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Editor’s Notebook

THe DiapasoN has moved!

THE DIAPASON offices are in a new location as of February
1, 2022. Please note that all mail should be sent to: THE D1APA-
SON, 220 North Smith Street, Suite 440, Palatine, Illinois 60067.

Summer events of all types

The summer list of conventions, conferences, workshops,
and seminars for 2022 is in preparation. If your institution is
sponsoring a new or is reviving an event of this type, please
submit pertinent information to me no later than March 1.

Also, is your church, university, or municipality having a
summer recital series for the organ or carillon? Be sure to send
all the particulars for inclusion in the Calendar section and
perhaps in Here & There.

A gift subscription is always appropriate!

Remember, a gift subscription of THE DIAPASON for a
friend, colleague, or student is a gift that is remembered each
month. And our student subscription rate cannot be beat at
$20/year!

Subscriptions can be ordered by calling our subscription
service at 800/501-7540 or by visiting thediapason.com and
clicking on Subscribe.

Speaking of our website . ..

If you have not recently visited our website, you are miss-
ing out on frequent updates. Many of our news items appear
at the website before we can put them in print. Last minute

Here & There

Stephen Schnurr
847/954-7989; sschnurr@sgemail.com
www. TheDiapason.com

announcements received after our print deadlines are posted
there. Also, one can find an ever-increasing collection of vid-
eos, as well. Visit thediapason.com frequently.

In this issue

Neil Campbell presents the first installment of his series
about select Aeolian-Skinner organs designed and finished
by G. Donald Harrison that had consoles that included ivory
nameplates bearing Harrison’s signature. In “On Teaching,”
Gavin Black presents further thoughts on rhythm in pedagogy.
John Bishop, in “In the Wind . . .,” muses on the importance
of specialized training in organbuilding and other trades. Kim-
berly Schafers Carillon Profile features the Glasscock Memo-
rial Carillon of First Baptist Church, Corpus Christi, Texas,
recently rebuilt by the Verdin Company.

This month’s cover feature spotlights the Muller Pipe
Organ Company instrument recently finished for St. Joan of
Arc Catholic Church, Toledo, Ohio. The organ includes some
pipework from an M. P. Méller organ formerly in a church in
Wisconsin, carefully worked into a new instrument, ready to
serve a congregation for generations to come. u

Conferences

The Presbyterian Association of
Musicians announces its 52nd Worship
and Music Conference, “In the Strang-
er’s Guise,” in Montreat, North Carolina.
Artists include John Sherer, Ellen Phil-
lips, and David VanderMeer. In-person
dates are June 19-24 (week 1) and June
26-July 1 (week 2). An online option
occurs during week 2. For information:
presbymusic.org/2022conference.

Organ tours

1748 Dom Bédos organ, Abbatiale
Sainte-Croix, Bordeaux, France

Historic Organ Study Tours
(HOST) announces its 27th summer tour
to southwestern France, August 25-Sep-
tember 3, from Bordeaux to Toulouse.
Centered in the region of Nouvelle
Aquitaine, the ten-day, 11-night tour
will include stops in Bordeaux, Sarlat-la-
Canéda, Marmande, Pau, Toulouse, and
other locations. Organs by Cavaillé-Coll,
Dom Bédos, Grenzing, Merklin, and

others are featured, more than thirty
in total. Christophe Mantoux is the
tour leader, tour co-directors are Bruce
Stevens and William Van Pelt. For
information: bbstevens@erols.com.

Online festivals
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First International Online Organ Festival

The first International Online
Organ Festival (IOOF) will take
place April 18-May 1 with more than
25 recorded contributions from organs
around the world, as well as encounters
with organists, webinars, masterclasses,
online symposia with topics related to the
organ—all digitally accessible worldwide.

The center of the festival is Munich,
Germany. Featured instruments are
found in Munich, Dresden, Cologne,
Hamburg, Vienna, Paris, Milan, Vicenza,
Moscow, Los Angeles, New York, Taiwan,
Tokyo, Korea, Amsterdam, and Finland.
Performers include Wayne Marshall,
Martin Baker, Thomas Heywood, Paul
Jacobs, and Daniel Moult.

Tickets are available for purchase
beginning in February. For information:
www.io-of.org.

Carillon News

Tom Gurin

The Sacred Music Festival of Per-
pignan, France, and the Friends of
the Saint John the Baptist Cathedral
Carillon announce the winner of the
fifth carillon composition contest of Per-
pignan. Eleven candidates from three
countries participated.

The winning composition is Des
Formes dans les Nuages, by Tom Gurin
of Paris, France. Its premiere will take
place during a carillon concert that will
be part of the 36th Sacred Music Fes-
tival, April 3, performed by cathedral
carillonneurs, Elizabeth Vitu and Lau-
rent Pie. It will be performed on the
Amédée Bollée carillon, which is ranked
as a historic monument of France.

The jury was composed of Jean-Marie
Scieszka, pianist and director of the
Conservatoire Perpignan Méditerranée
Métropole Montserrat Caballé (CPM-
MMC); Mai Saito, organist of St. Mat-
thew Church of Perpignan and organist
of the choir organ of St. John the Baptist
Cathedral, accompanist in the ancient
music and dance department of the Con-
servatoire Montserrat Caballé of Perpig-
nan; Christian Sala, professor of viola de
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gamba at the Conservatoire Montserrat
Caballé of Perpignan, as well as professor
of contemporary music, improvisation,
and chamber music; and Clément Per-
rier, carillonneur for the town of Grézieu-
la-Varenne, organist for the church of
Notre-Dame de Bon-Secours in Lyon,
and choir director of the Petits Chanteurs
de Saint-Thomas d’Aquin of Oullins.
Gurin is an alumnus of Yale University,
New Haven, Connecticut, earning his
bachelor’s degree in music, studying with
Kathryn Alexander. At the Royal Caril-
lon School “Jef Denyn” in Mechelen,
Belgium, he earned the artist diploma,
studying with Eddy Marién, Koen
Cosaert, and Erik Vandevoort. From
2019-2021, he served as carillonneur
for Duke University Chapel, Durham,
North Carolina. He now studies com-
position at Ecole Normale de Musique
de Paris in Paris in the studio of Régis
Campo. For information: tomgurin.com.

Competitions

Saint-Sulpice, Paris, France, Cavaillé-
Coll organ

Association pour le rayonnement
des orgues Aristide Cavaillé-Coll de
Péglise Saint-Sulpice, Paris, France,
announces winners of its 2021 interna-
tional composition competition. In the
first category, works for organ, the winner
is Andrea Damiano Cotti for his work,
Marée, qui rassemblés les horizons; sec-
ond prize is awarded to Jean-Emman-
uel Filet for his composition, Taphos

Nomos; the audience and internet partic-
ipants’ prizes are presented to Gabriele
Agrimonti for his work, 406 Years Later.
The compositions in this category were
performed on the gallery organ by Shin-
Young Lee and Yoann Tardivel.

In the second category of works
for small organ and voice, the winner
is Pierre-Alain Braye-Weppe for
his composition, Versa est in luctum,
also awarded the internet users’ prize;
second prize is awarded to Alessio
Ferrante for his work, Lux; the public
prize is awarded to Laurent Coulomb
for his composition, O Gloriosa Domina.
Compositions in this category were
performed by vocal ensemble Sequenza
9.3 and organists Mélodie Michel, Alma
Bettencourt, and Alexis Grizard.

For each category, first prize is €4,000,
second prize is €2,000, and audience
prize is €1,000. For information: aross.ir.

James M. Weaver Prize in Organ
Scholarship
The Organ Historical Society

announces its James M. Weaver Prize
in Organ Scholarship, which will
foster scholarly research of pipe organs,
wherein finalists, through lecture and
performance, illustrate the influence
that provenance has on both repertoire
and performance practice.

This new initiative accentuates the
story of pipe organs in the United States
and Canada. Organ scholars may dem-
onstrate their passion for the instrument
through inspired historical lectures and
performances. For information: weaver.
organhistoricalsociety.org.

THE JAMES M. WEAVER PRIZE
IN ORGAN SCHOLARSHIP

the research

August 1, 2022

A TRULY UNIQUE
OPPORTUNITY

The Organ Historical Society is proud
to announce The James M. Weaver
Prize in Organ Scholarship. Celebrating
and fostering scholarly research on

pipe organs through lecture and
performance, tinalists will illustrate the
influence that provenance has on both

repertoire and performance practice.

GUIDELINES FOR APPLICANTS

Applicants must be at least 18 years of age and reside in either
the United States or Canada

Instruments selected must be pipe organs

The OHS Library and Archives must be used for a portion of

The OHS Pipe Organ Database may be used as a resource
The application period runs from March

1, 2022 through

WEAVER.ORGANHISTORICALSOCIETY.ORG
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The second International Martini
Organ  Competition  Groningen
(IMOCG) will take place July 31-August
in Groningen, the Netherlands. After
the first competition in 2017, plans
were made for this to become a biennial
event, alternating with the other major
organ event in Groningen, the Schnitger
Festival. The second competition was
to take place in 2020, but it had to be
postponed due to the Covid pandemic.
Registration for the 2022 competition
is open to organists under the age of 35
from all over the world.

The jury consists of Eric Lebrun
(France), Pier Damiano Peretti (Italy),

Reitze Smits (the Netherlands), Jean-
Claude Zehnder (S\mtzerland) and
Nathan Laube (United States). The

jurors will also present concerts on
the historic organs in Groningen. The

competition will feature five instru-
ments: the Martinikerk organ by Schnit-
ger, the recently restored Timpe organ
in the Nieuwe Kerk, the Baroque-style
organ built by Edskes in the Lutherse
Kerk, the Schnitger organ in the Pelster-
gasthuiskerk, and the Schnitger organ in
Der Aa-kerk.

The competition week will include
concerts, masterclasses, and organ
excursions. For the second round of
the competition in the Lutherse Kerk,
participants will demonstrate their tal-
ent for ensemble playing. The Edskes
organ (a reconstruction of the Schnitger
organ that once stood in the church)
has a free-standing continuo manual,
which positions the organist between the
other musicians. Participants will play
an organ concerto, accompanied by the

> page 6
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Emily Currie plays the Woodberry & Harris organ Nathan Barcelona plays the
at the Masonic Temple, Nashua, New Hampshire.  Austin organ at First Church.

On November 6, 2021, eight organ students currently sponsored by the Young
Organist Collaborative (YOC) of Portsmouth, New Hampshire, went on a field trip
to visit three pipe organs in Nashua, New Hampshire. The tour, an annual fall YOC
event, was organized by Michael Laird, the chairman of the YOC governing commit-
tee. The students included Chloe Tan, Nathan Barcelona, David Kenney, Jr.,
Jesse Ball, Joshua and Brianna Decker, Katy Rohrbacher, and Emily Currie.

The groups first stop was St. Patrick’s Catholic Church, where they played the
three-manual, 37-rank, 1987 Beaudry instrument in the rear gallery. The second
instrument was an 1895 Woodberry & Harris organ, two manuals, eleven ranks, in
original condition in the Masonic temple. The final instrument of the day was the
three-manual, 60-rank, 1926/2015 Austin Organs, Inc., instrument at First Church.

The Young Organist Collaborative is an outreach of St. John’s Episcopal Church,
Portsmouth, supported by the Episcopal Diocese of New Hampshire and by the
generosity of donors from throughout New England. YOC supports promising piano
students who are interested in exploring organ literature and performance by raising
and distributing funds to help defray the costs of instruction, and by linking stu-
dents to instruments for practice and to instructors located in their areas. In the
past twenty years YOC has helped over 125 students between the ages of 11 and
18 to play the pipe organ; many have continued their organ studies in college and
beyond, and more than a few have become professional performers. For information:
stjohnsnh.org/young-organist-collaborative.

=
Students participating in “Organic Voices” performance: Jay Elliott, Jihye Choi,
Lynnli Wang, Rees Roberts, Nolan Snyder, Elijah Buerk, Nara Lee, Owen Telling-
huisen, Janette Fishell, Nicholas Stigall, Trent Whisenant, Abolade Olatunji, Katie
Hughes, Collin Miller, Deven Shah, Linlin Lian and Valentina Huang (Not pictured:
Heejin Kim, Yong Zhang, Yumiko Tatsuta, and Dalong Ding). Participants wear yel-
low roses, a symbol of women’s suffrage.

Students from the studio of Janette Fishell at Indiana University Jacobs
School of Music presented a recital November 15, 2021, entitled “A Bench of One’s
Own—Organ Music by Female Composers.” The event was part of the organ depart-
ment’s initiative, “Organic Voices,” an annual performance project centered around
repertoire from underrepresented composers. The performance occurred in Auer
Hall, utilizing C. B. Fisk, Inc., Opus 135. For information: blogs.iu.edu/jsomorgan.
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Casavant Freres, Limitée, Saint-Hyacinthe, Québec, Canada, has recently

St. Wenceslaus Catholic Church, Omaha,
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Grace Episcopal Church, Lexington,
Virginia

completed several new organs. On September 26, 2021, Bradley Welch played the
inaugural recital at First United Methodist Church, Baton Rouge, Louisiana, for a
four-manual organ of 47 stops, 59 ranks. That same day, Jan Kraybill presented the
dedicatory recital for the new organ at St. Wenceslaus Catholic Church, Omaha,
Nebraska, a three-manual instrument of 53 stops, 65 ranks.

In early November, the Bishop of the Diocese of Southwestern Virginia presided
at a special liturgy to bless the renovated nave of Grace Episcopal Church, Lexing-
ton, Virginia, and its new organ of two manuals, 19 stops, 23 ranks. For information:

casavant.ca.

In April 2021, Rodgers Instruments
US, LLC, relocated to a larger facility
in Hillsboro, Oregon, not far from its
previous location. The task to move the
manufacturing company was a complex
undertaking with much advance logisti-
cal planning, but it was carried out
with order fulfillment and production
resuming in 48 hours. In the new facil-
ity, Rodgers has expanded its team with
people in production, engineering, and
administration, and the firm continues
to hire.

When international travel restrictions
lifted, Rodgers CEO John Moesbergen
and Global Organ Group CEO Marco
Van de Weerd visited the new facility in
person, after more than a year of virtual
visits and meetings. For information:
rodgersinstruments.com.

Rodgers Instruments US, LLC, new facility

Global Organ Group CEO Marco Van de
Weerd and Rodgers CEO John Moes-
bergen at the new location of Rodgers
Instruments US, LLC

AUSTINORGANS.COM
860-522-8293 « 156 Woodland St. Hartford CT 06105
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Schnitger organ, Martinikerk, Gronin-
gen, the Netherlands

strings of the Luthers Bach Ensemble.

Deadline for application is March 15.
For information: imocg.nl.

Nunc dimittis

Susan Louise Palo Cherwien

Cherwien
died December 28, 2021. Born May
4, 1953, in Ashtabula, Ohio, she was
active in music in school and at Zion
Lutheran Church (Finnish-American),

Susan Louise Palo

Lutheran ~ Church-Missouri ~ Synod.
Her undergraduate degree in church
music and voice was earned from Wit-
tenberg University, Springfield, Ohio, in
1975. Her junior year was spent at the
Berlin Church Music School, Spandau,
Germany. After graduating from Witten-
berg, she returned to Berlin to complete
a graduate degree at the Berlin Conser-
vatory of Music. She was active in the
American Lutheran Church in Berlin, a
mission church of the Lutheran Church
in America (now part of the Evangelical
Lutheran Church in America).

It was through this church in Berlin
that Susan Palo met David Cherwien,
who came in 1979 to study at the Berlin
Church Music School. They returned
to the United States in 1981 and were
married on August 8 at Central Lutheran
Church, Minneapolis, Minnesota. Two
weeks later they moved to Seattle where
David served at First Lutheran Church

Milnar Organ Company

Excellent used pipes
Built by top builders
and suppliers from
North America
Reasonable prices
615-274-6400
dennis@milnarorgan.com
www.milnarorgan.com
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of Richmond Beach. Two sons were born,
Jeremiah in 1983 and Benjamin in 1986.
In 1987 the family moved to the Chicago
area for David to serve at St. Luke’s
Evangelical Lutheran Church of Park
Ridge, Ilinois. During these years, Susan
earned a master’s degree from Munde-
lein University and began her career as a
writer. Since 1990 the family has lived in
St. Louis Park, Minnesota, and has been
a part of the community at Mount Olive
Lutheran Church, Minneapolis, where
Susan served in many capacities as vol-
unteer, sacristan, and soloist.

As a poet, Susan Cherwien wrote
extensively, especially in two areas: hymn
texts and reflections for hymn festivals,
published by Augsburg Fortress and
MorningStar Music  Publishers. Her
hymns are included in hymnals of many
denominations, including Evangelical
Lutheran Book of Worship and its newest
supplement hymnal, All Creation Sings.

Susan Louise Palo Cherwien is sur-
vived by her husband, David; sons and
daughters-in-law, Jeremiah and Karen
and their children Hannah and James
Cherwien in Batesville, Arkansas; Ben-
jamin and Angel and their daughter
Gabriella Hull Cherwien in Blaine,
Minnesota; brother John Palo (Freddie)
of Lenexa, Kansas; and sister Nancy
Bukowski of Sacramento, California. A
funeral service was held on December
31, 2021, at Mount Olive Lutheran
Church. Memorials may be directed
to Mount Olive Lutheran Church debt
reduction fund (mountolivechurch.org)
or National Lutheran Choir (nlca.com).

Merrill Nathaniel (“Jeff”) Davis Il

Merrill Nathaniel (“Jeff”) Davis ITI
80, died October 16, 2021, in Rochester,
Minnesota. Born February 13, 1941, in
Chicago, Illinois, he lived most of his
childhood and teen years in La Crosse,
Wisconsin. He was an active organist
while still in grade school, and at age 15
was dean of the La Crosse area chapter
of the American Guild of Organists.
Davis earned his bachelors degree at
the University of Wisconsin, La Crosse,
and studied organ privately with Arthur
B. Jennings, Jr. He completed his Master
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Quimby Pipe
Organs, Inc.
208 Marshall Street

P O Box 434
Warrensburg, MO 64093

Ph: 660.747.3066
Fax: 660.747.7920

Email: gpol@earthlink.net
www.quimbypipeorgans.com

BUILDING-RESTORATION
REBUILDING -TUNING
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Since 1939 - A History of Allen Organ Company
Celebrating 50 Years of Digital Sound 1971 - 2021
This book commemorates Allen’s 50" Year of
Digital Sound with the introduction of digital
sampling and the first digital organ in 1971.

159 pages, hardcover.

LIMITED SUPPLY! [=]2 -j’:i'il,-.
ORDER TODAY! g._ 7
$29.95/ea. + shipping l'il' J

To order scan the QR Code, or E
use the link on our Homepage.

www.allenorgan.com
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Carillon Profile
Glasscock Memorial Carillon
First Baptist Church

Corpus Christi, Texas

After a nineteen-year hiatus, the
Glasscock Memorial Carillon of First
Baptist Church, Corpus Christi,
Texas, is ringing again. The carillon is
one of the southernmost in the United
States and one of two in Corpus
Christi. The original 51-bell carillon
cast by Eijsbouts of the Netherlands
was installed in 1976. Funds for the
carillon were donated by congregant
Lucille Glasscock in memory of her
husband, Charles “Gus” Glasscock, in
the 1970s. This original gift resulted
in the handsome, accessible tower
and instrument.

The church and campanile are
situated on Corpus Christi Bay, and
while it is an attractive setting, it did
contribute to the instruments dam-
age. In 2002, one of the bells had
fallen out of the open tower due to
the corrosion of the steel frame by
the prevailing winds carrying salt
water. The bell frame was determined
to be unstable, and the remainder of
the bells were removed until a new,
corrosion-resistant apparatus could
be erected. The bells were stored on
site, but unfortunately, three were
stolen. They were found before their
destined smelting, though they were
too damaged to use. Eijsbouts cast
new bells to replace them.

Glass-cock M
Baptist Church, Corpus Christi, Tex-
as (photo credit: Lloyd Lott)

The carillon clavier (photo credit: Lloyd
Lott)

The directors of the Corpus Christi Bell Tower Foundation, an organization
founded in 2015, and the organist/carillonneur of First Baptist Church, Loyd
Lott, worked to raise additional funds to rebuild the tower and reinstall the
bells. In 2021, Verdin Company of Cincinnati, Ohio, built and installed the new
tower with the original bells, including corrosion-resistant stainless steel for all
metal parts, a new transmission system, and a new keyboard. Karel Keldermans

of Illinois served as the consultant.

Loyd Lott performed the inaugural recital at the ribbon-cutting ceremony on
October 3, 2021. The formal rededication concert was performed by Kelder-
mans on November 7. The carillon is performed on by Lott on some Sundays
and for special events throughout the year. [ |

Church website: firstcorpus.org
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of Music degree at Southern Methodist
University, Dallas, Texas, as a student of
Robert T. Anderson. Additional studies
and coaching were with Willard Irving
Nevins, Gerald A. Bales, Arthur Poister,
and Heinrich Fleischer.

Davis served as musician for various
congregations, including First Congre-
gational Church, La Crosse, Wiscon-
sin; St. Clement’s Episcopal Church,
St. Paul Church, Zumbro Lutheran
Church, First Unitarian Universal-
ist Church, and the Congregational
(United Church of Christ) Church,
all in Rochester, Minnesota. He was
a frequent guest organist at Seven-
teenth Church of Christ, Scientist,
Chicago, Illinois. Davis concertized
widely and was known for his skills as
an improviser. In 1974, he was one of
four finalists at the International Organ
Improvisation Competition at St. Bavo
Church, Haarlem, the Netherlands, and
the first American to be invited to com-
pete there. He was an active member of
the Southeast Minnesota AGO Chapter.

—Kimberly Schafer
Carillonist and campanologist
Chicago, Illinois

Davis was also involved in the pipe
organ industry as a sales representative
and freelance consultant. The firms for
which Davis worked included the Aeo-
lian-Skinner Organ Company, Rodgers
Instruments, and Rieger-Kloss of Krnov,
Czech Republic. He also consulted on
behalf of other companies, in particular
Hendrickson Organ Company, St. Peter,
Minnesota. He also was involved as a per-
sonal financial advisor, working for IDS.

Merrill Nathaniel Davis III is survived
by two sons and two sisters-in-law. He
was preceded in death by his parents,
a brother, a sister, and by his first wife,
Jane Schleiter Davis, and his second wife,
June Fiksdal Davis. A memorial concert
is planned for February 12 at the Congre-
gational Church, Rochester, Minnesota.

Richard Stanley Houghten, 78,
died December 29, 2021, from compli-
cations following heart surgery. Born
October 7, 1943, in Detroit, Michigan,
he was introduced to the organ partly
from exposure to the Barton organ at
Ann  Arbor’'s Michigan Theatre, and
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in 2018,

Richard Stanley Houghten
working at St. John’s Lutheran Church,
Wheaton, lllinois, M. P. Rathke Opus 5
(photo credit: Casey Dunaway)

partly at an organbuilding class taught
by Robert Noehren at the University
of Michigan, where he was studying
psychology. He eventually apprenticed
to Noehren as an organbuilder, as did
classmate Jerroll Adams; Adams and
Houghten would soon be sharing a
barn-workshop in Milan, Michigan, and
regularly collaborating.

A conscientious and well-rounded
organbuilder, Richard became best
known as a specialist in consoles and
electrical systems. Early in his career
he worked for Solid State Logic, even-
tually becoming president and board
chairman. In this role he was central
to the industry’s adoption of solid-state
technology, particularly in the 1970s and
1980s when such equipment was still
novel. He was further central in evolving
multilevel combination actions and other
advanced console aids. By 1995, he was
fully independent of SSL, undertaking
projects and occasional organbuilding.
From 1989 he also acted as North Amer-
ican representative for the German sup-
plyhouse/organbuilder Aug. Laukhuff.

For Houghten, demystifying solid-
state technology was religion. He not only
sold early systems but installed them,
where, on site, he was intent on showing
local technicians how to diagnose and
service the new equipment. The reliable
results of these early projects earned
him a high reputation. Projects readily
came his way, often without competition,
and his client list over 57 years reads as
impressively as any could. In the last 15
years alone, St. Paul’s School, Concord,
New Hampshire; Duke University,
Durham, North Carolina; Harvard
University, Cambridge, Massachusetts;
Calvary Church, Memphis, Tennessee;
the Community of Jesus, Orleans, Mas-
sachusetts; and Trinity Church, Boston,
Massachusetts, sought his work. In turn,
Richard regularly collaborated with
J. Zamberlan & Co. for woodworking
and his trusted affiliate Vladimir Vacu-
lik, whose wiring had all the Houghten
trademark elegance.

Houghten was equally active as a
subcontractor, working largely in the
background to builders wanting clear
systems design coupled to immaculate
installation and wiring. The relationships
he forged with those shops, together
with his technical mastery and reassur-
ing demeanor, meant that it was often
he, not the electronics manufacturer,
who would be called in a crisis. “Is there
smoke? Good. Next question . . . .”

Throughout his career, Houghten
retained connections to the University

of Michigan. During Jerroll Adams’s
long tenure as organ curator there, the
Houghten team renovated consoles
for many campus organs, including the
large four-manual at Hill Auditorium.
The University link was further strength-
ened through a steady stream of organ
students who also served as housemates
in the Houghten condominium, tending
to the cats and technology Richard gath-
ered there.

The funeral for Richard Stanley
Houghten was held January 12 at St.
Paul’s Episcopal Cathedral, Detroit. A
broader celebration of his life is being
scheduled immediately preceding the
2022 Atlantic City Convention of the
American Institute of Organbuilders,
with which Houghten was centrally
active and at whose regular October
gatherings he celebrated a half-century
of his own birthdays. That same commu-
nity remembers him as an uncommonly
generous colleague, ready to share
knowledge, solve a problem, or make
something as good as it could be for the
benefit of all organbuilding.

—Jonathan Ambrosino
Arlington, Massachusetts

Marilyn Kay Stulken Rench

Marilyn Kay Stulken Rench, 80,
organist, teacher, recitalist, author, and
genealogist, died December 28, 2021,
in Franklin, Wisconsin. She was born
August 13, 1941, in Hastings, Nebraska,
and studied organ and church music at
Hastings College in Hastings, where she
earned a Bachelor of Arts degree in 1963.
During this time, she had several piano
and organ students and from 1962-1965
served as organist and program direc-
tor at All Faiths Chapel, Ingleside,
Nebraska. At Eastman School of Music,
Rochester, New York, she studied organ
performance and church music, earning
a Master of Music degree in 1967 and a
Doctor of Musical Arts degree in 1975.
One of her positions while in Roches-
ter was as a sewing therapist at Strong
Memorial Hospital.

Stulken Rench held a number of
church positions, including organist
and choir director at St. Paul’s Lutheran
Church, Pittsford, New York, 1966-1973;
organist at St. Mark’s Lutheran Church,
Cedar Rapids, Towa, 1975-1979; direc-
tor of music at Trinity Lutheran Church,
Kenosha, Wisconsin, 1979-1985; and
organist at St. Luke’s Episcopal Church,
Racine, Wisconsin, from 1986 to the
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On Teaching

By Gavin Black

Further thoughts about
rhythm, part 3

What is rhythm? That question has
recurred to me as I have thought about
and written about rhythm over the last
few months. This is a prime example of
putting the cart before the horse. After
all, how have I been thinking about
rhythm without first sorting out what it
is? But there is no one answer to this
very fundamental question, and we all
work with rhythm without having estab-
lished a clear definition.

I searched the internet with phrases
such as “What s rhythm?” and “rhythm in
music.” I was not looking for any answers
as such, but to get an idea of some of
the “headline” ways in which any sort
of definition of rhythm is encapsulated.
The results were very interesting. There
were two basic kinds of results: 1) simple
descriptions of some of the mechanics
of the way that rhythm is depicted in
some sorts of music, such as “Rhythm
in music is the regular motion of half-
notes, quarter-notes, etc.” or “Music has
a regular beat sometimes indicated by a
metronome marking;” and 2) complex
but certainly intriguing philosophical
discussions of concepts of rhythm.

One set of answers to the question of
rthythm is contained in the fact that we
work with rhythm when we make music.
Music moves through time. Rhythm is
predicated on the phenomenon of time
passing as we listen to music or create it.

Music moves through time in a way
essential to its nature. The same can be
said for dance, though I have less experi-
ence talking to people who have had a
deep involvement with it. Drama—Ilive
theater, television, movies—also moves
through time, but in a way that seems
meaningfully different as much of what is
going on is dialogue. The semantic con-
tent influences the way one experiences
the flow. (This is in part also true of vocal
music.) Painting, drawing, sculpture, and
other visual and graphic arts do not move
through time the same way. Time passes
as one experiences that sort of artwork,
but visual focus is up to the viewer, as is
shifting of that focus as a viewer encoun-
ters the work of art. There is no set time
that the rhythm of viewing a painting, for
example, will occupy overall, and no set
ratio between times allotted to different
parts of the whole. There is also no set
order in which those parts will make
themselves felt to the viewer, including
any aspects of repetition.

I have always thought it fascinating
that if you hit the pause button while a
CD or any music file is playing, there is
silence, whereas if you do the same on a
video recording, a still image is displayed.
Music has no existence without the pas-
sage of time, without motion and change.

Would a piece of music that existed
in time but never changed seem to have
thythm in any sense we would recog-
nize? This is an abstraction, since we do
not encounter music that never changes.
Maybe the closest we could come would
be to play a note on an organ and hold
it forever. But even that would change.
There is always a miscellaneous fluc-
tuation in the sound or in the way that
the sound reaches the ears. Maybe a
computer-based instrument could create
a sound that really would never change
even at the level of what the most sensi-
tive instruments could measure or any
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ears could hear. If someone were to lis-
ten to (part of) such a piece would there
be anything that they would experience
as thythm? Maybe not, but what occurs
to me is that they would experience the
inner rhythm of their own shifting reac-
tion to the unchanging sound.

I see from framing the last thought the
way I did that I want something to hap-
pen in order to accept that the quality of
“rhythm” is present. So possibly rhythm
is not just music moving through time,
but things happening—things that we
can hear—as music moves through time.
I understand that this is sort of obvious
and phrased in a deliberately simple or
even naive way. Maybe it is even really a
tautology: if we are listening and some-
thing happens, we notice it. Since it hap-
pens across time, there is rhythm to it, if
we define rhythm broadly or just decide
to apply that word to that phenomenon.

But as the first set of answers that T
found in my internet search reminds us,
there is something specific about how
we use rhythm, not necessarily what
thythm is in most of the music that
organists, pianists, harpsichordists, or
other classical musicians grapple with.
That has to do with regular beat, which
presumably means that the “something
happening” happens at regular time
intervals, and some sort of way of group-
ing that regularity. This is expressed with
a naive pretense that we do not know it
perfectly well already. It points to a vast
set of questions as to why this should be
standard. How did it evolve? What does
it do that is different from what we might
be able to do with musical sounds not
organized that way? Are there necessary
relationships between this regularity and
other aspects of music in this range of
styles: melody, harmony, texture, and so
on? To answer these questions is not the
point here, since the truth is that no one
knows, although there has been a lot of
interesting research and speculation.

So where does any of this leave us as to
the teaching or grappling with rhythm in
our own playing? Grappling with rhythm
means deciding when to play notes. The
thought that has formed in my mind over
the last few years is that there are two
fundamental ways to do this, and they
are opposite. They are both important,
but very different in how straightforward
they are to describe.

The first of these is the normal one for
most music that we play. It is the one that
we engage with all the time, the regular
beat and meter phenomenon. I like to
describe it this way: there is a regular
beat that exists outside of the piece and
before the beginning of the piece; the
notes of the piece will fit in with that beat
once the piece begins. That beat defines
one note value, and the other note values
are all clearly defined in relation to that
one. There could be many other ways of
describing this same thing. And to avoid
its being a caricature, we should add that
although the regular beat exists before
the piece begins, it is in a sense a separate
entity from the piece itself, and to a large
extent governs the motion of the piece.

This is consistent with this concept
that the actual notes sometimes deviate
from the place where that regular beat
says they should have been. That then
becomes a matter of taste, of judgment,
of awareness of a composer’s intentions
and so on. Although this deviation is
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normal and frequent, it is defined as an
aberration, and therefore it is often felt
to require specific justification.

The second, opposite pole is a lot
harder to describe. At any instant in a
piece of music, there is some prevailing
sound—a note, more than one note, the
dying away of released notes, the ambi-
ent room sound, any combination of
these things and others—and something
about that sound will suggest when it
feels right for the next sound to happen.
That suggested moment is the appropri-
ate time to play or sing the next note or
notes. This perceived sense may some-
times be caused by the phenomenon of
notes having come at a certain regular
pace up until that moment. But it may
also be caused by other factors that have
nothing to do with regular pulse. These
could include something about the
inner behavior of the sound in the time
since anything was last expressly played,
shaped by the nature of the performing
medium or by the room acoustics; any-
thing about harmonic development and
the ebb and flow of harmonic tension;
something arising out of the desire for
a certain kind of forward momentum;
a need either to sustain a mood or to
change the mood; and so on.

Each of these two poles can be found
to a greater or lesser extent in any piece
or passage that we play, and they inter-
act in an infinite number of ways. The
second idea is often most obviously at
work in recitative. This only starts with
“official” sung recitative. It also includes
instrumental passages that imitate
recitative and are marked as such—for
example, the section in the first move-
ment of Widor’s Sixth Symphony that
immediately follows the opening about
which I wrote in my September 2021 col-
umn (pages 10-11), or sections of Bach’s
Chromatic Fantasy and Fugue, BWV
903, or Toccata in D Minor, BWV 565.

More interestingly, —perhaps, it
includes passages that strike us as being
in recitative style without being marked
as such. This applies to many other
sections of those same Bach pieces, for
example. The opening of BWV 565 is full
of fermatas, unmeasured and written-
out arpeggios, and tempo changes, all of
which add up to making it an absolute
necessity to find some source other than
a grid of beats and accents to figure out
when each successive note is best played.

The opening of Bach’s Fantasia in G
Minor, BWV 542, is not aesthetically
like the opening of BWV 565. It has no
fermatas, tempo changes, or other direct
suggestions that the rhythm suggested by
the mapping of the notes onto the regu-
lar meter is not perfectly viable. When I
played this piece decades ago, that was
how I derived my sense of when the
notes came. I recall being very focused
on counting it correctly. Now, when I sit
and read through it, I am more focused
on listening to each sonority and trying
to feel or intuit when what comes next
should occur. This is not in the absence
of an awareness of how the different note
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values stack up against one another or
where the strong beats are. In this case it
supplements that. The feeling of pressure
or momentum to move to the next note
or cluster of notes comes in part from an
awareness of the imperatives of the beat
structure. For example, everything about
the opening chord and the act of mov-
ing away from the opening chord comes
from sonority, ideally including whatever
I can hear of room acoustics.

So how does this concept differ from
a simple acknowledgement that it is pos-
sible to play ordinary measured music
either rather strictly or more freely? This
is a common though not uncontroversial
subject to debate, be it in a friendly or
heated way. One point I like about this
approach is that it seems to be true. That
is, whether it is something a composer
intends or a performer tries to bring
out, it is palpably the case that each
moment in a piece of music has some
sort of inherent momentum. It can vary
in strength and be perceived differently
by one person and another. After all, this
momentum is something that arises in
part from what a given performer or lis-
tener wants to do with a piece, their prior
aesthetic predilections and tastes, and a
host of other factors. This is never some-
thing that can be defined by one person
for another: it must be heard and felt.

One way to demonstrate that this
intrinsic momentum is real is to stop a
piece at a random place. A jarring qual-
ity that experience creates comes from
unfulfilled expectation or broken momen-
tum. That momentum cannot be just that
of a regular beat pattern—they stop all
the time, and it does not bother us.

Another matter that I like about this
concept is that it ties in with the notion of
playing a piece as if you were improvising
it. Even if your sense of the directional-
ity and momentum of the sonorities does
not lead you to do anything very differ-
ent from a fairly strict rhythm, as soon
as you start listening for that momentum
you are behaving like someone who is
creating the piece.

Also, just as a matter of my own dis-
cipline, trying to listen like this prods
me not to let my attention and hearing
faculties wander too much, to pay atten-
tion and to care about each note. This
is one of the key points in working with
students around this idea.

Next time I will write in some detail
about that: how to introduce this idea
to students, what some if its advantages
are, and what some of its pitfalls are, how
to help students reconcile this approach
with whatever amount of respect to the
notated rhythm is due, if that ever rises to
the level of conflict. I will end this series
about rhythm with notes on a few stray
ideas and observations about rhythm that
are either germane to the above ideas or
interesting on their own account. |

Gavin Black is director of the Princ-
eton Early Keyboard Center, Princeton,
New Jersey. He can be reached by e-mail
at gavinblack@mail.com.
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In the wind...

One size fits all.

As a plus-sized organ guy whose shoul-
ders are four or five inches wider than an
airplane seat, I always sit in an aisle seat
so I do not have to crunch up against my
neighbor. Instead, I am regularly clob-
bered by the flight attendants cart and
the sloppiest of my fellow passengers as
they negotiate the trek to the restroom.
Years ago, on a flight to who knows where,
I was seated next to a young woman who
was sitting with her legs curled under her
on her seat. I marveled at her flexibility,
and when we stood to deplane, I realized
she was under five feet tall and weighed
a hundred pounds or less. We had paid
the same price for our seats, and she was
sitting perfectly comfortably while I was
squeezed into my seat like toothpaste in
a tube. Hats, mittens, or leggings might
be sold as one-size-fits-all, but I know
that really means they will be loose on
small people and tight on large people.

Soit goes with education. Modern pub-
lic schools are governed by the demands
of standardized testing as if every child
in America needs an identical education.
My son Chris teaches English as a second
language in an urban public high school
where his students are first- or second-
generation immigrants who speak Span-
ish, Vietnamese, and Chinese at home, as
it is typical that their parents do not speak
English. These kids cannot be expected
to thrive if they are being held to the
same standards as their classmates who
grew up speaking nothing but English. It
is a heinous form of discrimination.

My other son Mike did not finish high
school but worked in a succession of bicy-
cle shops as a teenager and graduated to
specialized piping, building the complex
networks of tubing in university research
labs. When he told me he had learned to
do internal welding on eighth-inch stain-
less steel tubing, I knew he was going to
be okay. He has now had a fifteen-year
career with an architectural fabrication
firm where he builds high-end signage
with complex electrical systems, like the
miles of LED displays that encircle the
guitar-shaped Hard Rock Hotel in Holly-
wood, Florida. He built and installed all
the road signs for Terminal B of Logan
Airport in Boston (“Central Parking,
Next Left”), interior signs for Madison
Square Garden including the jumbotron,
and the new Whitney Museum of Ameri-
can Art in New York City. You might
think that Mike is disadvantaged because
he did not have algebra or calculus in
high school, but he uses more complex
mathematics at his workstation every day
than many of us do in a lifetime.

I had an industrial arts class in middle
school where I'learned to use a stationary
shear, a metal brake, rollers, and rivets
making a half-pipe-shaped, sheet-metal
firewood caddy with decorative black
iron legs and hoop handle. That gold-
painted beauty stood next to the fireplace
in my parents” home until they moved
into assisted living forty years later. I had
algebra in high school, but I sure spent
a lot of days in my career as an organ-
builder developing the metal-working
skills T learned when I was thirteen.

In his book Shop Class as Soulcraft
(Penguin Press, 2009), Matthew Craw-
ford wrote about the dwindling of public
school industrial arts education as schools
focused more on standardized testing
and achieving 100% college admissions.
The second paragraph of his book’s intro-
duction begins, “The disappearance of
tools from our common education is the
first step toward a wider ignorance of the
world of artifacts we inhabit.” He goes
on to describe how modern engineering
focuses on “hiding the works” by design-
ing machines so that you cannot tell how
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they are put together or how they work.
Open the hood of a new car, and you can
hardly tell there is an engine in there,
and to keep our precious hands clean,
some newer Mercedes models do not
have dipsticks, as if it is not the owner’s
responsibility to pay attention to whether
there is oil in the engine.

In 1917, Congress passed the Smith-
Hughes Act that provided funding for
manual training in public schools, both
as part of general education and as desig-
nated vocational schools. Crawford cites
that starting around 1980, 80% of public
high school shop programs began to dis-
appear.' Throughout the book, he makes
the case that while some people flourish
practicing law or managing businesses,
many people are cut out to work with
their hands, gaining the satisfaction of
making or repairing something, what he
calls “primary work.” He points out that
surgery is a meeting of intellectual and
manual disciplines. Standardized testing
implies that a kid who is destined to be
a plumber needs the same foundation as
one who will be a musician or a corpo-
rate executive. Who can tell the future of
a ten-year-old? You can’t. You provide all
children with an education that includes
academics, the arts and humanities, the
industrial world, and sports, and hope
that each child will be captivated by
something—liberal arts for teenagers.

Simply reading the table of contents of
Crawford’s book gives an overview of his
point of view regarding the manual arts:
“A Brief Case for the Useful Arts;” “The
Separation of Thinking from Doing;” “To
Be Master of One’s Own Stuff;” “The
Education of a Gearhead;” “The Further
Education of a Gearhead: From Amateur
to Professional;” “The Contradictions
of the Cubicle;” “Thinking as Doing;”
“Work, Leisure, and Full Engagement.”
As an organbuilder, I have spent much
of my life negotiating and contemplat-
ing the differences between blue- and
white-collar work, and I recommend this
book as a good read with lively writing
and philosophical musings from the life
of a literary motorcycle mechanic.

Early in my career, living and work-
ing in Oberlin, Ohio, one of our friends
taught diesel mechanics at the vocational
high school. What could be more valu-
able to a rural farming community than
a new generation of diesel mechanics?
Let’s face it, we need plumbers and auto
mechanics more than we need organ-
builders. Those kids at Voke-Tech were
onto something.

Welded aluminum architectural decoration built by Michael
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Organ by Joseph Gabler, Basilica of Saint Martin, Weingarten,
Germany, completed 1750. Hand-planed and hand-sawn lum-

ber (photo credit: John Bishop)

Jack of all trades

David Margonelli was a woodworker
whose shop was in Edgecomb, Maine,
a few miles downriver from our house.
His first woodworking project was a
Barnegat Bay Sneakbox, a small shallow
draft boat that could be sailed, rowed,
poled, or sculled. He was interested in
Shaker furniture early on, and over the
years developed pieces that combined
the Shaker tradition with elegant curves
such as a chest of drawers with bowed
front or a bow-legged dining table. He
had an elaborate vacuum table set up
in his shop, like that found in many
organbuilding workshops used for gluing
windchest tables to grids, that allowed
him to use the pressure of the atmo-
sphere to create his curved elements.

We have one of his tables in our apart-
ment in New York. It is made of cherry
with the signature bowed legs and a neat
sliding mechanism to allow the addition
of two leafs for larger dinners. It has
been the host of countless wonderful
dinners, and its graceful shape is a beau-
tiful addition to our home. David was a
gnarly old guy, very sure of himself, and
proud of his designs and craftsmanship,
and I loved visiting his shop as much as I
love sharing meals at his table.

Camden, Maine, a coastal town an
hour or so east from us, is home to a
little shop that sells handmade leather
goods where I bought a bag made of
supple black leather that I use as a
second briefcase. It is just the size of an
iPad or letter-sized paper folded in half
and has three zipper compartments with
enough space for a phone/iPad charger,
hand sanitizer, pens, a Moleskine note-
book, and a bottle of water. It has a long,
adjustable leather strap so I can carry it
around my neck, and I take it to local
meetings and on short trips when I know
I am not going to need my MacBook. I
never met the artisan who made it, but
I appreciate the accurate cutting of the
material, the careful hand stitching, and
the thoughtful usefulness of the design.

Early in 2013, I was tuning a vener-
able Hutchings organ in Cambridge,
Massachusetts, when a 127-year-old lad-
der collapsed under me. I had a classic
view of a receding ceiling and landed
flat on my back on the miraculously flat
and uncluttered floor of the organ. (If I
had landed on a windline, I would have
never walked again.) Following surgery
and rehab, and our first season with our
new sailboat (we called it the Sciatica
Cruise), I contacted those clients whose

organs were particularly treacherous
and suggested (required) that we would
install new ladders, handholds, and
railings to reduce the risk of accidents.
There is a little metal fabricating shop in
our neighboring village of Damariscotta,
Maine, where two guys cut and weld iron
to make things like gear for commercial
fishing boats amidst a gallery of tool
calendars. I took them drawings for a
collection of railings and ladders, and it
is a lot safer to work in those organs now.
All these skills and the specialized
tools involved are part of the art of organ-
building. Add to them sophisticated elec-
trical systems, mechanical and structural
engineering, architecture, and the musi-
cal realm of voicing and tuning, and you
approach the complete organbuilder.

It takes a village.

Having spent countless hours and days
on job sites, bringing organs in and out of
churches and maintaining those in place,
I reflect frequently on the wide range of
trades and vocations. An organbuilder
must be conversant with musicians,
clergy, and the lay or professional lead-
ers who operate churches and equally
at home with custodians, electricians,
HVAC workers, and the plumbers who
install overhead sprinkler systems. We
deal with building and fire inspectors,
insurance adjusters, and lumber ven-
dors. And working with the Organ Clear-
ing House, almost every job involves
scaffolding and trucking. It is funny to
deal with a big-city pastor and a scaffold
delivery driver from Queens, New York,
in the same morning, especially when
it turns out that the pastor is the tough
customer while the driver is a sweetheart
who just wants to get things right.

In 2004, we dismantled a huge M. P.
Moller organ in a chamber above the
125-foot-high ceiling of a 19,000-seat
convention center. As it was in the
union city of Philadelphia, we started
the project with a meeting that would
define who would be allowed to do what
work. Representatives of the unions for
riggers, laborers, and carpenters were
present along with administrators of the
University of Pennsylvania, which owned
the site. I described how delicate organ
parts can be in spite of their industrial
appearance, and the guy from the rig-
gers’ union assured me that their men
had vast experience. “We've been rig-
ging in Philadelphia for 100 years, we're
the guys who moved the Liberty Bell.” I
quipped, “Are you the ones who cracked
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By John Bishop
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My son Michael’s workstation (photo credit: John Bishop)

it?” He did not think it was funny, but
there were audible snickers around the
table. The laborers insisted they should
be in the organ chamber with us, moving
the crates around. In the end, I won the
point that we “owned” the organ cham-
ber, that no one but us could handle
organ parts until they were packed, but
as soon as a crate or organ part got to
the riggers’ rope we could not touch it
again. We found out that “touch” really
meant touch. Later in the job, one of our
guys was on the floor guiding the labor-
ers about how to place and stack crates,
and he pushed a loaded dolly a few feet.
A whistle blew, the work stopped, and I
had to go to an emergency meeting with
the unions to smooth things over.

Mike, one of the riggers, showed up
one morning looking pretty rough. His
pal told us that he had been in a bar the
night before that had a boxing ring set
up where patrons could wrestle with a
bear, and the bear had won. Hughie (six
foot, eight inches tall) stands out in my
memory. The union was requiring him
to attend anger management classes
because he had beat up a highway toll
collector as he passed through the
booth. (Who gets that angry in that short
a time?) We got along famously, and I
will never forget the goodbye hug he
gave me when the job was finished. The
music theory classes I had at Oberlin
had nothing to do with preparing me
for Hughie’s hug, but I am sure that my
knowledge of theory and harmony has
informed my tuning.

§

We are all aware of the decline of
“electives” in public schools like home
economics, industrial arts, and the arts in
general. The focus on college acceptance
and standardized tests seems to hinder
a thorough education. It is a common
sentiment now that public schools could
and should offer courses in life skills like
family budgeting, tax preparation, invest-
ing, and auto maintenance, things that all
of us need to know and learn on our own
later if our parents do not teach us.

I repeat the quote from Matthew
Crawford’s book, “The disappearance
of tools from our common education is
the first step toward a wider ignorance
of the world of artifacts we inhabit.”
When 1 visit an art museum, I marvel at
the manual skills of painters, sculptors,
potters, and jewelers from centuries and
millennia past. If you have never held
tools in your hands, never tried to carve
a piece of wood, or never put brush and
paint to canvas, you will have less under-
standing of the magic that is around
you. Visit the ancient sites in Greece or
Rome, and imagine the knowledge, skill,
and singular sense of purpose necessary
to build the Colosseum, a 10,000-seat
amphitheater, or craft an ornately deco-
rated pottery urn.

When I was an apprentice in John
Leek’s shop in Oberlin, Ohio, he taught
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me how to plane a rough board by hand
before letting me loose on the thick-
ness planer. That was a great lesson
about sharpening and handling tools
and understanding the flow of grain in
a piece of wood so my plane would not
tear chips out of the surface if I worked
against the grain. That experience
enhanced my appreciation of the his-
toric organs I have visited and worked

on in the United States and Europe.
That iconic fifty-foot-tall organ case in
Haarlem is made of lumber that was
planed and cut without electric tools
and machines. I get blisters on my hands
just thinking about it. Since the fire at
the Cathedral of Notre Dame in Paris,
France, we have seen video footage of
the wooden superstructure of that build-
ing, made by artisans in the twelfth and
thirteenth centuries. Felling trees, mill-
ing them into huge beams, transporting
them from the forest to the city, and
hoisting them hundreds of feet in the
air with only the power of humans and
oxen to haul wagons and turn winches is
practically beyond belief.

Wendy and I are in New York City this
week, and because of some complicated
twists of schedule, a friend is staying in
our house in Maine taking care of Farley,
the Goldendoodle. She called at five
oclock Saturday evening saying there
was no running water in the house. I
walked her through resetting the pump at
the wellhead without results, so I called
Darren, the plumber. Meanwhile, I told
her that she had three flushes (there are
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three toilets), after which she could use
the outhouse. Darren was at the house in
fifteen minutes, cleaned the filter at the
pressure tanks (of course, the filter), and
Cassie had water again. Take good care
of your plumber, pay his bills promptly,
and he will take good care of you. [ |

Notes
1. Michael B. Crawford. Shop Class as
Soulcraft (Penguin Press, 2009), p. 11.
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Twentieth-century American organbuilding

The mystique of the
G. Donald Harrison
signature organs,

Part 1

By Neal Campbell

Introduction

During their seventy-plus-year his-
tory it was customary for organs built
by the Skinner Organ Company and
the Aeolian-Skinner Organ Company to
contain an ivory nameplate bearing the
firm’s name on the console, usually on
the keyslip, although there was a brief
period in the early 1960s when the com-
pany name was stenciled in gold letters
in a way similar to that on pianos. Astute
aficionados can sometimes even deter-
mine the era in which the organ was
built by carefully examining the subtle
differences in type styles that were used
over the years.

After World War II some jobs fea-
tured an additional ivory nameplate
bearing the signature of G. Donald Har-
rison, Aeolian-Skinner’s president and
tonal director, which also gave the opus
number and date. There is no definitive
information to suggest Why some organs
received this signature plate, what crite-
ria were used in selecting them, or what
purpose it served. Much conjecture and
oral tradition among enthusiasts has
been promulgated to the point where
there is a resultant mystique surround-
ing these “signature organs.”

The only thing approaching documen-
tation on the subject that I have found
is in the form of three letters, the first
two written approximately twenty years
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before the latter. Barbara Owen writes
in her history of the organ in the Mor-
mon Tabernacle in Salt Lake City, Utah,
Aeolian-Skinners Opus 1075:!

Shortly before the organ was completed,
[Alexander] Schreiner wrote to Harrison,
“I have long thought it would be a matter
of pride to us, to have your name appear on
the console name plate. Perhaps also the
year, 1948. If that is possible, we should be
very pleased.” Harrison complied by pro-
viding a signature plate on the right of the
nameboard [keyslip], complementing the
company plate on the left. Thus originated
a practice that later became customary with
Aeolian-Skinner. But it is perhaps nowhere
more appropriate than on the Tabernacle
instrument, which Harrison himself in later
years felt to have been his finest work.

Harrison replied to Schreiner:

I note what you have to say about the
nameplate, and T will provide one, but I
fear it will not be ready to go [be shipped]
with the console. T would like to have my
name in the form of my signature if I can
get this engraved in Boston.?

Then in 1968 Philip Steinhaus, execu-
tive vice-president of Aeolian-Skinner,
wrote to William Self, organist and
master of the choristers of St. Thomas
Church, New York City:

FOLLOW
US ON
FACEBOOK

16355, av. Savoie, St-Hyacinthe, Québec J2T 3N1

T450 774-2698  info@letourneauorgans.com

VISIT OUR WEBSITE AT
LETOURNEAUORGANS.COM

it -

Utah, before the roll top was removed

The officers of the Company would be
greatly pleased if you would be good enough
to help us continue to honor the work of the
late G. Donald Harrison by removing his
personal nametag [sic] from the console at
St. Thomas Church. As you know, Mr. Har-
rison only agreed to using these tags [signed
nameplates] on the jobs with whose finish-
ing he was deeply and personally involved.
We are in no way commenting on the pres-
ent tonal characteristics of the St. Thomas
organ, except in all honesty to say that its
character is not recognizable as the work of
Mr. Harrison, or the Aeolian-Skinner Com-
pany for that matter.*

From these letters we learn that: a) it
was Schreiner who first brought up the
idea in the form of a request; b) Harrison
replied with the idea of using a facsimile
of his signature for that purpose; and ¢)
twenty years later Steinhaus summarizes
that these signature plates were put on
organs that were finished by GDH and
with which he was personally involved.
However, upon examining and analyz-
ing existing signature organs and the
documented commentary about them,
certain patterns do emerge and logi-
cal conclusions can be drawn, some of
which are tonal and technical, and some
purely personal.

It would be a fairly straightforward
enterprise to simply list the known sig-
nature organs from Opus 1075 in 1948
onward until Harrison’s death in 1956,
and I have done just that later in this
article. Beyond that, however, I want to
set the scene and cite some examples
that show the trajectory of Harrison’s
tonal ideas leading up to Opus 1075,
together with information about the
Harrison signature organs.

Historical context

A bit of history sets the stage for the
emergence of G. Donald Harrison in the
Skinner organization and helps explain
why Harrison’s personal involvement
came to be sought after and highly prized.
The complete story is best told in the let-
ters of the principal players as contained
in Charles Callahan’s first book.” But the
main thing to take away, as it relates to
the topic of the signature organs, is that
customers and the leading organists of
the era began to prefer instruments that
contained the classic elements Harrison
gradually came to espouse, and increas-
ingly customers specifically said so. Many
of these younger organists had them-
selves traveled to and studied in Europe
and knew some of these historic organs

The console for Aeolian-Skinner Opus 1075, the Mormon Tabernacle, Salt Lake City,

SN

for themselves. They were drawn to Har-
rison’s concepts of classic design for the
simple reason that much of the organ
repertoire, especially contrapuntal music,
sounded better on these instruments, as
opposed to the older style of symphonic
and Romantic organs. The era of the
large symphonic organs, characterized by
a preponderance of eight-foot tone, high
wind pressures, and contrasting imitative
stops, gradually morphed into organs
that were eclectic and modern, which
were inspired by historical precedence
designed first and foremost to play rep-
ertoire written for the organ.

G. Donald Harrison came to America
to work for Skinner in 1927, largely
through the friendly exchanges between
Ernest Skinner and Henry Willis III.
Harrison worked for Willis, and it was
Willis who sent GDH to Skinner, with
the initial idea of his being an emissary
to incorporate Willis tonal principles into
the Skinner organ. It is hard to discern a
precise point at which GDH’s influence
began to be felt.

Among the earliest Skinner organs
GDH worked on was Opus 656 for
Princeton University Chapel, Princeton,
New Jersey. Marcel Dupré played it
while on tour in America, and he praised
the organ. After the fact, Skinner wrote
to Harrison:

Dear Don:

I felt some embarrassment when Mar-
cel [Dupré] handed me that testimonial so
personal to myself regarding the Princeton
organ, and I can imagine you may not have
been without some feeling of being left
out of it, so T want to say right here that
I hold your contribution to the quality of
that great instrument to be such that my
opinion of you as an artist, publicly and
privately expressed, is more than justified.

Cordially, and with great admiration,

Ernest M. Skinner®

Other early organs showing Harrison’s
influence include Opus 851 for Trinity
College Chapel in Hartford, Connecti-
cut, in 1931, where Clarence Watters,
the college organist, was a leading dis-
ciple of Marcel Dupré in America. By the
time of Opus 909 at All Saints Episcopal
Church in Worcester, Massachusetts, and
Opus 910 for Grace Episcopal Cathedral
in San Francisco, California, each from
1933, Harrison’s influence was clearly
present, even though each of these
organs, in their initial scheme, showed
no radical departure from the prevailing
Skinner stoplist. It was during this time
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that Ernest Skinner left the company to
set up a competing shop in Methuen,
Massachusetts. Also, the firm acquired
the organ division of the Aeolian Com-
pany to become the Aeolian-Skinner
Organ Company in 1932.

By 1935 it is clear that GDH was forg-
ing a tonal path different from Skinner,
and different from Willis, for that mat-
ter! Henry Willis in England writes to
Emerson Richards:

Now quite privately to you, Don is not
doing what he went to Skinners for, and
that was to give Skinner Organs a Willis en-
semble. Don is striking out on what might
be termed an individual line, obviously
influenced by you in the strongest possible
way [original emphasis]. You will know that
Don’s Continental European experience is
limited to a few French organs—he has not
to my knowledge been in any other Euro-
pean country and most certainly has not
heard the various types of German organs
Baroque or otherwise. On the other hand
he can visualize them perfectly well, espe-
cially after hearing Steinmeyer’s Altoona
job. [The Catholic Cathedral of the Blessed
Sacrament in Altoona, Pennsylvania. ]

Now you know that I appreciate your
personal standpoint and ideals, even if T
can’t go all the way with you sometimes.
T consider that you, far more than any
other man, have rescued American organ
building from the romantic morass it was
in when I first visited America in 1924. I
consider that my own influence has not
been inconsiderable for I did get Skinner
interested in a decent ensemble and “sold”
him mixtures, although he could not learn
how to use them properly. Also if it had not
been for me, Don would not have gone
to Skinners, for the purpose and object T
named above.®

As Harrison’s star continued to rise,
so Ernest Skinner’s waned. In Skinner’s
exit scenario from the company, there
was a period of five years when Skin-
ner continued to draw a salary, but his
personal involvement in the company
was limited solely to activities where the
customer had specifically requested his
services. e was not allowed to call on
customers, solicit new business, or incur
any expense to the company, and was to
come to the factory only if requested for
business purposes.

Attributes and examples
of the emerging American
Classic style

Aeolian-Skinner produced some very
interesting organs during this period,
and they varied enough in style and spec-
ification so as to appear to be completely
different products. It is relatively easy to
ascertain which organs reflected GDH’s
emerging classic principles and which
did not. For example, consider Opus 985
from 1938 for St. Paul’s Chapel, Colum-
bia University, New York City, and Opus

964 from 1937 at Plymouth Church of

the Pilgrims in Brooklyn, New York: with
a very slight nod to progressive design,
such as two mixtures in the Great, Plym-
outh could be mistaken for a typical four-
manual Skinner scheme by comparison.
Whereas the Columbia University organ
featured two unenclosed divisions in
addition to the Great—Positiv and
Brustwerk—and a fully developed inde-
pendent Pedal organ, and was heralded
as a new voice for a new day, installed on
the campus of a major university in the
country’s largest city. It was a significant
achievement that attracted consider-
able notice. E. Power Biggs played and
recorded extensively on the organ.

The theories that Harrison worked
toward in these early years of the Great
Depression may have been inspired by
historic principles to some extent. He was
gradually developing a new eclectic type
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of organ comprising existing mechanical
components that were excellent, together
with tonal properties that blended
Romantic and Classical concepts, put
together into a new, entirely American
product on which early, Romantic, and
contemporary music could be played
with artistic conviction.

Technical attributes of these new
organs included low to moderate wind
pressures, gentle but clear articulation,
chorus structure with an emphasis on
the four-foot line, carefully worked out
customized mixture compositions that
were attentively finished as the ascend-
ing scale approached the breaks, and
customized scaling and halving ratios
in different parts of the compass—gen-
erally narrower scales in the bass and
gradually broader in the treble to effect
a subtle gradual singing quality in the
treble register, and a focused line in the
bass. Where it was practical, unenclosed
divisions were placed in an open location
within lines of sight to the audience.

Consoles in general were of the
same style and design as Skinner had
developed them, with a few customized
touches to suit the customer as needed,
such as smaller drawknob heads,
dropped sills to effect a lower profile,
occasional narrow swell shoes, varying
degrees of console gadget assists, and,
later, tracker-touch keyboards. Harrison
was in favor of simplifying console con-
trols, and he and Schreiner tended to
agree on that as their discussions for the
Tabernacle organ progressed. One need
only compare the consoles for the Taber-
nacle with The Riverside Church, New
York City, each of which contained five
manuals and were in the factory at about
the same time. Upon seeing pictures
that GDH had sent to him, Henry Willis
expressed his displeasure:

The new console at Riverside for Virgil
Fox is, in my opinion, the ugliest, and un-
handiest, large drawstop console to which
my attention has been drawn.

I say nothing of the stop grouping in
threes or two as fancy—it seems to be liked
in the U.S.A.—nor of the apparent lack of
added vertical space between departments.
Nor the row of tablets over the fifth manual
.. .. But as for the arrangement of the toe
pistons—help!

The swell pedals look ridiculous to
me—the wide space in between remind-
ing me of the old console at Wanamakers,
Philadelphia.

Of course, this is Virgil Foxs design—
not yours—and I suppose you took the line
that he could have what he wanted.

But I think that no organist should be al-
lowed to impose his own pet idiosyncrasies
on an instrument over which he, temporar-
ily, presides.’

Harrison replied a couple weeks later:

Your criticism of the Riverside console
is well taken but you might modify some
of your views if you actually examined it.
When you are dealing entirely with de-
tached consoles, if you use the English
two rows per department arrangement you
would have to build a skyscraper. I see no
point to it . . .. The number of couplers is
essential when you are dealing with Chan-
cel and West End organs plus a 15-stop
Echo all in one instrument. I have no use
for the double organ idea.

Regarding the width of the Swell pedals
with gaps. We have built one more extreme
job than Riverside in this regard, Grace
Church New York [Opus 707]. With nar-
row shoes plus clearance you can get five in
where four would normally go with equal
safety in clearance.

The Riverside console is normal in most
respects, the added controls can be ignored
by a visiting or future organist. You should
hear the results that Virgil Fox can produce
with this set up.!

Console for Opus 1118, The Riverside Church, New York, New York

Beginning in the early 1930s these new
classic attributes increasingly appeared
in prominent organs where Harrison was
able to advance his theories. Keeping in
mind that there were about 100 persons
employed by the company, it is clear that
GDH was continually aware of the need
to secure contracts to provide for his
workers. He may not have been able to be
so creative on each job, but all organs that
passed through the factory in one way or
another began to manifest these tonal
properties in varying ways and degrees.
But there are some jobs that obviously
stand out as icons of this new style, which
came to be known via Emerson Richards
as the “American Classic Organ.”

One thing is certain that as soon as the
war is over and materials become available,
there is going to be a big demand for ei-
ther rebuilds or entirely new organs, and I
am hoping that we will be able to push the
Classic Organ. As you may have noted in
the articles on the St. Mary’s job [Op. 819-
A, St. Mary the Virgin, New York, 1942],
I am endeavoring to give this the name of
American Classic, although it is going to be
awfully hard to dislodge the word Baroque.
T did tag the name Romantic on the old
ones, and that has stuck, even in England,
but an expressive word for the new organ
which is only quasi-Baroque in principle
with some French, English and American
practice, makes a new word imperative but

difficult to find."!
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Twentieth-century American organbuilding

G. Donald Harrison and Alexander Schreiner at the console of Opus 1075

In addition to the aforementioned
organs for Columbia University and St.
Mary the Virgin in New York, a sam-
pling of these organs includes Opus 940
for Church of the Advent in Boston,
Massachusetts; Opus 945 for Calvary
Church, New York City; Opus 948 at
St. Mark’s Episcopal Church, Phila-
delphia, Pennsylvania; and Opus 951,
the famous Busch-Reisinger Museum
for Germanic Culture at Harvard Uni-
versity, ~Cambridge, Massachusetts,
which company records simply refer
to as “Germanic” or “Experimental.”
This organ was entirely unenclosed
and was on loan to the museum yet
remained the property of the company.

E. Power Biggs made extensive use of

it for demonstrations, recitals, and his
famous regular Sunday morning radio
broadcasts, and it did a lot to promulgate
Harrison’s new classic concept.

As the decade progressed others
included Opus 981 at Westminster Choir
College, Princeton, New Jersey, for Carl
Weinrich, his so-called “Praetorius”
organ—a near twin to the Busch-Reis-
inger, which happily still exists in excellent
condition, having been recently restored
by Stephen Emery, a WCC alumnus;
Opus 1007 for Christ Church in Cam-
bridge, Massachusetts, which GDH used
for musical examples in 1942 in an LP
album titled Studies in Tone wherein he
narrates some of his developing ideas on
tonal design, complete with appropriate

!
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musical examples; another organ for
Westminster Choir College, and a large
five-manual organ for the Curtis Institute
of Music in Philadelphia, Opus 1022.
Also, a significant summary of Harrison’s
thinking during the development of the
American Classic organ may be found in
the article “Organ” in the 1944 edition of
Harvard Dictionary of Music, an essay
authored by Harrison. The article even
contains a suggested stoplist for a three-
manual organ that is easily recognizable
as similar to some of these very organs.

However, among this pantheon the
organs built in the 1930s and early 1940s
leading up to his design for the Salt
Lake Tabernacle, the organ in St. John’s
Chapel of the Groton School, Groton,
Massachusetts, Opus 936, stands out as
a significant point of departure in the
development of the American Clas-
sic Organ. Harrison often mentioned
this organ in his correspondence in the
ensuing years, particularly as he con-
templated the design of the Tabernacle
organ and in his reflections on it once
it was finished. Writing to Alexander
Schreiner, shortly after signing the con-
tract for Opus 1075, he says:

With the location of the organ, and the
magnificent acoustics of the Tabernacle
1 feel there is a real chance to build the
most beautiful organ in the world to date,

at least that is what I am going to try to do.
I say this not in a boastful spirit, but rather

Al
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in one of humility. T don’t suppose you
have ever heard the organ built for Groton
School in 1936. The next time you come
East I think we will make a little pilgrim-
age to hear this organ. T have always felt
it is perhaps the most successful organ we
have built to date, and indeed it is praised
alike by those who are for and aggressively
against that type of a tonal scheme. This
morning I was thinking about it, and it sud-
denly struck me that unconsciously I devel-
oped the scheme for Salt Lake as a kind of
a big brother to the Groton organ. In other
words, it seems to carry that tonal structure
to its logical conclusion.'?

Writing to Ralph Downes, the consul-
tant for the new organ in Royal Festival
Hall in London, in which Downes was
contemplating elements of  classical
design, Harrison describes his experience:

In 1936 I visited Germany complete
with drawing equipment. I soon gave up
taking measurements and decided it was
better to absorb the musical result and then
reproduce them in a modern way and in a
manner that would be acceptable to mod-
ern ears and in our buildings. Providing you
obtain clarity in polyphonic music, what
more can you ask, providing you add and
blend in romantic and modern material.'®

And, later, GDH writes to Willis, his
old boss in England who had begun to
question some of his ideals and goals:

I am not attempting in any way to imi-
tate the Silbermann organ or any Baroque
organ for that matter, but am merely rein-
troducing some of the features of the older
organ which have been lost in the modern
organs, and using, to some extent, the prin-
ciples utilized by the older builders in the
general chorus; the sole object, of course,
being to make the instrument a more near-
ly ideal one for the playing of the best liter-
ature written for this particular medium.™

And Richards, who could always be
counted on for his unvarnished opinion,
says:

I agree that the Harrison work is merely
based on the theories of the older organ
work. Remember that Don has no first-
hand acquaintance with German work
whatsoever, unless we can consider the
Steinmeyer at Altoona as such, and Henry
[Willis] says that his knowledge of French
organs is really not extensive, so that, in re-
ality, he has been working on his own with
only a hint from the older work. This is all
for the best, since it results in creation, not
imitation. [Emphasis mine]

In making the point that Groton is an
American achievement I am not trying to
overstate the facts as I see them. America
has profoundly changed Harrison’s mental
and artistic makeup. To some extent even
Don realizes this. He knows that he now
chooses to deliberately do things that he
would not have dreamed of doing when he
left England ten years ago. He has caught
the mobility and restless drive that seems
to be characteristic of America. Can’t you
see this in the Groton organ® Its all-around
flexibility, its readiness to take any part
in the scheme of things from Scheidt to

Ravel, its break with tradition, its vivacity,
and its sense of driving power. Of course,
it is saved from the less commendable
American traits by Don’s sense of artistic
restraint. Itisnot a Daily Mirror, but a New
York Times."”

Plans emerge for a new organ
for the Salt Lake Tabernacle

Beginning in the 1930s customers
began to request that Harrison design
and finish their organs. Even though
Skinner was long out of the picture by
the time GDH and Alexander Schreiner
began discussions in 1945, the contract
drawn up by the Tabernacle authorities
still reiterated their desire that Harrison
design the organ:

It is specifically agreed that a substan-
tial and material part of the consideration
for this agreement is the skill, knowledge,
experience, and reputation of G. Don-
ald Harrison in the design, construction,
finishing, installation, and tuning of pipe
organs; that the builder, therefore, enters
into this agreement with the distinct and
definite understanding that the Purchaser
shall receive, without additional cost to
it, the personal supervision and service of
the said G. Donald Harrison in the perfor-
mance of this contract and in particular in
the designing, finishing, installing and tun-
ing of said organ.'s

Alexander Schreiner, chief organist of
the Tabernacle, was born in Germany
and had studied in France, and was one
of the serious organists to emerge on the
scene in the post-World War II era. He
was an organist’s organist and was one of
the most visible in America at the time,
owing to his concert tours and weekly
broadcasts of the Tabernacle choir and
organ. He was the driving force in plans
to rebuild the old Austin organ, even
though he shared playing duties with
Frank Asper, his elder colleague, who
was himself a respected and popular
organist in his own right. It does appear
that Schreiner was the point person in all
negotiations pertaining to details of the
new organ and in the campaign for it,
a campaign that began almost acciden-
tally: Schreiner wrote Harrison asking
his opinion about some minor improve-
ments and additions. The idea of a com-
pletely new organ did not appear to be
on either of their horizons at the outset.

Given the speculative nature of
Schreiner’s request and the great distance
involved, Harrison asked for a fee to visit
and submit a report, not something he
typically did for serious prospects. When
the authorities granted his request, he
had no choice but to make the trip, so he
went and gave his candid opinion, which
was that unless they decided to build a
completely new organ, the company was
not interested in undertaking makeshift
alterations to the organ, which he felt
was mediocre to begin with and which
had already seen its share of rebuilds and
additions to that point.

Schreiner’s desire for a new organ
ultimately prevailed, apparently with
little overt opposition. Once the con-
tract was signed, he was effusive in his
praise of Harrison as the chosen one to
design the organ. In several instances
he wrote for attribution that he felt that
unless one person (that is, Harrison) was
given the freedom to d651gn the organ
he would rather soldier on with the old
organ, even with its faults. After the job
was announced and as work progressed,
inquiries for testimonial solicitations and
advice began to arrive at Schreiner’s desk.
Typical of his response is this reply to my
predecessor at St. Stephen’s Episcopal
Church in Richmond, Virginia, where
Aeolian-Skinner ultimately installed its
Opus 1110 in 1951:

The reason the Aeolian-Skinner Organ
Company was chosen for the new work in
the Salt Lake Tabernacle was merely be-
cause this company does by all odds the
finest work. That we have not been disap-
pointed in the results achieved is clearly
shown in the letter which T wrote to the
company recently, signed by myself and
fellow organists, and published in the re-
cent Diapason.

I wish you well in your efforts to have
your contract awarded to this company.
In our case we did not even consider any
competing bids. Also we did not ask for any
reduction in the prices which were quoted.
I would always prefer an Aeolian-Skinner
organ to any other, even of twice the size."”
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In the early stages of designing the
Tabernacle organ there flows a great
deal of correspondence between Har-
rison and Schreiner, and every detail was
considered carefully. It was agreed that
Schreiner would be the spokesperson
in corresponding with GDH, although
there is considerable documented input
from Frank Asper, often on seemingly
inconsequential matters such as “Will
the strings be soft enough?,” what to do
about harp and chimes, and whether to
retain the old Vox Humana or build a
new one. In the end they did both!

Through the correspondence it is
clear that Schreiner had an above-
average understanding of the principles
of organbuilding, just as did Harrison of
organ playing. Their discourse is thor-
ough and often detail laden, but always
courteous and respectful—and help-
ful in coordinating the many logistical
details of the complex job, one of the
most vexing of which was that part of
the organ was to remain operational at
all times for the weekly choir rehears-
als and Sunday broadcasts. Phone calls
appear to have been rare, and written
correspondence was the main medium
of communication.

During World War II organ companies
were severely limited in their ability to
undertake new construction, and basi-
cally no new organs came from the Aeo-
lian-Skinner factory during this time. In
addition to rebuild and service work, Har-
rison spent the war years developing new
sounds inspired by classic antecedents,
and stops such as the Rohr Schalmei,
Cromorne, and Buccine were born. Some
of these began to be incorporated into
schemes for new organs once production
resumed after the war, including for the
Tabernacle. Harrison proposes one such:

One other thing that has worried me a
little bit is the absence of any reed on the
Positiv, and T remember being consider-
ably intrigued by the 16" Rankett as made
by Steinmeyer during my visit to Germany.
1 have never made one to date, and as it is
good in an organ of this size to have some
novelties, I have taken the liberty of adding
a 16" Rankett to the Positiv.'s

Once the contract was signed, Har-
rison began to share the news with his
friends and colleagues, in each case
describing the unique circumstances of
Aeolian-Skinner’s selection being with-
out competition and commenting on the
remarkable acoustical properties of the
Tabernacle. His report to Henry Willis is
the most complete account:

In my last letter to you I hinted that I
was on the track of a very interesting and
important deal. It has now been signed,
and is for a completely new organ for the
Salt Lake City Tabernacle. The present or-
gan is a typical Austin which has been gin-
gered up from time to time, the last work
being carried out in 1940 when Jamison
put in some Chorus Mixtures, which by the
way are exceedingly poor.

Last spring I was invited to go out there
and look over the situation to see what
could be done to further improve the or-
gan, but being skeptical about the whole
thing T demanded [an] $800.00 fee, which
T thought would probably close the matter
as far as we were concerned. To my great
surprise they accepted the proposition, so I
had to make the trip. I gave a written report
which, to put it shortly, condemned the
present instrument, and told the authori-
ties that we would not touch the job unless
a completely new organ was built, with the
exception that we were willing to include
three original wood stops which were
placed in the Tabernacle when it was built.

These pipes were made on the spot by
Bridges, who was an English organ builder
who had been out to Australia, and had be-
come converted to the Mormon faith, and
finally wound up in Utah. I think he was
trained with the Hill outfit. These pipes are
the lower 12 notes of the 32" Wood Open,
which by the way, has an inverted mouth,
and the famous wood front pipes which
look exactly like a 32" Metal Open. They
are built up in strips triangular in cross sec-
tion all glued together, and they appear to
be as good as the day they were installed.
Even the foot is built up in this way, and the
tone is surprisingly good. The other stop
we are incorporating is a wooden Gedeckt,
which is also excellent. What happened to
the original metal pipes in the organ is a
mystery. Nobody seems to be able to ac-
count for the fact that there are none of
them in the present instrument. All of the
metal stops that are there now are Kimball
1900 vintage and Austin 1915-1940 . . . .
With these magnificent acoustics and the
super location of the organ in the open it
gives a real chance that one rarely gets. I
was given a free hand with the specifica-
tion after being told of the requirements
that the organ must meet, so that I was
able to work out something which more or
less carries the ideas on which I have been
working to their logical conclusion.'

Giving Harrison this degree of inde-
pendence was really an extraordinary
gesture on Schreiner’s part, especially
when compared to the very intense,
hands-on requirements that clients and
their consultants place on organbuilders
today. I can think of several instances
where the builder was so obligated to
accommodate that the builder’s own
identity is hardly discernible in the fin-
ished product. Here was Schreiner, one
of the finest, best-known organists of the
day who was not only comfortable with
but insisted upon totally giving over to

Harrison the design of this highly visible
organ, and in the end acknowledging
Harrison’s work by asking him to sign
the organ.

In this case the results are as unique as
the circumstances surrounding its incep-
tion, but it was by no means unique for
clients to place this sort of complete trust
in Harrison. Writing to Brock Downward
for his dissertation about Harrison and
the American Classic Organ, Alexander
McCurdy said:

At the Curtis Institute of Music in Phila-
delphia [Opus 1022 in 1941], when the
rebuilding processes were going on (we
had three of them during the tenure of
Mr. Harrison with Aeolian-Skinner) I spent
much time with him. I made it a point to
discuss with Mr. Harrison the particu-
lar needs of the organ department at the
Curtis Institute of Music, then went off to

California and let him BUILD the organ—
I did not devil him! During the year in the
period when the instrument was built, T
spent a little time checking a few details
in the factory in Boston, but for the most
part I let him alone. During some of the
discussions he loved to talk about some of
the organs we both liked such as the Father
Willis organ in Salisbury Cathedral—he
seemed sure that another one couldn’t be
built quite as fine as that one but he cer-
tainly did indeed try in Grace Cathedral
in San Francisco. He always made much
of the fact that his ideal in building an or-
gan was to have it so that MUSIC could be
played on it, not just one period but the
complete organ literature.”

The completed Tabernacle
organ

In Opus 1075 for the Salt Lake
Tabernacle we have then an example
of a very complete, large organ in a
prominent and famous location that was
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completely Harrison’s design without a
lot of outside interference. It certainly
has stood the test of time. We know
from several letters that he felt this was
his greatest work, and it is worth taking
the time to consider his own descrip-
tions and reflections on his work once it
was complete:

The enclosed photographs are of the
console of the new Tabernacle organ at Salt
Lake City. I have just returned after spend-
ing a couple of weeks on the job and I am
returning after Christmas to see the finish.
Tt is by far the finest organ in the United
States. It has the advantage of a perfect lo-
cation and ideal acoustics.

Y & Stfueter
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Christ Episcopal Church, Bronxville,
New York, Opus 1082

You will be interested to note that there
are no coupler tablets. The fact that there
are comparatively few couplers for so large
an organ and that the intramanual couplers
are with their own departments, it was de-
cided to use drawknobs for all of them. The
pedal couplers form the inner group on
the left jamb and the intermanual occupy
a similar position in the right jamb. There
are 20 general pistons. The fifth manual
plays the Antiphonal organ only.

The console case is of solid walnut and
was designed and built in our shop. The
motifs follow those found in the organ case.
It is unnecessarily large [as] the couplers
and combinations are remote. They wanted
an imposing appearance, hence the size and
fifth manual! Believe it or not, but a million
visitors pass through the Tabernacle each
year and must be suitably impressed. The
organ contains Great, Swell, Choir, Positiv,
Bombarde, Solo and Pedal divisions, plus a
small Antiphonal. The Great, Positiv, Bom-
barde and Pedal are all unenclosed. There
are about 190 independent ranks counting
a four-rank mixture as four.*!

Another to the workers back in the
factory:

It has proved my theory that the com-
plex sound composed of many elements, all
mild but different, build up to a sound of
indescribable grandeur . . . .

The strings are good but not so soul stir-
ring as I had hoped for; a trick of the acous-
tics, I feel, because all are modified.

Please tell the voicers of the great suc-
cess of their efforts. There is not one regret
in the job.

I don't believe anyone will say the job
is too loud. It excites the nervous system
without permanent injury.?

A summary to Henry Willis:

A descriptive folder is being prepared
and I will forward a copy shortly. It carries
my tonal ideas which started in 1935 in the
Groton School instrument, to their logical
conclusions. I was given my own way in ev-
erything and had to contend solely with two
sympathetic organists. The organ does really
sound superb, and I have never heard any-
thing quite like it. Of course, it is of its own
particular type. Although the full organ is
tremendous, it is very easy on the ears, and
you can play it for long periods of time with-
out fatigue. This is due, T think, to the fact
that there are no very loud stops, the effect
being obtained by the 188 ranks, all of which
add one to another. The large-scale Mix-
tures give quite a powerful resultant effect,
which in the resonant hall gives quite a lot
of body to the tone, but it is a kind of trans-
parent body, as you can well imagine. No, T
wouldn't say that the organ sounds anything
like a Cavaillé-Coll. Tt is less reedy than a
French ensemble as the balance between
full flues and reeds is entirely different.”

OPUS 134

Harrison signature plate, Symphony
Hall, Boston, Massachusetts (photo credit:
William Czelusniak)

A similar summary to Ralph Downes
in London, who was working on his own
project for Royal Festival Hall, which
was to reflect some classic elements in its
design, stated:

Nice to hear from you, interested to
hear of your project. I am in Salt Lake put-
ting the finishing touches to the “giant,”
see specification enclosed. Tt is somewhat
larger than yours but along the same lines.

Musically speaking it is the most beauti-
ful organ T have ever heard partly due to be
sure to the superb location and acoustics.
What you are proposing to do I have been
experimenting with since 1936 at Groton
School. That is a modern organ in which
the old (classical) and new are so modi-
fied so as to blend into one whole so that
any worthwhile organ music can be played
properly. Salt Lake Tabernacle represents
the fruit of all my labors rolled into one or-
gan. I can assure you it does something to
the nervous system!

Salt Lake has proved to me a theory I
have had for a long time, namely that the
finished ensemble is produced by many
ranks none of which are loud in themselves.
Final result by these means is terrific and
yet does not hurt the sensitive ear.*

And, finally, an account by Alexander
Schreiner himself after having played
the Tabernacle organ for almost a
decade stated:

No one stop, though it be of dominat-
ing quality, is allowed to blot out the whole
sections of weaker voices, so that when the
last Tuba is added, the sound is still that of
a large organ and not that of one stop ac-
companied by all the rest. Naturally, there
are delicate flue and reed stops which
cannot be heard in the full ensemble, but
the foundation stops, mixtures, and reeds,
which are the backbone of the organ, are
so well balanced that each contributes to a
“democratic” ensemble of sound.”

With this in mind, I think the Tabernacle
organ is a good benchmark to consider
in understanding what Jack Bethards
means when he says that the Tabernacle
organ has a “signature sound,”® the
sounds Donald Harrison had in mind for
this, the closest thing to his ideal organ,
and of the organs to which he similarly
affixed his signature plate.

Organs containing G. Donald
Harrison’s signature plates

Opus 1075: The Mormon Taber-
nacle, Salt Lake City, Utah, 1948.

Opus 1082: Christ Episcopal Church,
Bronxville, New York, 1949.

Shortly after this organ was built it was
featured prominently in the company’s
new King of Instruments series of record-
ings, appearing on Volume II in selections
played by Robert Owen, the organist of
the church for over forty years and a well-
known recitalist at the time. It was again
featured in a full program on Volume
I1I, again played by Robert Owen. Owen
also made recordings on the organ for
the RCA label. The instrument was later
altered by Aeolian-Skinner and again by
Gress-Miles. Tt was replaced entirely in
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2009 by a new Casavant organ. At that
time the history of the church’s organs
was memorialized in a plaque placed
near the console, which includes Robert
Owen’s own signature facsimile.

Opus 1100: St. Joseph’s Catholic
Church, Newport, Rhode Island, 1950.

This is a three-manual design in a
large, reverberant church, with obvious
French inspirations in nomenclature
and voicing that is very bold. The Great
manual is placed on the bottom of three.

Opus 1103: Methuen Memorial Music
Hall, Methuen, Massachusetts, 1947.

Much has been written about this
unique organ, the design of which was
entirely driven by the desire to keep the
original slider chests that were built by
James Treat to accommodate the organ
when it was moved from the old Boston
Music Hall and installed in this new hall
in Methuen, designed by Henry Vaughan
in 1899 specifically to house the organ.
After almost a half century it was rebuilt
by Aeolian-Skinner. It was nearing com-
pletion when work commenced on the
Tabernacle organ, and GDH makes ref-
erence to it in his correspondence with
Schreiner, almost to the point where it
was used as a laboratory to experiment
with possibilities for the Tabernacle.

Harrison makes this interesting com-
ment about the Methuen organ:

Finally T would like to tell you that I
greatly enjoyed doing this job as I was able
to renew my acquaintanceship in a big way
with slide /sic] chests. They have one ad-
vantage in regard to the initial speech for
it is possible to voice with a higher posi-
tion of the languid when a slide chest is
used . . .. On the other hand, there are so
many disadvantages with this type of chest
that I have felt no temptation to return to
the sliders. There is no doubt in my mind
that the modern chest we use gives an at-
tack and cutoff which enables much finer
degrees of phrasing to be accurately per-
formed . . . so that the result in the long
run is more musical, which after all is the
real test.”’

Opus 1134: Symphony Hall, Boston,
Massachusetts, 1950.

Essentially a new organ but using
some existing Hutchings pipework, it
was built on a very tight budget. For
example, the combination action was via
a setter board in the back of the console.
Albert Schweitzer signed the console
frame of this organ when he visited the
f/actory in 1949 on a trip organized by
Edouard Nies-Berger.®

The organ was used for examples to
complement GDH’s narration in Volume
I of King of Instruments and for pieces
played by Thomas Dunn in Volume II,
though he was identified only as the “staff
organist,” and for a recital on Volume XII
played by Pierre Cochereau. Virgil Fox
also recorded a series of LPs on it for the
Command label in the 1960s, and Berj
Zamkochian played it in a memorable
recording of the Saint-Saéns’ “Organ”
Symphony with the Boston Symphony
Orchestra conducted by Charles Munch.

Opus 1136: Chapel of Westminster
Presbyterian  Church, Buffalo, New
York, 1951.

This is a two-manual organ with the
Positiv division on the back wall. A
photograph of it was used prominently
in Aeolian-Skinner brochures, even
following Harrison’s death. The organ-
ist of the church at the time was Hans
Vigeland, and Harrison’s business cor-
respondence corroborates his respect
for him and his playing. [ |

To be continued.
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Albert Schweitzer’s signature on the
console frame, Symphony Hall, Bos-
ton, Massachusetts (photo credit: William
Czelusniak)
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Muller Pipe Organ Company,
Croton, Ohio

Saint Joan of Arc Catholic
Church, Toledo, Ohio

Quite understandably, the Muller
Pipe Organ Company is sometimes mis-
taken for the now defunct M. P. Moller
Organ Company. We have answered
countless emails and phone calls from
across the country that begin with “We
have one of your organs from . . .,” and
we very politely explain that we are not
the same company. It is possible the
confusion may have been magnified
had our ancestors decided to keep the
umlaut over the “u”!

Our company has been in business
in Ohio since 1919, so area organists
and churches are rarely confused by
the similarity in name. Certainly, Saint
Joan of Arc Catholic Church of Toledo,
Ohio, was aware of the difference when
we were asked to inspect the pipework
from Méller’s Opus 10357. This small
three-manual organ was originally built
for Mount Olive Evangelical Lutheran
Church in Madison, Wisconsin, and
provided a fine foundation on which to
build a new instrument for the parish in
Toledo. While it might be tempting to
call this instrument a “Moéller-Muller”
organ, it now bears little resemblance
aurally, mechanically, or visually to the
organ known in Wisconsin. Indeed, this
instrument is a new Muller organ in
every way.

The dream of a pipe organ was first
explored by parish leadership as part
of a comprehensive project to modify
the original 1980s-era interior decor to
align with current ecclesiastical ideals.
In a leap of faith and with guidance
from Paul Monachino, diocesan liturgi-
cal music director, the parish purchased
the Moller pipework, and it was placed
in climate-controlled storage pend-
ing completion of fundraising and the
planned renovations.

The pipe organ portion of the project
was undertaken in two phases. To coin-
cide with renovations to the sanctuary,
which included improvements to the
acoustic, the initial phase was completed
in 2018 and consisted of the installation
of casework. The beautiful, mirror-image
cases were constructed of cherry by
Muller’s woodworking team using tra-
ditional mortise and tenon joinery. The
overall design has a traditional feel, while
the impost and tower crown moldings
are more contemporary in appearance
to complement the church’s architec-
ture. The gold-lacquered facade pipes
feature polished Romanesque mouths to
enhance the beauty of the room.

When funding became available for
the second phase, a specification was
designed using available pipework where
appropriate. The plan for a two-manual,
sixteen-rank organ to fill the two empty
organ cases was quickly adopted.

The Great is housed in the right case
and possesses five ranks. The new fagade

\XTFFy P77, 72727

John Muller, Mark Muller, Jack Muller, and Todd Wilson

allowed for moderate rethinking of this
chorus’s scales and overall concept.
The resulting 8" Principal is warm and
articulate, but not particularly loud.
The 4’ Octave sings beautifully over this
foundation and additionally serves as the
2’ of the chorus. The 8" Rohrflste is of
moderate scale and wonderfully colorful.
Independent mutations allow for mul-
tiple effects. The obvious combination
is a cornet that works either with flutes

Muller Pipe Organ Company

or principals. A “composed” mixture
created by using the 8" Principal, the
4’ Octave, the 2% Quint, and the super
coupler is particularly convincing. Bor-
rows from the Swell division serve to
provide flexibility in registration.

The Swell is home to nine ranks and
is located in the left case. A contrast to
the Great Rohrflste, the Swell Gedeckt
is the workhorse of the division. In unit
stops such as this, we voice the different

“ranges” to serve in the way each will be
most used. The lowest octave features
a healthy dose of “quint” partial, which
is a delightful change of pace from the
Pedal’s Subbass. Continuing up the
compass, this “quint” effect is not par-
ticularly useful in a small instrument, so
we allow the stop to bloom into a lovely
and full capped flute. Near the top, the
scale reduces to promote brightness.
This stop also functions as the basis for

Saint Joan of Arc Catholic Church, Toledo, Ohio

GREAT
8" Principal 61 pipes
8" Rohrflste 61 pipes
8" Salicional (Swell)
4" Octave 61 pipes
4’ Rohrflste (ext 8 Rohrfl) 12 pipes
2%’ Quint 61 pipes
2" Doublette (ext 4” Octave) 12 pipes
1%’ Tierce (TC) 49 pipes
8" Trompette (Swell)
8" Oboe (Swell)
Chimes 21 bells
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SWELL (enclosed)

16" Gedeckt (ext 8" Gedeckt) 12 pipes
8" Gedeckt 61 pipes
8" Salicional 61 pipes
8" Voix Celeste (TC) 49 pipes
4" Spitz Principal 61 pipes
4" Gedeckt (ext 8" Gedeckt) 12 pipes

2% Nazard (from 8" Gedeckt)

2" Flute (ext 8" Gedeckt) 12 pipes
2" Mixture 183 pipes

16" Contre Trompette (ext 8") 12 pipes

8" Trompette 61 pipes
8" Oboe 61 pipes
Tremolo

PEDAL

32" Resultant (derived)
16" Subbass 32 pipes
16" Gedeckt (Swell)
8" Principal 32 pipes
8" Gedeckt (Swell)
4" Octave (ext 8 Principal) 12 pipes

4" Gedeckt (Swell)

16" Contre Trompette (Swell)
8" Trompette (Swell)

4" Oboe (Swell)

Couplers
Great 16 - Unison Off - 4

Swell to Great 16 - 8 -4
Swell 16 - Unison Off- 4

Great to Pedal 8 - 4
Swell to Pedal 8 - 4

16 ranks, 978 pipes
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Facade closeup

Great organ chamber 3-D rendering

a small principal chorus, capped with a
three-rank Mixture at 2 pitch. A set of
beautiful vintage strings serves as the
organ’s only string stops.

While part of the Swell, the organ’s
two reeds are available on both manu-
als. The small but feisty Trompette is
perhaps the one “tell” of the organ’s
Hagerstown heritage. It serves best as
a chorus reed and, when used with the
Great Principal, can be a convincing
solo stop. The Oboe is a vintage stop
from the 1930s and has a hauntingly
beautiful English capped sound. These
stops fit well with the organ’s aesthetic
and are remarkable for their consis-
tency and stability.

The Pedal division, as in most small
instruments, is but two independent
stops. The Subbass resides with the
Great division and benefits greatly from
its placement against a solid exterior
wall. In contrast with many instruments

WWW.THEDIAPASON.COM

Swell reeds

where one can never have enough 16’
tone, we found ourselves voicing this
stop with restraint and care lest it over-
power the entire instrument. The Prin-
cipal is located in the left case, where it
forms part of the facade. It is voiced to
complement the Great chorus, but also
acts as a wonderful Pedal solo stop. The
rest of the Pedal stops are borrowed to
promote registrational flexibility.

The organ layout is very compact yet
fully accessible for tuning and mainte-
nance. Pipes are placed at impost height
to maximize tonal egress and maintain a
consistent temperature for tuning stabil-
ity. The low-profile drawknob console
allows for ease of play and good sight
line to the choir and was constructed of
cherry by our artisans. The console and
the casework are finished with a clear
lacquer to allow the wood to achieve the
same rich patina as the existing sanctuary
furnishings. New windchests, windlines,

Great pipework

Swell pipework

and support structure were custom
designed and constructed in-house.

The dedicatory concert was given by
Todd Wilson to an enthusiastic audience
on September 26, 2021. Comments from
area musicians reflect upon the pleasing
balance and versatility of sound of this
modestly sized instrument.

We especially thank Mr. Kevin Foos,
director of sacred liturgy and music,
for his dedication from conception to
completion. We also express our grati-
tude to the Reverend Adam L. Hertzfeld,
pastor, for his vision, perseverance, and
encouragement. And to the individual
benefactors who made this dream a real-
ity, we believe it is a truly remarkable
achievement that your contributions have
provided a pipe organ as a musical legacy
to enhance worship at Saint Joan of Arc
Parish for many generations to enjoy.

—Scott G. Hayes and Mark A. Muller

Staff:
John W. Muller
Mark A. Muller
Jack Muller
Scott G. Hayes
Brad Ashbrook
Nathan Baker
Ryan . Boyle
Jesse Braswell
Taylor Hendershott
Mike Hric
Jane Muller
Stan Osborn

Assisted by:
David R. Beck

Photography by Ryan J. Boyle and Jesse
Braswell

Builder’s website:

www.mullerpipeorgan.com
Church’s website: joanofarc.org
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Reviews

Book Reviews

Orgels in Herentals

Orgels in Herentals, by Jan Cools
and Bart Wuilmus, in collaboration
with Luk Bastiaens, Patrick Roose,
and Bart Wynants. Second, revised
edition, Herentalse Geschiedkun-
dige Kring, Herentals, Belgium,
2020, 60 pages, paperback, 28 color
photographs, with accompanying
compact disc, €18. Available from
orgelherentals.be.

Herentals is a city of about 26,000
inhabitants in the province of Antwerp,
Belgium. The city boasts a fine collection
of historic buildings, including its town
hall, the principal church, dedicated to
Saint Waltrude, and the ancient city gates.

This second edition of Orgels in
Herentals was published in 2020 for the
celebration of the 250th anniversary of
the Verbuecken organ in Sint-Waldetrud-
iskerk. The slender volume of sixty pages
includes many fine color photographs
of the city’s ancient and modern pipe
organs. The excursion through the city
begins with the principal church, Sint-
Waldetrudiskerk, continuing with the his-
toric and the recent organs in the Begijn-
hofkerk Sint-Catharina, the chapel of the
Oud Gasthuis, the Franciscan monastery
of Sint-Josefsdal, and Sint-Janskerk. For
each organ, pictures, a stoplist, and a his-
tory (for older organs) or conceptual essay
(for recent instruments) is provided.

The organ history of Sint-Waldetrud-
iskerk commences in the mid-sixteenth
century. Some pipework of the present
organ dates to the work of the brothers

“one of this era’s
most adventurous
interpreters of
the classical
organ repertoire”
NY MUSIC DAILY
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MORE INFORMATION: gailarcher.com
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Fredericus Jakobus and Ludovicus
Franciscus Verbuecken of Geel between
1767 and 1770. The organ was most
recently rebuilt by Pels-D’Hondt of Alk-
maar between 1966 and 1968, with Flor
Peeters as consultant. The three-manual,
forty-nine-rank organ has mechanical
key and electric stop action.

At the Begijnhofkerk, the edifice’s
organ history begins a bit later, in the
early seventeenth century. The principal
instrument was built in 1832 by Theo-
door Smet of Duffel and rebuilt in 1892
by Petrus Stevens-Vermeersch, also of
Duffel. As a major restoration project
for the two-manual, sixteen-rank organ
is still awaiting full funding and approval,
a one-manual, thirteen-rank instrument
was supplied in 2013 by J. Moors and
placed on the nave floor.

In the chapel of the Oud Gasthuis,
one finds a one-manual, eighteen-rank
instrument built between 1770 and 1772
by Pieter van Peteghem. This organ was
restored between 1987 and 1990 by
Jean-Pierre Draps of Erps-Kwerps, Bel-
gium. The Franciscan monastery houses
a one-manual, eleven-rank, mechanical-
action organ built by the well-respected
Pierre Schuyven of Elsene in the nine-
teenth century, rebuilt in 1980 by Aerts
en Castrel of Duffel. (Schuyven’s largest
and most famous instrument is found in
the Cathedral of Antwerp.) A smaller
chapel in the monastery is home to a
one-manual, three-rank organ finished
in 1980 by Bernhard Pels of Herselt.
Sint-Janskerk is also home to a Pels
organ, finished in 1977, consisting of
two manuals, twenty-two ranks. As an
addendum to the book, an organ for-
merly believed to have been in Heren-
tals, built shortly after 1860 by Leonard
Drijvers, now in Sint-Adriaanskerk in
nearby Houtvenne, is presented, of two
manuals, fourteen ranks.

The accompanying compact disc
includes recordings from Sint-Walde-
trudiskerk, the Begijnhofkerk, and the
Oud Gasthuiskapel. Works of the seven-
teenth through the nineteenth centuries
as well as improvisations are presented
by Bart Wuilmus and Luk Bastiaens.

The book and its disc are a bargain and
present a memorable documentation
of organs of this small city in Belgium.
While the text is entirely in Dutch, there

g\nufm___ s

TO PURCHASE: meyer-media.com

is still much to be learned by the reader
whose principal language is English.

—Stephen Schnurr

Gary, Indiana

New Recordings

Jehan Alam Trois Danses and other or-
gan works

Jehan Alain—Trois Danses and other
organ works. Christophe Mantoux
plays the Cavaillé-Coll organ of
the Abbey Church of Saint-Ouen,
Rouen, France. Raven Recordings,
two-CD set, OAR 163, $15.98 post-
paid. Available from ravencd.com.

CD1: Trois Danses: Joies, Deuils,
Luttes; Petite piéce; Choral cistercien;
Intermezzo.

CD2: Premiére Fantaisie; Lamento;
Berceuse sur deux notes qui cornent;
Deuxiéme Fantaisie; Choral dorien;
Andante; Climat; Choral phrygien; Post-
lude pour loffice de Complies.

These recordings are a reissue of those
originally published as a single CD in
1992 and now reissued with considerable
additional material as a two-CD set. It is
perhaps good that the recordings were
made thirty years ago, since the organ
was then in prime condition, but has
since deteriorated until it is now in rather
a sad state of repair. We are spared today’s
action noise, as Vierne once remarked of
the Notre-Dame organ, “like the rattling
of a thousand skeletons.” The organ,
indeed, sounds magnificent, and I was
left quite breathless by the broad chords
in the middle of the Choral dorien—I
have never heard anything like it before.

CORNEL ZIMMER
ORGAN BUILDERS

A Tradition of Excellence

WWW.ZIMMERORGANS.COM

The organist, Christophe Mantoux,
has for many years been a professor of
organ at the Pole Supérieur and the
Conservatoire Régional de Paris, and
since 1995 has held the post of titulaire
at the Church of Saint-Séverin in Paris.
He shows true mastery of Alain’s works
in these recordings, and I have no hesita-
tion in recommending them.

PRIERES [‘OUR NOTRF DAME

& [he Caillé-Coll organ
- of St Ouen, Rouen

Priéres pour Notre Dame: Music for or-
gan and upper voices by Dupré, Bou-
langer, Demessieux, Poulenc

Pri¢res pour Notre Dame: Music for
organ and upper voices by Dupré,
Boulanger, Demessieux, Poulenc,
Cavaillé-Coll organ of the Abbey
Church of Saint-Ouen, Rouen,
France; Colin Walsh, organist;
Senior Girls of Romsey Abbey Choir,
directed by George Richford. Regent
Records, Ltd., REGCD 538, £8.33.
Available from regentrecords.com.

15 Versets pour les Vepres du com-
mun des Fétes de la Sainte-Vierge,
op. 18, Book I: Antiphons, Book II:
Ave maris stella, Book III: Magnificat,
Marcel Dupré; Pie Jesu, Lili Boulanger;
“Attende Domine,” no. 3, and “Rorate
Caeli,” no. 1, from 12 Chorale Preludes
on Gregorian Chant Themes, op. 8,
Jeanne Demessieux; Litanies a la Vierge
Noire, FP 82, Francis Poulenc.

The organist is Colin Walsh, educated
at Portsmouth Grammar School and sub-
sequently a student of Nicholas Danby
at Oxford and Jean Langlais in Paris. He
has had a distinguished career of over
forty years including stints as organist
and master of the choristers at Salisbury,
St. Albans, and Lincoln cathedrals. (See
Lorraine Brugh’s interview with Colin
Walsh, August 2019, pages 20-21.)

On this compact disc Colin Walsh plays
the magnificent four-manual, eighty-four-
stop Cavaillé-Coll organ of 1890 in the
Abbey Church of Saint-Ouen, Rouen,
France. The leaflet notes that the instru-
ment is in rather poor condition at pres-
ent, which is evident from some minor
mechanical noise on the recording, and
indeed a friend of mine who visited there
not long ago seemed to think that the
whole fabric of the church was in a poor
state and not just the organ—a sorry state
for the church and organ where Marcel
Dupré’s father, Albert Dupré (1860—
1940), was titulaire and where Marcel
Dupré himself grew up. Still, under Colin
Walsh’s skillful management the organ
does give a very fine account of itself.

The Abbey Church of Saint Mary and
Saint Ethelflaeda, founded in the year
709, is now the largest parish church in
the County of Hampshire, but before the
Reformation it was an important Bene-
dictine nunnery, so that for much its his-
tory female singing voices have been the
norm. The current recording features the
Senior Girls of Romsey Abbey performing
in the spacious acoustics of Saint-Ouen
under the direction of George Richford,
Romsey Abbey’s director of music.

A graduate of Durham University,
Richford was organ scholar and later a
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Fellow of Saint John’s College, Durham,
followed by a period as acting director
of music at Newcastle Cathedral where
he founded the Girls’ Choir. He then
went to be master of the Song School
at Saint Mary Magdalene, Newark-on-
Trent, followed by two years as direc-
tor of music at Holy Trinity Church in
Dartford, Kent. He has been director of
music at Romsey Abbey since 2015. As
a composer George Richford has been
a recipient of the Three Choirs Festival
Composition Prize and has had some of
his music published by Universal Edi-
tions, including an Ave Maris Stella and
a Magnificat and Nunc Dimittis. He has
also taught at Southampton University.

Marcel Duprés 15 Versets pour les
Vepres du commun des Fétes de la
Sainte-Vierge, op. 18, began as a series
of improvisations that he later wrote out.
The premier performance took place at
Saint-Ouen following the end of World
War I in 1919. The organ antiphons are
arranged in three sections or “books” of
five, four, and six versets respectively, and
each is preceded by the chant, sung by
the Senior Girls of the Romsey Abbey
Choir. The pure, clear sound of soprano
voices reverberating around Saint-Ouen
creates an ethereal, almost eerie sound.
In the first book, using verses from the
Song of Songs, the organ versets are in
contrasting styles, ranging from large
chords above a massive cantus firmus
in the pedal for “Dum esset rex” to rich,
warm harmonies on gentler registrations
for “Laeva ejus sub capite meo.” I espe-
cially liked the lilting lullaby-like rhythms
of “Nigra sum” (“I am black but comely”).

The second book using “Ave maris
stella” as the text begins again with a
forthright verset in which the chant is
played as a cantus firmus in the pedal.
The second verset (“Jesu’s tender
mother, make thy supplication”) is softer,
gentler, and more mystical with a colorful
solo in the bass. The third is a journeying
antiphon (“So now as we journey, help
our weak endeavor”) and in somewhat
similar vein, though with the solo now in
the tenor, and has a “plodding” feeling,
in some ways akin to “Les Mages” from
Messiaen’s La Nativité du Seigneur.
Book III, “Magnificat,” culminates in a
“Finale” on the “Gloria Patri,” which is
marked allegro con fuoco and is a bril-
liant toccata for full organ with the chant
melody in the pedal.

The text “Pie Jesu, Domine” inevita-
bly evokes Faurés Requiem, and this is
pertinent since Lili Boulanger originally
intended her Pie Jesu to be part of the
Kyrie of a complete Requiem Mass.
Boulanger’s health had always been frail,
and at the time she was writing Pie Jesu
in 1918 it became clear that she was very
near to death. She accordingly cut back
the project to just the Kyrie, then to
just the Pie Jesu, and even then had to
make it shorter than she had intended,
completing it in March 1918 very near
the time of her death, with the assistance
of her sister, Nadia Boulanger. It is Lili
Boulanger’s only sacred composition and
is in a sense a requiem for herself.

The work was originally scored for
organ, string quartet, harp, and soprano
and was published in Paris by Durand
in 1922. The need for a string quartet
and harp doubtless limited the number
of occasions on which the composition
could be performed, and so Durand
published the work rescored for organ
and soprano alone in 2001. That is the
edition on this compact disc, except
that all the Senior Girls of the Romsey
Abbey Choir sing it rather than just one
soprano. There is an ethereal quality
about the female voices seemingly float-
ing above the strings of the organ. As
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the leaflet says, this piece deserves to be
much more widely known.

Jeanne Demessieux (1921-1968) was
perhaps the greatest organist of her gen-
eration, and her early death was a great
loss to the musical community. The 12
Chorale Preludes on Gregorian Chant
Themes, op. 8, are among her most popu-
lar works. For this recording Colin Walsh
selected the two penitential chorale pre-
ludes, “Attende Domine” and “Rorate
Caeli,” based on the Lent Prose and the
Advent Prose, respectively. In Walsh’s
excellent performance the beauty of the
fonds of the Saint-Ouen organ is appar-
ent in “Attende Domine,” while the gen-
tly accompanied solo of “Rorate Caeli” is
also extremely effective.

As in the case of Lili Boulanger’s Pie
Jesu, Litanies a la Vierge Noire was Fran-
cis Poulenc’s first sacred composition.
In 1936 Poulenc’ friend, the composer
Pierre-Octave Ferroud, was decapitated
in a horrendous road accident while visit-
ing Hungary. A few days afterwards Pou-
lenc made a pilgrimage to the shrine of
the Black Virgin at Notre-Dame de Roca-
madour in southwestern France, where
he prayed the French-language litany
that forms the text of this composition.

Inquiring minds need to know, so I did
a little research about the Black Virgin. It
is a statue made of wood and more than
a thousand years old. It was probably
originally painted in bright colors, but the
influence of trace amounts of hydrogen
sulfide in the atmosphere has led to the
paint, based on lead oxide, turning black.
The black color, as in other black madon-
nas, is a result of great antiquity and has
sometimes led to such images being
revered as miraculous. The very day he
visited the Black Virgin, Poulenc resolved
to write a setting of the litany as a tribute
to his late friend and also determined
that this composition should reflect the
“peasant devotion” that had affected
him so deeply at Rocamadour. Poulenc
scored the original version of Litanies
for women’s or children’s choir and organ
and published it in 1936. Later, in 1947,
Poulenc published a version for women’s
or children’s choir and orchestra. This
compact disc makes use of the original
version of 1936. The piece alternates
between a single voice line and voices
in harmony with and without organ.
The harmonies are typical of Poulenc,
and there is also much use of variations
in dynamics and tempi. The blended
female voices sound so good in harmony
that it seems a pity that more use was not
made of them on this recording.

This is a very interesting and affecting
compact disc. The repertoire is extremely
interesting and less well-known than it
ought to be—the Demessieux chorale
preludes are the only compositions I was
previously familiar with. The recording
is much to be commended.

—John L. Speller
Port Huron, Michigan

New Handbell Music

Zip, Zing, Ring! (Praise!), arranged
for 2-3 octaves of handbells, with
optional B3, by Brenda E. Austin.
Agape (a division of Hope Publishing
Company), Code No. 2921, Level 1+
(E+), $5.25.

This original composition is given an
enjoyable toe-tapping tune that is filled
with several varied stopped techniques.
Tailored for the developing choir, the
ringers will have a great time with this
genre of music making. The piece is also
written for 3-5 octaves of handbells,
available as Code No. 2923.

—Leon Nelson
Vernon Hills, Illinois

Bert Adams, FAGO

Park Ridge Presbyterian Church
Park Ridge, IL
Pickle Piano & Church Organ Systems
Bloomingdale, IL

PATRICK ALLEN
GRACE CHURCH
NEW YORK

Christopher Babcock

St. Andrew’s by the Sea,
Hyannis Port

Your artist spotlight can appear
on THE DI1APASON website for
as little as $18 per month

Contact Jerome Butera,
jbutera@sgcemail.com

Curator, J.W. Steere & Son Organ B
The Baptist Temple, Brooklyn, NY
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Dean W. Billmeyer

University of Minnesota

Minneapolis 55455 ® dwb@umn.edu

GaviN BLACK
Princeton Early Keyboard Center

732/599-0392
www.peke.org

Byron L. Blackmore

Crown of Life Lutheran Church
Sun City West, Arizona
623/214-4903

THOMAS BROWN
CHAPEL HILL, NORTH CAROLINA

ThomasBrownMusic.com
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www.thediapason.com/videos

DELBERT DISSELHORST

Professor Emeritus
University of lowa-lowa City

Your professional card
could appear here!

Contact: jbutera@sgemail.com
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STEVEN EGLER

Central Michigan University
School of Music
Mt. Pleasant, Ml 48859
egleris@cmich.edu
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Concert Organist
(512)470-7782

ffreese@ua.edu

Susan Goodson

Emanuel United Church of Christ
Manchester, Michigan

Norberto

Guinaldo

His Music
See—Listen—Buy
www.GuinaldoPublications.com
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David Herman

Trustees Distinguished Professor Emeritus of Music and University Organist

The University of Delaware = herman@udel.edu

Gail Archer

organist
www.gdilarcber. com

Vassar College
Barnard College, Columbia University
garcher@barnard.edu
(212) 854-5096

Promotion
SOZO Media
rika@sozomedia.com
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UNIVERSITY

Sunghee Kim, DM

Professor of Music
University Organist

Valparaiso, Ind.
valpo.edu
219-464-6796
sunghee.kim@valpo.edu
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ANDREW HENDERSON, DMA

Madison Avenue Presbyterian Church

New York, NY
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RICHARD BARRICK HOSKINS

Director of Music & Organist
St. Chrysostom's Church
Chicago
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The University of Michigan
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email: jkibbie@umich.edu

Karen Schneider Kirner
Organ, Harpsichord, Choral Composer,

Accompanist, karen.kirner@nd.edu

COLIN LYNCH

Concert Organist
www.colinlynchorgan.com

David Lowry

DMA, HonRSCM

1829 Senate Street, 14-C
Columbia, South Carolina 29201

Sue Ttchell-Wallace

AS.CAP
FeLLow, AMERICAN GuILD OF ORGANISTS

345 SappLE Lake DRIvE
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ANDREW PAUL MOORE

CHRIST CHURCH
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LEON NELSON

Director of Traditional Music
Southminster Presbyterian Church
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Professor of Music, Emeritus
SMU, Ddllas, Texas
Recitals — Lectures — Consultancies

Ipalmer@smu.edu + 214.350-3628
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time of her death. In addition, she taught
at Coe College, Cedar Rapids, Towa; the
University of Iowa, Iowa City; Carthage
College, Kenosha; University of Wiscon-
sin-Parkside, Kenosha; and Concordia
University Wisconsin, Mequon.

On December 27, 1984, in Omabha,
Nebraska, Marilyn ~ Stulken — mar-
ried Thomas R. Rench, a pipe organ
builder. Marilyn often played programs
on instruments that Tom had built or
restored. As a lecturer and organ recital-
ist, she appeared throughout the United
States and Canada, including ten recitals
for national conventions of the Organ
Historical Society. After Tom installed
a pipe organ in the family room of their
home, the instrument was used for prac-
ticing and teaching. When her multiple
sclerosis precluded her from playing the
pedals, Tom engineered the keyboard at
St. Luke’s so that a note played by her
left hand could sound that same note on
the pedalboard.

Stulken Rench is the author of the
Hymnal Companion to the Lutheran
Book of Worship (1981) and An Intro-
duction to Repertoire and Registration
for the Small Organ (1995), and coau-
thor with Catherine Salika of Hymnal
Companion to Worship, Third Edition
(1998). She was one of three contribu-
tors who assisted in the preparation of
historical notes on the hymns in The New
Century Hymnal (1995). With Martin A.
Seltz and others, she compiled Indexes
for Worship Planning (1996), and with
James R. Sydnor and Bert Polman, she
edited Amazing Grace: Hymn Texts for
Devotional Use (1994). She contributed
an article, “Hymnody from German,
Scandinavian and Finnish Sources,” to
The New Century Hymnal Companion
(1998), and “Hospital Hymnody as
Transition Hymnody” to Well Shout
and Sing Hosanna: Essays on Church
Music in Honor of William ]. Reynolds
(1998). She is the author of With One
Voice Reference Companion (2000) and
authored numerous articles and reviews
for musical journals. Stulken Rench was
active in the American Guild of Organ-
ists, the Organ Historical Society, the
Hymn Society of America, and, for a
time, was the worship representative on
the Southport District Cabinet of the
Wisconsin-Upper Michigan Synod of the
LCA (Lutheran Church in America).

Marilyn Kay Stulken Rench was pre-
deceased by her husband, Thomas R.
Rench, and a stepson, Evan Rench. (For
an obituary for Thomas R. Rench, see
the January 2016 issue, p. 8). She is sur-
vived by her stepchildren Alan (Mary)
Rench, Eric (Bobbie) Rench, and Kari
(Jeff) Eschmann; seven grandchildren
and seven great-grandchildren; as well
as two sisters and a brother. A memorial
service will be held in the spring. Memo-
rial gifts may be made to St. Luke’s Epis-
copal Church, 614 Main Street, Racine,
Wisconsin 53403.

Organbuilders

Spencer Organ Company, Inc., has
been selected to complete the restora-
tion of Geo. S. Hutchings Opus 410 at
the Basilica of Our Lady of Perpetual
Help (Mission Church), Boston, Mas-
sachusetts. The firm is taking over a
challenging situation and will return the
organ to its full glory. The scope of this
project will include finishing all the pipe-
work following a thorough cleaning due
to plaster dust infiltrating the organ as
well as a few mechanical improvements.
The three-manual organ comprises 52
stops, 64 registers, 76 ranks, 5 divisions.
For information: spencerorgan.com.

Publishers

= e

Slegant, firesimile

Choral No. 2 in B Minor

To mark the bicentennial of the birth
year of César Franck (1822-1890),
a facsimile of the original autograph
manuscript of Choral No. 2 in B Minor
for organ, including autograph cor-
rections and additions, has been made
available again in a limited number of
copies. Measuring the original size of the
manuscript at 11 inches by 14 inches, it
is printed on archival cover weight paper.
At 20 pages, it is annotated by Emory
Fanning, Professor Emeritus of Music
for Middlebury College in Vermont.
The document includes a wrapper with
autograph titles, plus a reduced facsimile
of Franck’s pencil copy of the last two
pages. Cost is $40, including shipping,
payable by check, available from: Franck
Facsimile, 16 High Street, Middlebury,
Vermont 05753. (Vermont residents add
6% sales tax.)

MorningStar Music Publishers
announces new Lenten choral publica-
tions: God So Loved the World (50-3106,
$1.95), by Michael Burkhardt, for SATB
and organ; Behold the Lamb of God
(50-5217, $1.95), by John A. Behnke,
for SAB and optional keyboard; Were
You There (50-6165, $2.25), by Kyle
Pederson, for SATB and piano; Go to
Dark Gethsemane (50-6527, $1.95),
by Matthew Culloton, for SATB and
piano; and Create in Me a Clean Heart
(50-6321, $2.25), by Matthew Culloton,
for soprano solo, SATB, and piano. For
information: morningstarmusic.com.

Epwin L. HOLBROOK

STEPHEN L. PINEL

Edwin L. Holbrook and Organbuilding in
East Medway, Massachusetts

The Organ Historical Society’s
OHS Press announces a new book:
Edwin L. Holbrook and Organbuilding
in East Medway, Massachusetts ($30
hardcover; $25 softcover), by Stephen
L. Pinel. The 17th in the series, OHS
Monographs in American Organ History,
the volume traces the life and work of
this American organbuilder of the latter
half of the 19th century. It contains 40
photographs, an annotated list of instru-
ments, several dedication programs, and
two rarely seen “circulars” issued by
Holbrook during the 1860s. A review is
forthcoming. For information:
organhistoricalsociety.com. |
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Calendar

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

Information cannot be accepted unless it
specifies 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.

UNITED STATES
East of the Mississippi

15 FEBRUARY

Oliver Brett; Peachtree Road United
Methodist, Atlanta, GA 7 pm

Reginald Mobley & Greg Zelek;
Overture Center, Madison, WI 7:30 pm

16 FEBRUARY
Just Bach; Luther Memorial, Madi-
son, WI 12 noon

17 FEBRUARY

Cozzolani, Marian Vespers; St. Luke
in the Fields Episcopal, New York, NY
8 pm

Keith Reas, with Baroque cello;
Memorial Art Gallery, Rochester, NY
7:30 pm

18 FEBRUARY

Paul Jacobs, with Boston Modern
Orchestra Project; Symphony Hall,
Boston, MA 8 pm

Peter Richard Conte; Forrest Bur-
dette United Methodist, Hurricane, WV
7 pm

19 FEBRUARY

Georgia Boy Choir Festival;
Peachtree Road United Methodist, At-
lanta, GA 7 pm

Nathan Laube, masterclass; Christ
Church Cathedral, Cincinnati, OH 10 am

20 FEBRUARY

Raul Prieto Ramirez; Williamsburg
Presbyterian, Williamsburg, VA 4 pm

Damin Spritzer; Cathedral of St.
Philip, Atlanta, GA 3:15 pm

Christopher Houlihan; University of
Tampa, Tampa, FL 2 pm

Ken Cowan; Moorings Presbyterian,
Naples, FL 4 pm

Nathan Laube; Christ Church Cathe-
dral, Cincinnati, OH 3 pm

O AMERICAN PUBLIC MEDIA

22 FEBRUARY

Nathan Laube; College of the Holy
Cross, Worcester, MA 7:30 pm

Choral concert; Cathedral of St. John
the Divine, New York, NY 7:30 pm

Daryl Robinson, masterclass; Curtis
Institute of Music, Philadelphia, PA 3 pm

e Jeremy David Tarrant, lecture-re-
cital, works of Vierne; St. Paul’s Epis-
copal, Richmond, VA 7 pm

23 FEBRUARY
Bruce Bengtson; Luther Memorial,
Madison, WI 12 noon

25 FEBRUARY

Ken Cowan; Market Square Presby-
terian, Harrisburg, PA 7:30 pm

Katelyn Emerson; Longwood Gar-
dens, Kennett Square, PA 8 pm

Michael Hey, masterclass; Advent
Lutheran, Melbourne, FL 7:30 pm

Jeremy David Tarrant; Cathedral of
St. Paul, Detroit, Ml 12:30 pm

Amanda Mole; First United Method-
ist, Montgomery, AL 7 pm

Alan Morrison; St. Paul’s Episcopal,
Indianapolis, IN 8 pm

Douglas Cleveland; Cox Auditorium,
Principia College, Elsah, IL 7:30 pm

26 FEBRUARY

Ken Cowan, masterclass; Market
Square Presbyterian, Harrisburg, PA
10 am

Bruce Neswick, masterclass; Cove-
nant-First Presbyterian, Cincinnati, OH
9:30 am

Renée Anne Louprette, master-
class; Reyes Organ & Choral Hall, Uni-
versity of Notre Dame, Notre Dame, IN
10 am

e Alan Morrison, masterclass; St.
Paul’s Episcopal, Indianapolis, IN 10 am

27 FEBRUARY

Choral Evensong; St. John’'s Episco-
pal, West Hartford, CT 5 pm

Stephen Hamilton; St. Joseph Cath-
olic Church, Bronxville, NY 3 pm

Gail Archer; St. Michael the Arch-
angel Catholic Church, Pittsburgh, PA
3 pm

Nathan Laube; St. John’s Episcopal,
Lynchburg, VA 4 pm

Mozart, Mass in C; Christ Episcopal,
Bradenton, FL 11 am

Michael Hey; Advent Lutheran, Mel-
bourne, FL 3 pm

Bruce Neswick; Covenant-First
Presbyterian, Cincinnati, OH 4 pm

Renée Anne Louprette; Reyes Or-
gan & Choral Hall, University of Notre
Dame, Notre Dame, IN 4 pm

Pipedreams-

NNON comm=

Seattle 2000.

2206 - Color Abounds . . . African-American performers, composers,
and themes enrich our experience of the King of Instruments.

2207 - Sonorous Surprises . . . a selective survey of recent recordings
exemplary of organ music in its many manifestations.

2208 - The Young Organists . . . concert excerpts featuring youthful
performers, composers, and transcribers.

2209 - The AGO in Seattle (I) . . . in anticipation of the upcoming
convention in 2022, we share these remembrances from AGO

Pipedreams is American Public Media’s weekly program dedicated to

the artistry of the pipe organ. Host Michael Barone’s celebration of the
king of instruments is heard on stations nationwide and worldwide via

pipedreams.org. Go online to locate a broadcast station near you.

Associated Pipe Organ Bulders of Ameria

is a proud supporter
of Pipedreams apoba.com

SPREAD THE WORD. PROMOTE THE SHOW. SUPPORT PUBLIC RADIO
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Calendar

1 MARCH
Nathan Laube; Collegedale Church,
Collegedale, TN 7:30 pm

2 MARCH

Stephen Hamilton, Dupré, Le Che-
min de la Croix; Church of the Re-
deemer, Sarasota, FL 12 noon

Nathan Laube, masterclass; Colleg-
edale Church, Collegedale, TN 9:30 am

Christopher Urban, with trumpet;
First Presbyterian, Arlington Heights, IL
12:10 pm

3 MARCH
Sam Nelson; Christ Episcopal, Bra-
denton, FL 12:15 pm

4 MARCH

Quire Cleveland; St. John Can-
tius Catholic Church, Cleveland, OH
7:30 pm

Voces8; St. James Episcopal Cathe-
dral, Chicago, IL 7:30 pm

5 MARCH

Mozart, Requiem; St. John’s Episco-
pal, West Hartford, CT 3 pm

Nathan Laube; Spivey Hall, Morrow,
GA 3 pm

Quire Cleveland; St. Vitus Catholic
Church, Cleveland, OH 5:30 pm

6 MARCH

Angela Salcedo; St. John’s Episco-
pal, West Hartford, CT 12:30 pm

Stephen Hamilton; Church of the
Palms, Sarasota, FL 3 pm

Quire Cleveland; St. Elizabeth of
Hungary Catholic Church, Cleveland,
OH 4 pm

7 MARCH
Stephen Hamilton; Venice Presbyte-
rian, Venice, FL 3 pm

8 MARCH

Oratorio Society of New York; Cathe-
dral of St. John the Divine, New York,
NY 7:30 pm

Todd Wilson; Christ Church, Alexan-
dria, VA 7:30 pm

Nathan Laube; St. Stephen’s Episco-
pal, Durham, NC 7 pm

10 MARCH
John Fenstermaker; Christ Episco-
pal, Bradenton, FL 12:15 pm

12 MARCH

Polyhymnia, works of Tye; St. Igna-
tius of Antioch Episcopal, New York,
NY 8 pm

7

BIGELOW&Co.

ORGAN BUILDERS

13 MARCH

Duruflé, Requiem; Peachtree Road
United Methodist, Atlanta, GA 7 pm

Istvan Ruppert; Christ Episcopal,
Bradenton, FL 4 pm

Thomas Bara; First Presbyterian, Yp-
silanti, Ml 4 pm

Cantatas of Buxtehude; First Congre-
gational, Ann Arbor, Ml 5 pm

Choral Evensong; St. Chrysostom’s
Episcopal, Chicago, IL 4 pm

David Higgs; University of St. Thom-
as, St. Paul, MN 3 pm

15 MARCH
Isabelle Demers; Overture Center,
Madison, WI 7:30 pm

16 MARCH
Just Bach; Luther Memorial, Madi-
son, WI 12 noon

17 MARCH

Christa Rakich, with Baroque flute;
Memorial Art Gallery, Rochester, NY
7:30 pm

Ann Stephenson-Moe; Christ Epis-
copal, Bradenton, FL 12:15 pm

18 MARCH

Stephen Hamilton, Dupré, Le Che-
min de la Croix; St. Francis Xavier
Catholic Church, New York, NY 7 pm

Marilyn Keiser; Grace United Meth-
odist, Baltimore, MD 7:30 pm

Simon Johnson; Emmanuel Church,

Chester Parish, Chestertown, MD
7:30 pm

19 MARCH

Boston Baroque, Vivaldi, Gloria,

Handel, Ode for St. Cecilia’s Day; GBH
Calderwood Studio, Boston, MA 3 pm
& 8 pm

20 MARCH

Boston Baroque, Vivaldi, Gloria,
Handel, Ode for St. Cecilia’s Day; GBH
Calderwood Studio, Boston, MA 3 pm
& 8 pm

Canticum Novum Singers, cantatas
of Bach; St. Luke’s Episcopal, Katonah,
NY 3 pm

22 MARCH

James Kennerley; Merrill Audito-
rium, Portland, ME 7 pm

Musica Sacra; Cathedral of St. John
the Divine, New York, NY 7:30 pm

23 MARCH
Choral Evensong; Christ Episcopal,
Bradenton, FL 6 pm

Petuis & Hitcheock, Inc.
Pipe Organ Builders Since 1915

11561 Edmonston Rd.
Beltsville, MD 20705
800/952-PIPE
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John Chappell Stowe; Luther Me-
morial, Madison, WI 12 noon

24 MARCH
Cynthia Roberts-Greene; Christ
Episcopal, Bradenton, FL 12:15 pm

26 MARCH

TENET, works of Schitz; St. Luke
in the Fields Episcopal, New York, NY
7 pm

Canticum Novum Singers, cantatas
of Bach; St. Michael’'s Episcopal, New
York, NY 8 pm

27 MARCH

Choral Evensong; St. John’s Episco-
pal, West Hartford, CT 5 pm

Solemn Vespers; St. Agnes Cathe-
dral, Rockville Centre, NY 7:30 pm

Adam Brakel; Pleasant Hills Com-
munity Presbyterian, Pittsburgh, PA
3 pm

Choral Evensong; Cathedral of St.
Paul, Detroit, Ml 4 pm

29 MARCH

Bach, St. Matthew Passion; St. Thom-
as Church Fifth Avenue, New York, NY
7:30 pm

30 MARCH
Manhattan School of Music Sympho-
ny and Symphonic Chorus; Manhattan
School of Music, New York, NY 7:30 pm
Vox Venti; Luther Memorial, Madison,
WI 12 noon

31 MARCH

Bach, St. Matthew Passion; Trin-
ity Church Wall Street, New York, NY
7:30 pm

Choir of St. Luke in the Fields, with
Baroque in the Fields; St. Luke in the
Fields Episcopal, New York, NY 8 pm

Nancy Siebecker; Christ Episcopal,
Bradenton, FL 12:15 pm

UNITED STATES
West of the Mississippi

15 FEBRUARY
Christopher Houlihan; St. Marga-
ret's Episcopal, Palm Desert, CA 7 pm

16 FEBRUARY

Jacob Benda; St. Olaf Catholic
Church, Minneapolis, MN 12:30 pm
(livestream)

20 FEBRUARY

The Queen’s Six; Church of the Incar-
nation, Dallas, TX 4 pm

Jennifer Pascual; Cathedral of St.
Mary of the Assumption, San Francis-
co, CA 4 pm
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21 FEBRUARY
Tom Trenney, hymn festival; St.
John’s Abbey, Collegeville, MN 7 pm

26 FEBRUARY
Greg Zelek, with Canadian Brass; St.
John's Abbey, Collegeville, MN 7:30 pm

27 FEBRUARY
Douglas Cleveland;
School, St. Louis, MO 2 pm
Hans-Uwe Hielscher; Cathedral of
St. Mary of the Assumption, San Fran-
cisco, CA 4 pm

9 MARCH
Ruben Valenzuela; First United
Methodist, San Diego, CA 12:15 pm

10 MARCH
David Higgs; University of Northern
lowa, Cedar Falls, IA 6 pm

11 MARCH

Daryl Robinson; California Lutheran
University, Thousand Oaks, CA 3 pm
masterclass, 7:30 pm recital

12 MARCH
Alcee Chriss; All Saints’ Episcopal,
Kapaa, HI 6 pm

13 MARCH

Douglas Cleveland; Trinity Lutheran,
Lynnwood, WA 7 pm

Nathan Laube; St. Margaret’s Epis-
copal, Palm Desert, CA 4 pm

Christoph Tietze; Cathedral of St.
Mary of the Assumption, San Francis-
co, CA 4 pm

Clive Driskill-Smith; St. James Epis-
copal, Los Angeles, CA 6 pm

Monica Czausz Berney; Walt Disney
Concert Hall, Los Angeles, CA 7:30 pm

Katelyn Emerson; Central Union
Church, Honolulu, HI 2 pm

16 MARCH

Jennifer Anderson; St. Olaf Catho-
lic Church, Minneapolis, MN 12:30 pm
(livestream)

18 MARCH
Colin MacKnight; Howard Center for
the Performing Arts, Ruston, LA 7 pm

19 MARCH
Katelyn Emerson; All Saints’ Episco-
pal, Kapaa, HI 6 pm

20 MARCH

Federico Andreoni; Cathedral of St.
Mary of the Assumption, San Francis-
co, CA4 pm

Alcee Chriss; Central Union Church,
Honolulu, HI 2 pm

Principia

Concerts, education, silent film, preservation,

fellowship and more. www.atos.org

. pipe organ builders

www.keggorgan.com
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Recital Programs

DAVID HURD, St. John’s Episcopal
Church, West Hartford, CT, September
25: Suite du Quatrieme Ton, Guilain;
Prelude in b, BWV 544i, Bach; Sonata I1
in D, op. 50, Guilmant; Te Deum Lauda-
mus, Hurd; Improvisation.

NATHAN LAUBE, Wichita State
University, Wichita, KS, September 21:
Allegro vivace (Symphonie V, op. 42,
no. 1), Widor; Concerto in d, BWV 596,
Vivaldi, transcr. Bach; Allein Gott in der
Hoh sei Ehr’, BWV 662, Bach; Les Indes
galantes—Chaconne, Rameau, transcr.
Rechsteiner; Sonata in b, S. 178, Liszt,
transcr. Laube.

First Congregational Church (UCC),
Columbus, OH, September 19: Les
Indes  galantes—Chaconne, Rameau,
transcr. Rechsteiner; Récit de Tierce
en taille (Livre d’orgue), de Grigny;
Concerto in d, BWV 596, Vivaldi,
transcr. Bach; O Lamm Gottes, unschul-
dig, BWV 656, Bach; Sonata in b, S. 178,
Liszt, transcr. Laube.

RENEE ANNE LOUPRETTE, Uni-
versity of St. Thomas, St. Paul, MN,
October 3: Prelude, Trio, and Fugue
in G, BWV 541, Bach; Pavana Bas-
sano, Almande trycottee, ‘Almande Brun
Smeedelyn van Soldt manuscript; Tiento
de Medio Registro de Tiple de Quarto
Tono, de Arauxo; Gaitilla de man izqui-
erda, Diron; Salamanca (Trois Préludes
Hambourgois), Bovet; Alcyone, Suite des
Airs a Joiier, Marais, transcr. Louprette;
Fugue sur le théme du Carillon des
Heures de la cathédrale de Soissons,
op. 12, Duruflé; Prélude, Improvisation
(Trois pieces pour orgue ou harmonium),
Boulanger; Dieu parmi nous (La Nativi-
té du Seigneur), Messiaen.

CHRISTA MILLER, St. Augustine
Cathedral, Kalamazoo, MI, Septem-
ber 24: Prelude and Fugue in D, BWV
532, Bach; Herzlich tut mich verlan-
gen (Eleven Chorale Preludes, op. 122,
no. 10), Brahms; Choral in b, FWV 39

_SBoron.

ORGAN BUILDERS, INC.

2827 NE Glisan Street  Portland, OR 97232
bondorgans.com 503.238.3987

Member: Associated Pipe Organ Builders of America

(Trois Chorals pour Grand Orgue, no.
3), Franck; O Welt, ich muf} dich laflen
(Eleven Chorale Preludes, op. 122, no.
11), Brahms; Cortege et Litanie (Quatre
pieces, op. 19, no. 2), Dupré; Carillon-
Sortie, Mulet; Christ ist mein Leben,
Pachelbel; Prelude in G, Fanny Men-
delssohn; Te Deum, Hakim.

LARRY MOLINARO, St. Anne’s
Episcopal Church, Annapolis, MD, Oc-
tober 3: Prelude and Fugue in D, BWV
532, Wachet auf, ruft uns die Stimme,
BWYV 645, Wo soll ich flichen hin, BWV
646, Wer nur den lieben Gott lifit
walten, BWV 647, Meine Seele erhebt
den Herren, BWV 648, Ach bleib beiuns,
Herr Jesu Christ, BWV 649, Kommst
du nun, Jesu, vom Himmel herunter,
BWV 650, Fantasy and Fugue in g,
BWYV 542, Bach.

JACOB REED, National City Chris-
tian Church, Washington, DC, Sep-
tember 17: Festal March, Adoration,
In Quiet Mood, Allegretto in G, Little
Melody, Offertory, Retrospection, Price;
Concerto in G, Ernst, transcr. Bach.

MICHAEL REES, Fourth Presby-
terian Church, Chicago, IL, Septem-
ber 10: Fantasia and Fugue in g, BWV
542, Bach; Nun bitten wir den Heili-
gen Geist, BuxWV 204, BuxWV 209,
Buxtehude; Andante sostenuto (Sym-
phonie gothique, op. 70), Widor; Cho-
ral dorien, JA 67, Alain; In Quiet Mood,
Price; Folk Tune (Five Short Pieces, no.
2), Fanfare (Four Extemporizations, no.
4), Whitlock.

JOHN W. W. SHERER, Fourth Pres-
byterian Church, Chicago, IL, Septem-
ber 24: Sonata in the Style of Handel,
Wolstenholme; Trumpet Tune, Albinoni;
Aria, Martini; Andantino, Rossi; Adagio
and Allegro, Pescetti; Meditation, Du-
bois; Bridal March (The Birds of Aristo-
phanes), Parry, transcr. Pantcheff; Morn-
ing Songs, Walker.
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KENT TRITLE, Cathedral of St.
John the Divine, New York, NY, Sep-
tember 28: Pastoral Drone, Crumb; Pre-
lude and Fugue in ¢, BWV 546, chh
Cantabile, FWV 36 (Trois Pieces pour le
Grand Orgue, no. 2), Franck; Suite, op.
5, Duruflé.

RICHARD M. WATSON, carillon,
Mary M. Emery Memorial Carillon,
Mariemont, OH, August 8: Doxology,
Bourgeois; The Stdr—Spanaled Banner,
Smith; Preludium in g, Denyn; Toccata
in f, de Seixas; Allegro in D, Carvalho;
Gavotte (Iphwema in Aulis), Andante &
Air (Orfeo), Gluck, transcr. Barnes; Pa-
pillon, tu es Volage, ['entends le Moulin,
arr. Allard; Aupréz de ma blonde, arr.
Myhre; Theme and Variations, Nees;
Bergerette: Lisette, arr. Chamberlain;
Impromptu, Timmermans; O Thaler
weit, O Hohen, Mendelssohn, transcr.
Westcott; Prelude, 't Hart; Evening,
Walker; Abide with Me, Monk.

Mary M. Emery Memorial Carillon,
Mariemont, OH, August 22: Doxology,
Bourgeois; The Star-Spangled Banner,
Smith; The Peace, Menuet I-Menuet 11,
The Rejoicing (Royal Fireworks Music),
Handel, transcr. Buchanan; Stiickchen,
Erster Verlust, Frohlicher, Lindliches
Lied (Kinderszenen), Schumann,
transcr. Hunsberger; Variations on The
Gentle Maiden, Ball; Three Pieces for
Carillon, Barber; Jesu, Joy of Man’s De-
siring, Bach, transcr. Hugdahl; Preludio
Vin d, van den Gheyn; Land of Rest,
Price; Abide with Me, Monk.

RUSSELL WEISMANN, St. Paul
Catholic Cathedral, Pittsburgh, PA, Au-
gust 1: Praeludium in a, BWV 551, Bach;
Mad Rush, Glass; Passacaglia (Sonata
VIII in e, op. 132), Rheinberger; Batta-
glia, Kerll; Herzlich tut mich erfreuen,
Schmiicke dich, o liebe Seele, Herzlich
tut mich verlangen (Elf Choral-Vor-
spiele, op. 122), Brahms; Prelude and
Fugue in D (Vier kleine Praeludien und
Fugen, no. 4), Schmitt.
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BRADLEY HUNTER WELCH, First
United Methodist Church, Baton Rouge,
LA, September 26: Prelude and Fugue in

B (Trois Préludes et fugues, op. 7, no. 1),
Dupré; Variations on O laufet, ihr Hirten,
Drischner; Pastorale (Three Lyric Piec-
es), Haan; Prelude and Fugue in D, BWV
532, Bach; Prelude on Amazing Grace,
Swann; Toccata on Amazing Grace Par-
dini; Nnmod (Enigma Variations, op.
36), Elgar, transcr. Harris, Welch; Cho—
rale Fantasy on Lobe den Herren, Miller.

DAVID WHITE, Church of the As-
cension, Episcopal, Chicago, IL, Au-
gust 15: Vepres des fétes de la Sainte
Vierge, op. 18, Dupré; Pastorella, BWV
590, Partite diverse sopra il Corale: Sei
gegriifiet, Jesu giitig, BWV 768, Bach.

CRAIG STEWART WILLIAMS,
Iglesia del Salvador, Usurbil, Spain, Au-
gust 1: Prelude and Fugue in B (Trois
préludes et fugues, op. 7, no. 1), Dupré;
Grosse Sonata No. 2 in ¢, op. 5, Thayer;
Prelude on Materna, Hampton; O Beau-
tiful for Spacious Skies, Diemer; Prayer
for Patriotism, Purvis; Improvisation on
We Shall Overcome, Haywood; Adora-
tion, Price; Final (Symphonie IT in D, op.
13, no. 2), Widor.

KRAIG WINDSCHITL, Bethlehem
Lutheran Church, Mankato, MN, Au-
gust 3: Praeludium in C, Bohm; Varia-
tions on Grosser Gott, Kihlken; Sheep
May Safely Graze, BWV 208, Jesu, Joy of
Man’s Desiring, BWV 147, Bach, transcr.
Biggs; Toccata, Weaver.

MIRIAM ZACH, Iowa State Univer-
sity, Ames, IA, August 8: La Franchoise
Nouvelle, de Bourgogne; Ascendens
Christus in Altum, Aleotti; Adagio (So-
nata duodecima, op. 16), Leonarda;
Chaconne, de la Guerre; Movement in
A-flat, Stirling; Larghetto in ¢, Andrée;
Laat, Grgndahl; Billies Song (Por-
traits in Jazz), Capers; Notte di maggio,
Heller; Addison’s Song, Butters.

M. P. Rathke, Inc.
Pipe Organ Builders

Tel 317-903-8816
www.rathkepipeorgans.com

sound

Acoustical Design & Testing  Organ Consultation &
Inspection ¢ Organ Maintenance & Tuning * Sound & Video
System Design, Evaluation & Training ‘

RIEDEL

hear the difference.

www.riedelassociates.com = (414) 771-8966
email: consult@riedelassociates.com
819 NORTH CASS STREET=MILWAUKEE, WI 53202

Don’t just tell people what you
have for sale. Show them!

Include pictures with your
classified ads on our website.
www. THEDIAPASON.COM

Contact Jerome Butera for details.
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 finish; 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 DIAPASON = FEBRUARY 2022 = 25



Classified Advertising

POSITIONS AVAILABLE

PUBLICATIONS / RECORDINGS

PUBLICATIONS / RECORDINGS

PUBLICATIONS / RECORDINGS

Open Position: pipe organ tuner/
technician. We are willing to train the
right candidate. Located in the Mid-
west, good pay and benefits, some
travel. Please submit your resume and
join our team. Interested parties con-
tact Levsen Organ Co., 563/381-1242,
Levsenorg@aol.com

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

PUBLICATIONS / RECORDINGS

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

From Fruhauf Music Publications:
“Sing The Waters Ever Flowing” is a
three-verse hymn of celebration and
thanksgiving, scored for unison voices
and accompaniment, with optional
notation for organ, piano, or non-
specific keyboard instruments. The
text is paired with a traditional early
American hymn tune, NetTLETON, and
it is offered for general congregational
use. Please visit www.frumuspub.net to
download the two-page complimentary
PDF score.

Organ Music in Bulgaria. The first of
its kind e-book on organs and organ
music in Bulgaria! $9.95. https://www.
imakemyownmusic.com/product-page/
organ-music-in-bulgaria-heck-yeah.
For information: imakemyownmusic.
com@gmail.com or pavelmadhzarov.
com@gmail.com

The new Nordic Journey series
of CD recordings reveals premiere
recordings of symphonic organ
music—much of it still unpublished—
from Nordic composers, played by
American organist James Hicks on a
variety of recently restored Swedish
organs. It’s a little bit like Widor, Reger
and Karg-Elert, but with a Nordic
twist. Check it out at www.proorgano.
com and search for the term “Nordic
Journey.”

The Raven CD label has released
Wonderful Splendor with Russell
Weismann playing the unaltered and
restored 1962 Rudolf von Beckerath
organ of 97 ranks and four manuals at
St. Paul Cathedral in Pittsburgh, Penn-
sylvania. The CD includes a wide range
of repertoire recommended by Bec-
kerath to demonstrate the versatility of
his instruments, including composers
Franz Schmidt, Rheinberger, Brahms,
Krebs, Frescobaldi, F. Couperin, Kerll,
Béhm, and Bach. A Pittsburgh native,
Weismann served as a cathedral
musician for many years before taking
a doctoral degree at George Mason
University and writing a dissertation
on Beckerath and his instruments, of
which the St. Paul Cathedral organ is
the largest he built in the United States.
Raven OAR-172, $15.98 postpaid in the
U.S. from RavenCD.com 804/355-6386
and also from Amazon, E-Bay, etc.

From the Piano Bench to the Organ
Bench, by Alan J. Hommerding. This
complete method book offers a variety
of exercises to increase pedal technique
and manual/pedal dexterity. Explore
topics such as service playing/accom-
panying—when to lead, when to follow;
playing pianistic accompaniments on
the organ; introduction to improvisation
on the organ; basics of choral conduct-
ing from the console; and much more.
003057, $19.95, 800/442-1358, www.
giamusic.com.

The Tracker—quarterly journal of
the Organ Historical Society (www.
OrganHistoricalSociety.org)  includes
news and articles about the American
pipe organ and its history, organbuild-
ers, exemplary organs, and regional
surveys of instruments. European and
Canadian instruments and other top-
ics are explored. Most issues are 48
pages with many illustrations and pho-
tographs. Membership includes four
annual issues plus a pipe organ cal-
endar. Print and digital memberships
(all include the calendar) are available.
OHS sponsors annual conventions, the
Pipe Organ Database (www.PipeOr-
ganDatabase.org), an on-line catalog
of books, music and recordings (www.
OHSCatalog.org), and an unsurpassed
Library and Archives. Questions? Call
484/488-PIPE or toll-free 1-833-POSI-
TIF (767-4843).

DIGITAL ORGANS FOR SALE

2003 Walker Technical Company
organ: 3 manuals, 50 digital ranks,
almost new speakers, older Rodgers
console. Two 32’s, solo trumpet (Princ-
eton Chapel), etc. Currently in use on
Cape Cod and being replaced by larger
Walker instrument. Asking $25,000.
Complete specification and more infor-
mation: chrishbabcock @aol.com.

TOTAL PIPE ORGAN RESOURCES

2320 West 50" Street * Erie, PA 16505-0325
(814) 835-2244 * www.organsupply.com

The perfect gift for

+ organist colleagues
+ students

A gift subscription to

THE DIAPASON

+ teachers
+ choir directors

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

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

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

+ organ builders
+ clergy

For Sale: This Space

For advertising information contact:
THE DiAPASON
608/634-6253 voice
jbutera@sgcmail.com e-mail

Attention Organbuilders
For information on sponsoring a
color cover for THE DIAPASON,
contact Jerome Butera,
608/634-6253
jbutera@sgcmail.com

Send a copy of THe Diarason to a friend!
Contact THe Diarason at 608/634-6253;
jbutera@sgcmail.com
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Gdtover

Fine Mechanical Action Organs

Telephone 888-ORGAN CO
www.andoverorgan.com

Tremolos
AOSC Swell Shoes
Fimco 7966 CUStom Engraving
and more!
Arndt Organ Supply Co., LLC
www.arndtorgansupply.com

PEEBLES-HERZOG, INC.

50 Hayden Ave.
Columbus, Ohio 43222

Ph: 614/279-2211 * 800/769-PIPE

www.peeblesherzog.com

| Doy Redman
Redman Pipe Organe LLE

| 816 E. Vickery Blvd.

ol
IIHI | Fort Worth, TX 76104

817.332.2953 * Cell: 817.996.3085

Fellow, American Institute of Organ Builders
Member, International Society of Organ Builders

~a|ﬂ

i

e-mail: royredman@redmanpipeorgans.com

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

ewleT

785.843.2622

reuterorgan.com

MULLER

PIPE ORGAN COMPANY

P.O. Box 353 | CroTON, OHIO 43013
800.543.0167 | Www.MULLERPIPEORGAN.COM

JL. WEILER, INC

Museum-Quality Restoration

of Historic Pipe Organs jlwellercom

THE DIAPASON

220 N. Smith Street

Suite 440

Palatine, IL 60067

e-mail sschnurr@sgcmail.com
web www.TheDiapason.com

ph 847/954-7989
fax 847/390-0408
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Classified Advertising Rates will be found below.

PIPE ORGANS FOR SALE

PIPE ORGANS FOR SALE

PIPE ORGANS FOR SALE

SERVICES / SUPPLIES

Nine-rank home organ, 15 stops.
Great: 8’ copper Rohr Flute, 4 Gems-
horn, 2’ Block Flute, Ill Zimbel. Three-
rank Swell unified to 6 stops, Pedal to
5. Leathers good to excellent. $2,500
OBO, pickup in Florida. Includes 8
pipe trays, extra pipes including a llI-
rank 1’ Mixture, extra parts and some
tools. 863/268-4204; rschumacher5@
verizon.net

1979 Moller practice organ. Three
extended stops. Organ on a moveable
platform. Console cable plug-in. Ask-
ing $8,000. We also have a free Harp.
Please contact us at 615/274-6400 or
dennis @milnarorgan.com

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

Aeolian Duo-Art Pipe Organ, Opus
1560. Three manuals: Great, Swell,
Choir, w/expression, and Pedal; 48
ranks, Harp and Chimes, all stops
73-pipes, 61-note manuals, 32-note
pedals. Electro-pneumatic chests; 176-
note roll-player in console; includes
20 Aeolian rolls. Restored by Dave
Junchen; professionally removed from
California Institute of Technology,
Pasadena, by Organ Clearing House
and American Organ Institute. Organ
in safe/secure climate controlled
residence, San Antonio, Texas. Contact
owner: K. Long; 214/991-1009; real-
corlic@hotmail.com

1998 Schantz, opus 2143, three man-
uals, Solid-State system, all leather in
excellent condition, 5-year warranty.
Call or e-mail for stoplist: 615/274-
6400, dennis@milnarorgan.com

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

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

Zoller home pipe organ (1985) for
sale. One manual and flat pedalboard,
cherry case with doors, bench. Six
stops divided at middle C: 8" Stopped
Diapason, 8 Krummhorn, 4’ Flute;
2-2/3" Nazard, 2’ Principal, 1-3/5
Tierce (no pipes). $10,000 or best
offer, buyer to remove, located New-
castle, Maine. 207/563-5679.

SERVICES / SUPPLIES

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

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

MISCELLANEOUS FOR SALE

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

ANNOUNCEMENTS

Consider a gift subscription to THe Dia-
pasoN for all your friends who love the
organ, harpsichord, carillon, and church
music. Your gift will be remembered
throughout the year. (And don't forget
our special bargain for students at $20!)
Visit www.thediapason.com and click
on “subscribe” or call 877/501-7540.

Postal regulations require that mail to THe
DiapasoN include a suite number to assure
delivery. Please send all correspondence to:
THe Diapason, 220 N. Smith Street, Suite 440,
Palatine, IL 60067.

REPAIRING

Fax 856/769-0025

TUNING
R. W. KURTZ ORGAN CO.
CONSULTANT SPECIALISTS ON PIPE ORGAN REBUILDING

P.O. Box 32, Woodstown, N.J. 08098 = 856/769-2883
e-mail: kurtz2@comcast.net

ADDITIONS

Advertise in THE DIAPASON
For information on rates and digital specifications
contact Jerome Butera
608/634-6253, jbutera@sgcmail.com

Like THE DiarAsoN
on Facebook:

Pipe Organ Builders

2151 Madison St.
Bellwood, IL
60104

www.berghausorgan.com
evaiL: info@berghausorgan.com
pi:708.544.4052 rax:708.544.4058

A4 LEVSEN

w[floRGAN COMPANY
' | Phone:1(800)397-1242

Email: LevsenCrg@AOL.com

https://www.levsenarg.com
ips: Al AGO OHS 150
114 Opus and Counting

J.E. NORDLIE COMPANY

6053353336 www.jfnordlie.com

ROSALES

PIPE ORGAN SERVICES, INC.

Taylor & Boody Organbuilders

Staunton, VA

WICKS
ORGAN LLC

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

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

advertisement.

Regular Classified, per word $1.00
Regular Classified minimum 36.00
Display Classified, per word 1.40
Display Classified minimum 42.00
Additional to above charges:

Box Service (mail forwarding) 8.00
Website placement (includes photo) 30.00

($40 if not ordering print ad)

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

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

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

Insert the advertisement shown below (or enclosed) in the Classified Advertising section of THE Diapason for the following issue(s):
Q January A February Q March Q April 0 May QJune U July QO August U September Q October U November U December

Category
Place on website 1

U Regular QO Boldface

www.Facebook.com/ 3020 EAST OLYMPIC BLYD. ww_?Xil]oé;é%dggggiy.com www. wicksorgan.com
i Los AN ,C 90023 g g, e orapumIgnd - _
TheDlapason 08 GE;?;_ZG;E;;RNIA inquiries(@taylorandboody.com 618-654-2191
220 N. Smith Street, Suite 440, Palatine, IL 60067
CLASSIFIED T H E D I A PA S O N 608/634-6253 ¢ joutera @ sgcmail.com
ADVERTISING
RATES

PAYMENT MUST ACCOMPANY ORDER

Ad Copy

Name Phone
Address Total Enclosed
City/State Zip E-mail

WWW.THEDIAPASON.COM
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Karen McFarlane Artists

33563 Seneca Drive, Cleveland, OH 44139-5578
Toll Free: 1-866-721-9095 Phone: 440-542-1882 Fax: 440-542-1890
E-mail: john@concertorganists.com
Web Site: www.concertorganists.com

Aaron Tan
2021 Canadian
International Organ
Competition Winner

2018 AGO National
Competition Winner

Available through 2024

\

Chelsea Chen Alcee Chriss

Scott Dettra Vincent Dubois*

Choirs
Available

Christ Church Cathedral
Oxford, UK

New College
Katelyn Emerson  Stefan Engels Thierry Escaich*  Janette Fishell David Goode*  Nathaniel Gumbs Oxford, UK

Notre-Dame Cathedral

Paris
Saint Thomas Church
Fifth Avenue, New York City
Trinity College
Cambridge, UK
(September 2024)
Thomas Heywood*  David Higgs Jens Korndorfer  Christian Lane Olivier Latry* Nathan Laube
Colin MacKnight
Celebrating
_ Our 100th
*=Artists based outside
x4 : Season! the US.A

Daniel Roth* Jonathan Ryan Todd Wilson ~ Christopher Young




