 
easy access, and help to celebrate FMP’s ten-
year anniversary with the music of bells!

The Diapason 2014 Resource Directory is 
the most complete listing of products and 
services for the organ and church music 
fi elds. Make sure your ad is included. Con-
tact Jerome Butera, jbutera@sgcmail.com 
or 608/634-6253.

REED ORGANS FOR SALE

Vocalion, 2 manuals, 30-note pedal, feeders and 
reservoir releathered, very good condition, Spen-
cer Orgoblo Junior, no pump handle. Shoninger 
reed organ with Cymbella bell stop, very good 
condition. Estey Artist, model Z-56, very good 
playable condition. Oak-cased Aeolian 46-note 
player reed organ, ¾ restored, with 139 rolls. 
Aeolian Orchestrelle 58-note pressurized player 
reed organ, with 69 rolls, restoration nearly 100% 
complete. Vermont, 802/244-7098.

PIPE ORGANS FOR SALE

1978 Reuter pipe organ, 22 stops, 
excellent condition. For information: 
www.milnarorgan.com.

Apprentice sought to train with and suc-
ceed Frederick Hohman as primary Producer/
Engineer and/or Director of Artists & Repertoire 
for the American CD/DVD label PRO ORGANO. 
Applicant must display strong aptitude for acquir-
ing modern skills in audio and video media 
production and must possess a base level of 
knowledge and some practical experience in 
sacred music, with a focus on classical organ 
and choral literature. Applicant must be willing to 
commit to a seven-year apprentice program, the 
successful completion of which shall culminate 
with the eventual assumption of label operations 
in year 2020. Preference given to applicants who 
are U.S. residents of 30 years of age and younger 
as of July, 2013. Those interested are invited to 
send an introductory cover letter by mail or FAX 
(574/271-9191)—no telephone or Internet inqui-
ries, please—detailing reasons and motivation 
for pursuing this vocation, along with a brief c.v., 
including contact information, to: Zarex Corp, 
F. Hohman, P.O. Box 8338, South Bend, IN 
46660-8338 USA.

PUBLICATIONS / RECORDINGS

“Paraphrase on a Christmas Hymn” by William 
Faulkes (1863–1933) makes the most of “O Little 
Town of Bethlehem” and “St Louis.” It starts and 
ends with a bang and makes a noble postlude. 
michaelsmusicservice.com; 704/567-1066.

Fruhauf Music Publications is marking its ten-
year anniversary. FMP’s website offers two new 
complimentary PDF scores available for down-
load, printing, and performance: a four-verse 
unison anthem on the hymn, Picardy, paired with 
a bold organ postlude on the same tune. Visit 
www.frumuspub.net; 805/682-5727 mornings, 
Pacifi c Time; P.O. Box 22043, Santa Barbara, CA 
93121-2043; e-mail Frumus01@aol.com. 

Announcing a new book. Only His Organs 
Remain: The Life of New York State Pipe Organ-
builder Robert S. Rowland, by Richard Triumpho. 
ISBN: 978-0-9717214-8-7, 242 pages; $24.95 
+ $4.00 S&H. Available from: Sunnyside Press, 
297 Triumpho Road, St. Johnsville, NY 13452; 
518/568-7853.

Raven, America’s leading label for organ 
recordings since 1978, offers one hundred CDs 
and videos at RavenCD.com. Titles include 
the 5-disc DVD/CD set about Cavaillé-Coll, 
the acclaimed Bach Art of Fugue DVD/CD set 
with George Ritchie, Ritchie’s 11-CD set of the 
complete organ works of Bach, and recent CDs 
recorded by Jeremy Filsell (National Cathedral), 
Scott Montgomery (new 90-rank Reuter), Jona-
than Ryan (new Parkey 3m organ, Shreveport 
Cathedral), Barbara Raedeke (new Juget-
Sinclair organ, St. Louis), Jack Mitchener, Adam 
Brakel, Maxine Thévenot, Harry Huff, Christina 
Harmon, Carla Edwards, Damin Spritzer, Andrus 
Madsen, Jonathan Dimmock, James Hammann, 
Ken Cowan, Daniel Sullivan, John Brock, many 
more. www.RavenCD.com.

Pro Organo presents Eric Plutz on a new 
recording, French Trilogy (Pro Organo CD 
7255). Recorded on the Aeolian-Skinner Opus 
1257 organ at Winthrop University, Rock Hill, 
South Carolina, the program includes Pierné, 
Trois Pièces; Saint-Saëns, Three Preludes and 
Fugues, op. 99; and Vierne, Deuxième Sym-
phonie, op. 20. www.proorgano.com.

THE DIAPASON E-Newsletters are e-mailed 
monthly to subscribers who sign up to receive 
them. Don’t miss the latest news, featured art-
ists, and classifi ed ads—all with photos—some 
before they appear in print! Visit www.TheDiapa-
son.com and click on Subscribe to our newslet-
ter. For assistance, contact Joyce Robinson, 
847/391-1044, jrobinson@sgcmail.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

Send a copy of THE DIAPASON to a friend: 
Editor, The Diapason, 608/634-6253; 
e-mail: jbutera@sgcmail.com

Attention Organbuilders
For information on sponsoring a 

color cover for THE DIAPASON, 
contact editor Jerome Butera, 

608/634-6253
jbutera@sgcmail.com

For Sale: This Space
For advertising information contact:

The Diapason
608/634-6253 voice

jbutera@sgcmail.com e-mail

THE DIAPASON

3030 W. Salt Creek Lane

Suite 201

Arlington Heights, IL 60005

ph 847/391-1044

fax 847/390-0408

e-mail jrobinson@sgcmail.com

web www.TheDiapason.com

PEEBLES-HERZOG, INC.
50 Hayden Ave.

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

www.peeblesherzog.com

TOTAL PIPE ORGAN RESOURCES

2320 West 50th Street * Erie, PA 16505-0325
(814) 835-2244 * www.organsupply.com
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Classifi ed Advertising Rates will be found below.

PIPE ORGANS FOR SALE PIPE ORGANS FOR SALE MISCELLANEOUS FOR SALE SERVICES / SUPPLIES

Postal regulations require that mail to The 
Diapason include a suite number to assure 
delivery. Please send all correspondence 
to: The Diapason, 3030 W. Salt Creek Lane, 
Suite 201, Arlington Heights, IL 60005.

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 
requirements. For more information call Westa-
cott Organ Systems, 215/353-0286, or e-mail 
orgnbldr@comcat.com.

Releathering all types of pipe organ actions 

and mechanisms. Highest quality materi-
als and workmanship. Reasonable rates. 
Columbia Organ Leathers 800/423-7003. 
www.columbiaorgan.com/col.

Complete Pipe Organ Services from the Organ 
Clearing House: 450 vintage pipe organs avail-
able, renovation, tuning, consultation. Other 
services include transportation, cleaning and 
renovation of carvings, reredos, liturgical furnish-
ings. Call John Bishop at 617/688-9290. john@
organclearinghouse.com.

Subscribers can receive THE DIAPASON 
monthly E-Newsletters—Visit www.TheDia-
pason.com and click Subscribe to our news-
letter. Need help? jrobinson@sgcmail.com.

1938 Kimball studio/practice organ, 4 ranks, 
21 stops, excellent condition, 91″ H, 85″ W, 
56″ D (+pedalboard). Organ Clearing House, 
617/688-9290, john@organclearinghouse.com.

1964 M.P. Möller pipe organ. 36-rank 
American Classic specifi cation including two 
célestes, two enclosed divisions and 32′ reed. 
Three-manual electro-pneumatic console. No 
casework or façades; instrument is in good 
condition but will need re-leathering. New price: 
Asking $35,000 “as is” or can be rebuilt. For more 
information, contact Létourneau Pipe Organs at 
mail@letourneauorgans.com or 888/774-5105.

1986 Delaware Organ Company—7 extended 
unit ranks. Fits under 7′ ceiling. Ideal for home 
or small church. $23,000. For pictures and a 
specifi cation contact orgnbldr@comcat.com (not 
Comcast) or call 215/353-0286. 

Wicks organ, 2 manuals, 4 ranks, ca. 1990. 
16′ Rohrfl ute 97 pipes, 8′ Principal 85 pipes, 
4′ Gemshorn 73 pipes, 8′ Trumpet 61 pipes. 
Excellent condition. Oak casework and console. 
Lauck Pipe Organ Co. 269/694/4500; e-mail: 
k.reed.com.krr@att.net.

MISCELLANEOUS FOR SALE

Arts and Crafts architectural organ façade. 
Quarter-sawn golden oak lattice weave. 11 
dummy pipes. Circa 1925. 12′x12′ - or - 8′x12′ 
(without the mantle). Removed from a chapel 40 
years ago. One of a kind. Many possible uses.  
$12,000.00. Call Deane at 303/880-2900.

1945 Tellers pipe organ. 3-1/2 ranks, electro-

pneumatic (unifi ed). Currently installed in base-

ment. $1,000 or best offer. Buyer to remove. Play-

able except blower motor needs lubrication. Two 

full manuals and pedal, swell shades. Suitable for 

home or small church. 513/423-9332.

1967 Moller Artiste, 11 stops, in great condition 

with a plug-in cable and castors. For information: 

www.milnarorgan.com.

Chapel or practice organ. One rank stopped 

fl ute, 8-4-2 manual and pedal. Proscia Organs, 

770/258-3388. E-mail Prosciaorg@AOL.com; 

website: Prosciaorgans.com. See our display ad 

on page 14 of this issue and more information 

on THE DIAPASON website: www.thediapason.com/

classifi ed/chapel-or-practice-organ.

Holtkamp organ, three manuals, 43 stops, 

built 1973.  $50,000. Contact the Organ Clear-

ing House at 617/688-9290, or john@organ-

clearinghouse.com.

1959 Moller Artiste #9458: 3 ranks, detached 

rocker tab console, walnut case, electric 

switches, good playable condition; $5,000 

OBO. Steve Beddia 609/432-7876; acorgan@

comcast.net.

1986 Rudolf von Beckerath, 2/15 (20 ranks) 

162″ H, 146″ W, 114″ D. $150,000, Organ 

Clearing House, 617/688-9290, john@

organclearinghouse.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.

Console for sale: Famous, enormous, qual-
ity 5-manual built by M.P. Moller (1990) as 
a second console for the Crystal Cathedral; 
limited use over the years; good condition; not 
needed by new owners in the total renovation 
of the Cathedral and the organ. Available imme-
diately; asking $40,000. Photos/full details from 
fredswann@aol.com.

Have a Rodgers 925 and need pipes? We have 
eight great sets of Laukhuff pipes, windchests, a 
blower, etc. For more information please see our 
website: www.milnarorgan.com.

Wood pipes. Missing pipes made to match. 
Damaged pipes in any condition repaired. Over 
25 years experience. Filip Cerny, 814/342-0975.

SERVICES / SUPPLIES

Need help with your re-leathering project? 
All pneumatics including Austin. Over 45 
years experience (on the job assistance 
available). 615/274-6400.

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

Advertise in THE DIAPASON

For information on rates and digital specifi cations 
contact Jerome Butera 

608/634-6253, jbutera@sgcmail.com

CLASSIFIED
ADVERTISING

RATES

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

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

Regular Classifi ed, per word $ 1.00
Regular Classifi ed minimum 23.00
Display Classifi ed, per word 1.35
Display Classifi ed minimum 27.00

Additional to above charges:
Box Service (mail forwarding) 8.00
Website placement (includes photo) 17.00
($30 if not ordering print ad)

NOTE: Orders for classifi ed advertising 
must be accompanied by payment in full 
for the month(s) specifi ed. 

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 classifi cation to 
advertisements, and to reject the insertion 
of advertising deemed inappropriate to this 
magazine.

THE DIAPASON • 3030 W. Salt Creek Lane, Suite 201 • Arlington Heights, IL 60005

  608/634-6253 • jbutera@sgcmail.com

Insert the advertisement shown below (or enclosed) in the Classifi ed Advertising section of THE DIAPASON for the following issue(s):

❑ January  ❑ February  ❑ March  ❑ April  ❑ May  ❑ June  ❑ July  ❑ August  ❑ September  ❑ October  ❑ November  ❑ December

Category __________________________  ❑ Regular   ❑ Boldface

Place on website  ❑

Ad Copy  ____________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

____________________________________________________________________________________________________________________

Name  __________________________________________________________ Phone  _____________________________________________

Address _________________________________________________________ Total Enclosed  _______________________________________

City/State _______________________________  Zip  ___________________ E-mail  _____________________________________________

PAYMENT MUST ACCOMPANY ORDER

GOT WEB? 
GOT SEO? GOT RESULTS?

      NEED HELP?
At MediaPress Studios, we apply now + 

tomorrow solutions to “now” problems, 

whether enhancing existing sites or building 

new device-independent websites.

Want to know more? Contact us at 
sales@mediapressstudios.com.



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
Web Site: www.concertorganists.com

George Baker Diane Meredith Belcher Michel Bouvard*Martin Baker* Douglas Cleveland

Ken Cowan Stefan Engels* Thierry Escaich*

Janette Fishell Judith Hancock Thomas Heywood* David Higgs Marilyn Keiser

Olivier Latry* Joan Lippincott Alan Morrison Thomas Murray James O’Donnell*

Jane Parker-Smith* Peter Planyavsky*

Scott Dettra

Daniel Roth* Jonathan Ryan Ann Elise Smoot Donald Sutherland

Thomas Trotter* Todd Wilson Christopher Young

Daryl Robinson
2012 AGO National

Competition Winner
Available 2012-2014

Chelsea Chen

Vincent Dubois* László Fassang*

David Goode*

Nathan Laube

Tom Trenney

Christian Lane
Canadian International

Organ Competition Winner
Available 2012-2014

Karen McFarlane Artists

The Choir of 
Saint Thomas Church, NYC

John Scott, Director
March 2014

The Choir of 
Westminster Abbey, UK

James O’Donnell, Director
October 2014

The Choir of Trinity
College Cambridge, UK
Stephen Layton, Director

September 2015

*=Artists based outside the U.S.A.

Celebrating
Our 92nd Season!

Choirs


