






































collaboration was that on October 8,
1840 Sauvage married Bouxin’s dauﬁl;;—
ter. In 1849 Antoine Sauvage -left
employment of Cavaillé-Coll, moved
home to Metz with his new bride and
started his own organ firm. Meanwhile,
long before, in 1730, Jean Nollet had
built an organ for St. Simeon’s Church
in Tréves. In 1803 this instrument was
moved to Notre-Dame de Metz. In
1846 Sauvage built a new three-manual
organ for Notre-Dame de Metz inside
Nollet’s old casework. He seems to have
learned a great deal from working for
Cavaillé—C(%]l, and the organ is a very
fine one. A curious feature, however, is
that owing to the small size of the old
Positif-de-dos case, room had to be
found for Sauvage’s Positif division
inside the main case. The Positif is thus
unusually small in comparison with the
Grand Orgue and Récii. The Cavaillé-
Coll-Mutin firm was responsible for a
rebuild in 1903. By this time Alsace-
Lorraine had temporarily passed from
France to Germany as a consequence of
the Franco-Prussian War. Pro-French
feeling tended to run high, so it is not
surprising that a Parisian organbuilder
was chosen for the work. More recently
in 1983 the Sauvage organ was restored
by Bernard Aubertin of Courtefontaine.
The Notre-Dame de Metz organ cur-
rently has three manuals and 50 ranks.
The fixst of the compact discs is
intended as a reenactment of Charles-
Marie Widor’s inaugural recital on
August 17, 1903, after the Notre-Dame
de Metz organ had been Tebuilt b
Cavaillé-Coll-Mutin. This has the disad-
vantage of including the inevitable Toc-
cata and Fugue in D minor and Widor
Toccata, although in fairness it should
be said that these pieces were probably
not quite as hackneyed in 1903 as they
are now over a century later. Further-
more, although very well registered, the
Widor 5iéme Symphonie might be said
to drag a little in places, particularly in
the first movement where some of the
tempi seem uncertain. ‘Probably the
most interesting repertoire on this
" recording is the Trois pidces of Gabriel
Pierné. These are noteworthy not least
“because it was relatively unusual for
Widor to include any music at recitals
except for his own compositions and
those of ]. S. Bach. Pierné's inclusion in
the recital at Metz may have had some-
thing to do with the fact that he lived
there for some years and that his cousin
was also an organist in the town. Pierné,
who succeeded his teacher César
Franck as organist of Sainte-Clothilde in
Paris, is highly thought of in France as.
an all-round musician. He did not, how-
ever, have much interest in the organ.
He composed little in the way of organ
music, and resigned his post at Sainte-
Clothilde, mostly out of boredom, after
a mere eight years. His few surviving
organ compositions ‘are nonetheless
extremely fine. When performing the
“Pierné pieces on this recording Philippe
Delacour’s heart seems very .much in
what he is playing. The Prélude from
Pierné’s Trois pidces is a virtuosic and
exciting piece that probably represents
the hig% point of this compact-dise. The
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Cantiléne, played .as a Trompette- solo
and accompanied on the wvery pretty
flutes of the Metz' organ, is no less

Aimpassioned. ' The ‘Scherzando de con-.

cert. is another virtuosic piece and once
again well played. If this is.a worthwhile
recording at ‘all, it is worthwhile for
these three Piern& pieees.

The second. and ‘third compact discs:

are devoted to works of Marcel Dupré.
Philippe . Delacour -seems' to be much
more in his element playing Dupté than
Bach and Widor. At .tﬁgl »eginming of
the second CD he gives a very exciﬁ%
performance .of the G minor Prelu
and. Fugue, and follows this with .an
equally fine one of the Variations on.a
C%m‘stmas Carol, which ‘gives him an
opportunity to show- off.the varied col-
ors of Sauvage’s Metz organ. The main
work featured on' the second recordin;
is Dupré’s Symphonie-passion, in whic
Delacour demonstrates that the Metz
organ is capable of some quite massive
effects. The Symphonie-passion was
published in 1924, based on an improvi-
sation Dupré performed on ‘the Wana-
maker Organ in Philadelphia during his
first American tour of 1921. MHC%I of
the rest of the recording is taken u
with Dupré’s 79 Chorales, which T fee
are less well known than they deserveto
be. They were written as exercises for
Dupré’s students. As they are on aver-
age Veﬁ short works of about a minute
each, all 79 would just about fill a single
recording. (As far as I am aware, Jeremy
Filsell in' his Guild recordings of the
complete works of Dupré is the-only
artist who has attempte(f this on a single
CD.) Delacour includes ten of them on
this particular recording. Truth be told,
they are rather strange eompositions-to

- have been. composed hy a Roman

Catholic, having much more in common
with -the Protestant chorale preludes

than with-most of the French romantic' -

repertoire. They are "nonetheless
extremely interesting. As is often the
case with didactic-works they are writ-
ten in highly contrasted styles. Some,
for example, like Nos. 9.and 41, are
evocative-of the impressionistic chorale
imprevisations-of Karg-Elert, while oth-
ers such as Nos. 28 and 27 are in the

~more classical idiom of J. S. Bach. The

recording-ends with the more mystical
and liturgical Six -antiennes pour le
temps de Noél. Delacour’s performance
of Germinawit is particularly fine.

‘The “third of “the - compact discs. is
recorded on'the organ of Saint-Maurice,
Freyming-Merlebach, the other church
at which: Philippe Delacour is titulaire.
The leaflet does not give the specifica-
tion of the organ; but.I gather that it is
the magnum opus -of eorganbuilder
Frédéric-Haerpler, and that it was con-
structed in. 1930: Like the Metz organit
was -recently restored by Bernard
Aubertin. Tt 1&5 30 - stops—although it

-sounds -much larger—and (Ptubular-)

pneumatic action. 1. think the stoplist is
probably more -eclectic; “more -in  the

~neoclassique style, than the Metzorgan. .

It is, nonetheless, a fine sounding
instrument.

There isquite-a bit of repertoire—the
Prélude et ]%gue en si-mineur, Crucifix-
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"The:third .co

ton {from the. Symphonie=passion) and
two of the Six antiennes:pour le temps
de No&l—that is .common to.‘the two
Marcel DPupré recordings. 8o far as the

duplications’ are concerned,; there is lit-

tle to choose between the two perfor-
mances, and although they. are per-
formed on two-different organs; the two
‘instruments .also seem equally: suitable.

act-disc %as the ‘advan-
tage of being laid out so-as to present
the works in'the order Dupré composed
them. The compositions range from the
op. 7. Préludes et fugues; composed in
1912 while Dupré was still a student; to
his last work, op. 65 of 1969, called Viz-
ruil. and inspired by the rose window at
St. Ouen’s Cathedral in Rouen, where

“his father, Albert Dupré, had been

organist. I would . particularly recom-
mend the third compact disc, therefore,

- as-providing an emblenatic-collection of

Dupré’s. .organ: music in chronologieal

order, and %iemonstr-ab‘ng well how his

compositional style evolved over a life-
time of teaching and: concertizing.

—John L. Speller

St. Louis, Missouri

New Organ Music

Wilm Geisman et al. (edd.),
Freiburger Orgelbuch. Musik fiir
Gottesdienst, Konzert und Unter-
richt. Band 1: Hauptteil. Stutigart:
Carus Verlag, 2004 (Carus 18.075).
223 pp., €49:50.

During the past twenty or so years,

the German music publisher Carus has -

become one of the premier European
publishers of (sacred) choral music,
published in handsome wurtext editions,
often with good singing translations in
English. But Carus %zs much more to
offer: any ‘organist seriously interested
in Rheinberger, for example, will turn to
this publisher for their excellent edition
(essentially facsimiles of the:first edi-
tions) - of the .organ works (available in
expensive hard-cover volumes as part of

“the Rheinberger Complete Works edi-

tion, but now also in more reasonably
priced individual volumes):

“The full title of the present collection
reads .in translation: Fretburg Organ
Book: Music for Worship, Concert, and
Teaching. “Freiburg® refers to the
Roman %atholic diocese in South Ger-
many for which the colleetion is primas-
ily intended (the editors are all-full-time
church musicians in' the Freiburg dio-
cese). The German church music system
includes’ a large number -of ‘part-time
professional arganists with serious train-
ing and an officially recognized diploma.
This. beok will presuma%ql;zbe used in
organ courses -as part. of that training,
since the 95 piéces offér a nice overview
of European organ musie from the late
Middle Ages to the present day. But
although few of the ‘great organ com-
posers are. missing, the editors have suc-
cessfully tried to choose lesser-known
works- thatare often hard to find other

-thanin e?ensive scholarly editions, Two

‘works. -of - contemporary .composers. as

‘@

well as-a shert fantasia by Kittel appear
in-print for the first time here.

Thie book is organized by geographical
areas (“national” styles, one might say)

o«

~ and chronoloiicall “within each of those

sections. Each “chapter” opens- with a
general introduction about-organ culture
1 this particular area; notes on- the indi-
vidual pieces are found in the back of
the book. The first part, devoted.to Ger-
many and Austria, includes no less than
48 pieces—indeed more than half the
booi’s content. These range from selec-
tHons from the Buxheimer Orgelbuch,
Arnolt Schlick (the beautiful Maria
zart), and Hans Buchner to Rheinberger
(a.nice setting of O Haupt), Karg-Elert,
Bornefeld, and others. J. S. Bach is
included with the “little” E minor (“the
Cathedral”), a somewhat neglected
piece, perhaps, in recent years.

The eight™ works from England
include voluntaries by Blow, Boyce, and
Elgar, Wesley’s Z}zretty Air and Gavotte,
an% a lovely Folk Tune by Percy Whit-
lock. From France, no Couperin or de
Grigny, but Marchand, Dornel, and
Calviére along with a seventeenth-cen-
tury anonymous composer. The Roman-
tic school is represented by lesser-
known compositions by Franck, Dubois,
Boéllmanm, and others. Particularly nice
is the inclusion of two preludes.on Gre-
gorian chants by Jeanne Demessieux.
Who wouldnt fall in love with the
Rorate coeli at first hearing? The short
toccata on the Veni Creator, too, is
effective and appealing. Not everyone
will use the same words to describe the
little prelude by Jean-Pierre Leguay, but
as an example of twelve-tone technique
{not too often encountered in organ
music), it certainly serves a purpose.

The eight pieces from Fé_}[’y range
from Magnificat versets by F rescobalgdi
to Bossi’s Chant du soir. The combined
chapter on The Netherlands and Bel-
gium offers Sweelinck, of course—
although his Pavana lachrimae can
hardly be considered a liturgical organ

iece—along with Ruppe (a rondo
ale ¢ lo Haydn), Lemmens, Mailly,
and a friendly wedding march by Aart
de Kort, organist of the Roman Catholic
Cathedral in Rotterdam. Scandinavia is
represented with a single work by Oskar
Lindberg. Finally, from Eastern
Europe, there are two movements from
the organ mass by Zoltan Kodily and
Festivo I by the excellent Czech com-
poser Petr Eben.’

Strangely missing in this European
anthology are Spain and Portugal. It’s
hard to believe that the editorial com-
mittee completely overlooked this large
and often rather appealing repertoire,
but 1 can think of no other exp})anation.
As far as individual coxilé)osers 0, there
are obviously many that could have
been included but arent (just a handful
of my personal favorites: Stanford,
Tournemire, Duruflé, Peeters, Henk
Badings). On the other hand, the mild
emphasis on South German composers
is certainly justified given the character
(and the tit-[]e) of the collection.

All the pieces are presented in
immaculate urtext q]ll(l]alﬂlity: there are no
editorial tempo markings, registrations,

MANDER ORGAﬁs
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or fingerings; suggestions for registra-
tion ralge oft%n fOu%lgd in thenotes ‘(%]If the
individual pieces, however. The engrav-
ings look nice, only a few pages are per-
haps a little “crowded”
pays for avoiding
of pieces usin ,
third one for the pedal) could equally
well be played efgactively on. manuals
only; in these cases, notation on two
staves would probably have been
preferable.

The intros to the various chapters
are generally ‘informative, even if
sometimes slightly unbalanced (the
essay on The Netherlands and Belginm
mentions only the sixteenth-eentury
organ builders Hendrik Niehoff and
Cornglis Gerritszoon—no- Bitz, van
Dam, Adema, or Flentrop, to mention
only a few of the outstanding Putch
builders of the past 250 years). The
notes on-the individual pieces are usu-
ally helpful. In the case of Fischer's
beautiful Chaconne in G major (really
a har%sichord piece), the suggestion to

lay the-Bass in the pedal is welcome;
racticallg impossible a little later on in

e piece? I also missed a few words on
the rosary as background for this little-
known masterpiece.

American organists with an interest in
.+ the Eurepean repertoire will, T think;
welcome this book. Since mest of the
}t_)[ileces are not particularly challenging;

e collection is a haundy source for:
every-Sunday preludes, postludes, and'

interludes-and many pieces are equally
useful for concerts. But most of all, I
believe this book can be invaluable in
teaching practice, particularly for- the.

undergraduate organ student who wants .

to get an overview of almost six cen-

turies of European organ music (and-for

the college professer who doesn’t mind
hearing something else for a change).
The smgledrawback of the book for
non-German readers—the text is in
" German only—can easily be remedied.
by the publisher by inserting an English
translation for the international market.
A CD with selections from the book,

played by some of the editors on organs-
b ih

e Freiburg diocese, is also available
{Carus 18.075/99).

A eompanion volume (Band 2: Musik
zum Halfel;ujah, Carus 18.075/10) con-
tains organ introductions for: the
Alleluia %efore the reading of the
gospel. Since these pieces are almost
exclusively based on more-or-less-con-
temiporary tunes from the German
Romian Cathelic hymnal (only a few are

based on Gregorian chants), this second.

volume is probably of relatively little
interest for organists outside Germany
and Austria. ;
—Jan-Piet Knijff

Aaron Copland School of Musie,
Queens College, CUNY

Muffat-Ebner: Complete: Works -for
keyboard, Vol. I, edited by Sieg-
bert Rampe; Birenreiter BA 8460.

In an earlier issue of THE DiArASON

(Jarraary 2004) I reviewed the: first vol-
ume of the mew edition by Siegbert
Rampe of the complete works for key-
board by Georg MP :
Ebuer, and am delighted that the see-
ond and final volume has appeared in
timne to enable us to celebrate the 300th
anniversary of the death:of Muffat. This
volume eontains a further 75 pages of:
" musical text and the customary thor-
ough introduction in English and Ger-
max including brief biographies, infor-
mation on the sources used, helpful
notes on performance practice includ-
ing Muffat’s idiosyncratic ormamenta-
tion signs (al’d'lougi;n see caveat below),
and notes on individual pieces; A-criti-
cal commentary is printed” after -the
musical text.

The volume contains two partitas
(both in F) by Muffat considered to be
of certain authenticity, as well as'some
" Partita movements in F and just two

ars of a toccata all considered: “of
uncertain  authenticity.” The first
authentic partita opens with a slow
chordal prelude fo]f:)wed‘ by a Ballet,
Gavotte, Menuet and Rigadon. The

JULY, 2005

€ price one .
e turns). A couple:
hree staves (with the.

Eut what to do when this becomes-

uffat and Wolfgang :

second. partita -opens with.a- Prelude
which impresses F

vigorous scale passages.and roulades. A
second Prelude offers'scope for demon-

strating the inflectional powers.of the

clavichord in its six-part-chords. The
traditional - suite. movements follow, 4
Gavotte and Menuete ' [si¢] bein
inserted before the Gigue with dotte:
6/8 rhythms, the set finishing ‘with a
piece in 3/4 entitled Les. Pepheuses.
Rampe has conjectured.that the set
of movements published here as “of
uncertain - authenticity” . may well

belong to-the first authentic work; cer--

tainly the  Sarabande, Minuette,
Burlesca, Rigadon. and piece. entitled

La Folle .gﬁ well with the other move- -
- maents in:t

e-same key. The. most sub-
stantial piece is the da capo Passagaglia
[sic], its-cumulative increase in speed
thropgh- eighth: notes; triplets and six-
teenths requiring some careful practice

to allow some. of the harmonic sub- .

tleties to-be heard.

The: edition also contains-the Cia-
cona, - Passacaglia and the variations
entitled “Nova Cyclopeias Harmonica™
from his printed’ collection Apparatus
Musico-organisticus of 1690, all of
whicli are readily available in modern
editions and:a facsimile. Indeed it is:in
these pieces-where the editorial stan-
dard slips. somewhat; there are several
printing errors-with .regards to orna-
ments in particular, as well as a few

loquénce and

L John-Paul

Buzard

Pipe Organ Builders

rom- the start-with its..

pitch-errors: Ttis-alsoa gity that Rampe

uses a / to indicate subdivision of bars,

. .this-‘giving the impression visuaﬂy at
times of it being some kind: of diacriti- .

cal sign for an ornament; not all players
are-so. experienced as'to be able to- dif-
ferentiate this sign from the genuine /

- for an:appoggiatura! Incidentally, the

introduction errs in stating that Muffat
does not make use of the appoggiatura,
since /does indeed appear in
here: printed from the Apparatus.
Comparison with' the facsimile is rec-
ommended. Despite the editor’s com-
ments on which instruments he consid-
ers. appropriate for these pieces, the

* first two at least sound magnificent on

the organ.

By Ebner we are offered a Toccata in
G minor, its-4/4 time preludial openin
leading into a double fugue in 12/8, ba

subjects being combined in the final sec-

tion. A.brief; more improvisatory Tocca-

ta-dn-D minor with its written out arpeg-

' i-_ios-in the opening bars may be just the

st part of a longer work. The main
work by Ebner in the volume is the set of
36 variations on the 2-part aria in A
minor composed by the Emperor Ferdi-
nand IIL. The first twelve variations are
mainly in-4/4 time, with the ninth in 6/4
and.the eleventh in 12/8. The second and
third set of  twelve are headed Courante
and "Sarabande respectively. Virtuoso
yuns: abound througheut and the inven-
tion rarely flags. Here indeed is a work

e works

caleulated to enable the player to show
off not ‘only his dexterity but also the
quality of his instrument. The works of
certain. authentieity close with a Cour-
rente in D.

Among the. works of uncertain
authenticity are two short preludes that
do not rise above the average. Ascribed
to-Ebner are a Partita in A, its fugal
Gigue being especially tricky, an inter-
esting -Allemand, - four- Courantes and
three Sarabandes. Also included are
the - Fugue and Caprice in G from
Roberday’s collection of 1660. The
brief treatise on figured bass is well
worth studying, although the German
Gothic script is hard to read in places
and there is no translation.

Many of the dance movements pre-
suppose the use of the short octave, but
Ebner’s Partita in A requires a low F#
and ‘G#. Once again Siegbert Rampe
and Barenreiter deserve our thanks f%r
making. these' works available in an
excellent well laid-out edition, which,
Eﬁs&i’ce the comments above, basically

s scholarly and practical require-
ments, and leaves us wondering how
many more such compositions by Muf-
fat and Ebner have been lost complete-
ly. -Although several of the pieces
offered- here are demanding, careful
study is amply repaid as the pieces come
to life beneath the fingers.

—John Collins
Sussex, England
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Reflections on the Philosophical, Metaphysical and Practical Aspects of Dual Temperament in the
Pasi Organ at St. Cecilia’s Cathedral, Omaha, Nebraska
Symposia held April 7-9 by the University of Nebraska-Lincoln

and the Westfield Center

Herbert L. Huestis

In 1993, over 30 organ builders met
in Tempe, Arizona to discuss the signif-
icance of “The Historical Organ in
America” and to ponder the future of
historically informed organ building
Twelve years later, a new Martin Pasi
organ in Omaha’s St. Cecilia Cathedral
is the realization of a future that could
only be a matter of conjecture a decade
ago. Pasi’s Opus 14 is a magnificent
achievement—musical, spiritnal and
architectural.

In 2005, from April 7-9, the Universi-
ty of Nebraska-Lincoln School of Music
and the Westfield Center held a sympo-
sium entitled “The Organ as Mirror of
Religion and Culture—Temperament,
Sound and Symbolism.” This sympo-
sium was also sponsored by the Schola
Cantorum of St. Cecilia Cathedral in
Omaha, Nebraska. The new Pasi dual
temperament organ made these far-
reaching discussions possible in a way
one could only dream of a decade ago.

1 must adnnit that since dual tempera-
ment is a rare undertoking in organ
building, T thought of it as an experi-
mental and possibly excessive luxury.
After a thorough acquaintance with this
fine instrmment, its setting and its play-
ers, 1 find that dual temperament s
extremely practical in its application to
church music, both old andp new. This
was o big surprise. After attending the
symposium, T felt that it was possible to
reflect on three aspects as they relate to
the new Martin Pasi organ: philosophi-
cal, metaphysical and practical.

My first mpressions in this magnifi-
cent cathedral were hardly philosophi-
cal 1 marveled at the sound of the
organ, the splendid acoustic and the

henomenal artistic decoration and
gesign of the church. This is truly an
extraordi space, where the celebra-
tion of both sonic and visual art is evi-
dent throughout the building. Once my
ears were filled with the vocal sound of
the organ, I felt purity and harmony
beyond expectations. The effect ‘of
meantone taning is visceral. Tt calms the
nerves and soothes the soul! Whatever
understanding of “temperaments” I car-
ried into this space evaporated in a
sense of sheer sound and harmony. So
much for reading about temperaments
in the context of western civilization and
pouring over comparative charts. Pure
sound is pure sound!

The rather complex symposium enti-
tled “The Organ as Mirror of Religion
and Culture” opened April 7 with a
recital by Kevin Vogt, director of St
Cecilia Cathedral Schola Cantorum.
Interspersed between organ selections
was a reading of John Dryden’s “Ode to
Saint Cecilia” given by Marie Rubis
Bauer, also an organist of the cathedral.
The immediacy and impact of the music
and spoken word set the stage for dis-
cussions of philosophy and culture

Kevin Yogt

Calvin Bower

which followed. A presentation called
“The Organized Cosmos” was made by
Quentin  Faulkner (Universig of
Nebraska-Lincoln), followed by discus-
sions of philosophy and organ music.
Calvin Bower (Notre Dame University)
gave a talk entitled “Sign, Reference,
and the Communion of Saints: First
Steps Toward an Aesthetic of Sacred
Music,” which emphasized the “tran-
scendent” mature of church music.
Music, at the moment of its inception in
the church, “transcends” for a brief
moment the worlds of temporal and
spiritual reality, residing for a transient

eriod of time in both spheres. This is
}E)he “commumnion” or the magic of the
moment—pretty heady stuff for a lowly
organist and scribe.

That evening, we repaired to a con-
cert by Hans Davidsson (Eastman
School ‘of Music), David Dahl (Pacific
Lutheran University, emeritus), and
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St. Cecilia Cathedral

Kevin Vogt, which featured works by
Matthias Weckmann, J. S. Bach and
David Dahl. The ancient philosophers
believed in the melding of the mind and
body, and I had no doubt that the com-

Please visit our website:
WWH. DI E-0Fgan.Cons

2 Conceptunt Drawing of
New HY Manual / 47 Rank
Pipe Organ for
First Preshyterion Chirch in
Sayvannak, Georgic
To Be Completed in 2003

R

Hans Davidsson

bination of beautiful vocal tone and
purity of tuning in the organ had a com-
plex physiological and psychological
effect. One’s attention was drawn so
forcibly to the organ that time was for-
gotten. The music of Matthias Weck-
mann came to life as if it had been com-
posed yesterday. Bach’s works took on a
whole new meaning,
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P.0. Box 838 » 2843 5. Stone Mountain T ithonia Road « Lithonia, GA 30058
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hr]es Brown

Friday, April 8, Hans Davidsson
offered “several presentations on the
subject of “The Harmony of the
Spheres,” which explored what he
called “sacred geometry” or the patterns
of construction that organ builders
knew throughout the ages. He
explained ‘that these “building blocks”
enabled the building of cathedrals and
organs in times past, much like cow
barns in our own time, built by common
folk without the aid of drawings or
architects. Organ building had a practi-
cal, intuitive nature that made it possi-
ble for builders to construct monumen-
tal organs without the aid of drawings or
architects, just like the cathedrals that
housed them and the stained glass that
adorned them.

With these thoughts fresh in our
minds, we attended Solemn Vespers
with improvisation by Susan Ferré in
alternation with Gregorian chant. Again,
inspiration came from well-established
patterns and style (like “barn building”).
There was an uncanny ease with which
the improvised musical examples fleshed
out the philosophical discussions we had
just heard. It seemed that the Westfield
Center folks were on the same wave-
length as the academics.

Metaphysical aspects of the organ
were further explored by Fr. Anthony
Ruff of St. John’s Abbey. Along these
lines, a unique presentation on “The
Organ as Symbol” was made by Charles
S. Brown. Curiously, he also took up the
metaphor of barns, and took the partic-
ipants on a “Pilgrimage through Round
Barns.” This rather far-reaching discus-
sion of the symbology of the organ
touched on discussions of eschatology,
folk religion and masks in aboriginal cul-
tures. this did not lose sight of the
organ as a unique instrument, embed-
degd in a very long history of western civ-
ilization. Panel discussions gave the
opportunity for much storytelling, Many
participants were able to give an
account of their own unique  experi-
ences of “organ encounters,” some
rather touching.

Temperament was a significant sub-
ject of formal presentations. On April 9,
Ibo Ortgies gave a synopsis of his'study
of tuning as it pertains to the works of
Dietrich Buxtehude and his contempo-
raries. He presented a picture of 17th-
and 18th-century performance practice
that was extremely compaﬁb][)e with
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meantone tuning and did not at all sup-
port the idea that “well-tempered” tun-
ing was necessary for the performance
of this music. In fact, a central part of
his thesis seemed to refute the notion
that Buxtehude had the Marienkirche
organ retuned, in well-temperament. In
his words, that seemed not to be the
case, despite the fact that it was widely
assumed to be true.

Along these same lines, Hans Davids-
son made presentations on the new
four-manual 17th-century North Ger-
man organ at Goteborg University,
Goteborg, Sweden. This is now the
largest meantone organ on the conti-
nent, and goes a long way to support
Ortgies’ thesis that meantone tuning
was far and away the most common tun-
ing clear through the 18th century.
Along with these insights, Bruce Shull
of Taylor & Boody Organbuilders gave a
presentation on the newly discovered
Bach/Lehmann temperament, which
opens up new avenues for the apprecia-
tHon of Bach’s music. This audience,
already committed to early music, was
able to appreciate such information and
insight and see its application in the
daily recitals and musical examples of
the symposium. )

These presentations stretched the
mind of every listener in 1Cpre aration for
a concert of new music for tﬁe organ by
Robert Bates. I confess that 1 was
apprehensive about modern music per-
formed on a meantone organ. How
could contemporary music work on an
organ that captured the tuning of the
17th and 18th centuries? Bates present-
ed works by Arvo Pirt, Gyorgy Ligeti,
Joan Tower, Naji Hakim, and his own
Chromatic Fantasy and Charon’s Oar.
Would he explore the dark, dissonant
side of meantone tuning? With this
question in mind, I discovered the
genius of an artist committed to beauty
and yes, the “metaphysical” properties
of this organ in our time. The concert
was followed by a reception and listen-
ers could regain their poise. This was a
not-to-be-forgotten experience!

There was still an unaswered ques-
tion: Was a dual temperament organ a
luxury in the worship service? A number
of participants stayed an extra day to find
out. St. Cecilia Cathedral is a very large
church, and the two services were filled
with many families, young children, a
seeing-eye dog, and, fortunately, a group

John Brombaugh and Hellmth Wolff

of nuns from the entire community. The
music was simple, straightforward and
traditional. Kevin Vogt played the ser-
vice, and I marvelled at his ability to shift
effortlessly between the meantone and
well-tempered- divisions of the organ,
depending on the nature of the music.
Modal compositions came to life in
meantone tuning—not surprising, but
what a rare opportunity to hear “ordi-
nary” church music ‘with such an
“authentic” flavor. The simplest psalms
and congregational responses jumped
off the page with fresh meaning and
inspiration. In this sense, it underscored
the absolute practicality of dual tem-
perament. Tuning that ‘makes ordinary
church music appeal to hardened tradi-

tionalists surely deserves to be called a -

practical application.

So there it was: philosophy, meta-
physics and practical application—all
explored through in-depth lectures and
discussions, elegant performances and
appealing church services in less than a
week. These events came together
smoothly through the efforts of all the
individuals who contributed so mightily
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to this fine symposium. They included
Quentin Faulkner, George Ritchie,
Susan Ferré, Hans and Ulrika Davids-
son, David Dahl, John Koster, Bruce
Shull, Roger Sherman, Ibo Ortgies,
Kevin Vogt, Marie Rubis-Bauer, Charles
Brown, Calvin Bower, John Koster,
Gene Bedient, John Brombaugh, Fr.
Anthony Ruff, Robert Bates and of
course, Martin Pasi, organbuilder. -l

Herbert L. Huestis is a graduate of the
Eastman School g Music, where he studied
organ with David Craighead 40 years ago.
After a stint as a full-time church organist,%te
studied psychology and education at the Uni-
versity of Idaho, where be obtained his Ph.D.
in 1971. He spent time as a school psycholo-
gist, and was subsequently lured back into the
organ world and took up pipe organ mainte-
nance with his wife Marianne and son War-
ren: For some years he has specialized. in reed
voicing, and as he approaches retirement
spends more and more time tuning pianos.
Ironically, his interest in temperaments comes
from developmenis in piano tuning, where
19th-century tuning styles have been recov-
ered in the manner of a lost art.
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The Rise and Fall of a Famous Collaboration:
Marcel Dupré and Jeanne Demessieux

Lynn Cavanagh

Menﬁon the name of the French
organist-composer Jeanne Demes-
sieux (1921-68) and someone will
broach a tantalizing question from the
history of the Paris organ world: why in
1946 did Marcel Dupré bring to a sud-
den end both his five-year-long artistic
collaboration vvithdleanne Demessieux
and the close friendship he and his wife
shared with the Demessieux family? No
one knows, but recently rediscovered
primary sources shed light on the matter.

The basic scenario was unusual. In
the wake of her Paris Conservatory first
prize in organ in 1941, Demessieux
underwent an’ intensive postgraduate
program of organ study with Dlﬁ)ré.
Under his supervision sﬁe acquired. an
enormous repertoire and prodigious
improvisation skills. Meanwhile, she
was Marcel Dupré’s collaborator in
seeking new frontiers for pedal tech-
nique and new directions in composi-
tion for the organ. Demessieux’s long-
overdue public debut, a February 1946
recital ofgvvorks by Bach, Franck, Dupré
and herself, created a sensation. That
spring, Demessieux performed the
remainder of the six-recital series that
Maxcel Dupré. and his wife, Jeanne
Dupré, had planned for her. These pro-
- grams were played entirely from memo-

and always on a specially restored and
re%'ulated Cavaillé-Coll organ, its con-
sole placed to evoke the scene of a piano
recital. Audience reaction suggests that
her debut series bestowed renewed
glory on Dupré’s powers to bring organ-
ists to ever new heights of virtuosity and
creativity at their instrument. Immedi-
ately after recital number six, near the
beginning of June, the Duprés left on a
North American recital tour, one of the
aims of which was to undertake advance
publicity for another stagle of the Dem-
essieux project, her planned North
American debut. Yet, from their return
to France at the end of December 1946
onward, the Duprés refused ever again
to speak to Jeanne Demessieux.

To the mutual friends who then
entreated him, Marcel Dupré withheld
all word of explanation.! Demessicux,
who, according to her friends and fami-
ly never completely recovered from the
trauma of rejection, remained, to the
end of her [ife, entirely at a loss to
understand what caused her dearest
friends to repudiate her.?

Six years after her death, in 1974, her
older  sister, Yolande Demessieux
(1908-2000), provided material to the
organist-composer-musicologist ‘Churis-
tiane Trieu-Colleney (1949-1993),
including Jeanne Demessieux’s journals
and surviving, correspondence, for a
biography.? As well as describing every
aspect ol Demessieux’s formation and
career, this book undertook discussion
of possible causes of the Duprés’ volte-
face, which was a blow to Demessieux’s
parents and sister, too. Having to walk a
narrow path between satisfying Yolande
Demessieux’s desire for justice and not
stating anything too embarrassing or
controversial, Trieu-Colleney oﬂgered
several, hypothetical, carefully phrased
explanations. Most attempted, on the
basis of evidence available to her, to find
a bone of contention between the for-
mer collaborators, but without, in the
end, appearing to favor one particular
reason for the rift more than any other.t

Dupré’s only available words on the
matter are in a handwritten memo, toan
unknown addressee, concerning his
wish that some of his correspondence
be suppressed. In translation, the entire
memo reads:

Here are the reasons for which we wish
that these few letters do not appear: ' . .

1st Messiaen—the criticisms are just, .

but severe for him. I like hitm personally

. very much. Please let this remain secret.
2nd Mlle Demessieux—Although dur-
ing the years after her prize I worked with
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Marcel Dupré during Benediction, on
the occasion of the inauguration of the
grand organ of St-Louis de Vichy by
Monsignor Jacquin, Bishop of Moulins,
October 17, 1943. (Photo: Lapi. Collection of
the Association des Amis de I'Art de Marcel
Dupré, 8 rue Emile-Gilbert, 75012 Paris.)

her for nothing, she was unworthy of me
and Madame Dupré. This wound has
never healed. I don’t need to say more.
You can guess.

These words, even if they do not tell
us exactly what happened, do make it
clear that something caused the Duprés

to lose all respect for their former pro-.

tégée. Moreover, the final two, short
sentences suggest that Marcel Dupré
expected his intended reader would be
able to deduce in what way Demessieux
had proved to be undeserving of their
charity and respect.

Having the benefit of this statement
from Dupré, the same primary sources
that were available to Trieu-Colleney—
including the journal of events and con-
versations Demessieux kept during the

eriod December 1940 through

ecember 1946%—and ‘a cushion of
elapsed time, I present in this article a
picture on which to base a theory of
what brought about the end of’ the
Dupré-Demessieux ~  collaboration.
Three concurrent situations will be
examined: the general state of the Paris
organ world, the nature of the relation-
ship between Marcel Dupré and other
Paris organists; ‘and the nature of the
relationship between the Dupré family
and Jeanne Demessieux. Information
on all three, as well as on Demessieux
herself, emerges from events and con-
versations recorded in the latter’s jour-
nal for the six-year period cited above.
In the remainder of the article, I will set
the historical scene, outline the scenar-
ios that emerge from the B{urnal and, in
conclusion, point 0 the likely cause of
the abrupt end to the collaboration.

A Perspective on the Paris Organ
World, circa 19201960

Since the heyday of the 1890s, when
attendance at organ recitals in public
halls in Paris and the fame of Parisian
organ tribunes on a Sunday were at

- their height, the role of organ music in

the city’s musical life had gradually
waned. In the period between gt{le wars,
it was increasingly evident that one of
France’s greatest exports, organ playing,
was continuing to lose prestige relative
to other musical genres, and doing so
even in its 'own capital. Meanwhile, - at
the start of this period the organs of
France were the victims of disrepair,
the First World War, a decline in excel-
lence in organ-building and modifica-

“tions to historic instruments that were

sometimes ill-conceived.
- After World War I, there were two

-contrasting viewpoints among Paris

organists as to where the future of the
organ and its re}iextoi.re lay.” One view-
point was that of Dupré (1886-1971), a
protégé of Alexandre Guilmant

Jeanne Demessieux, Marseille, 1948.
(Archives of the Association “Les Amis de

‘Jeanne Demessieux,” 10—12 rue de 'Ermitage,

78000 Versailles.)

(1837-1911) and Charles-Marie Widor
(1844-1937) and, through them, heir to
the performance practice of the Belgian
organist Jacques-Nicolas Lemmens
(l§23—81).8 Dupré believed he had
demonstrated, in his successful domes-
tic and international careers, that the
way to renew and maintain the glory of
the French organ school was by contin-
uing the interdependent evolutions of
organ technique, composition for the
organ and organ building, and to do so
in the same directions as-had led French
organists to their original world acclaim.
For Dupré this-meant grooming organ-
ists who could rival the great pianists in
technieal brilliance and interpretive
charisma, and mentoring future genera-
tions of eomposers for fie organ. In his
mind, revitalization of the French organ
school called for studying the princi gles
of the nineteenth-century organ builder
Aristide Cavaillé-Coll in order that the
best French Romantic organs could be
restored according to their original
designs. In the design of new organs, it
depended upon ma%n up for having
recently fallen behind British builders
(Henry Willis)® and American builders
(E. M. Skinner)'® in pursuit of technol-
ogy that would allow the organ to con-
tinue to increase its dynamic and tim-
bral flexibility. !t

On the ofher hand, coming up just
behind Dupré were the careers o a%.’in—
eage of French organists who were per-

sona]lf-y interested in %Lﬁte an opposite
set of goals. Among these %o s were
cultivation of the vast French Baroque

organ repertoire and the recovery of
early keyboard technique. The most
influential proponents of early organ
music were the organist André Marchal
(1894-1980)12 and the musicologist

‘Norbert Dufoureq (1904-1990).3

Marchal, like Dupré, enjoyed an
international concert and recording

I3

career, and was a sought-after teacher -

by students from North America and
other parts of Europe as well as France.
Unlike Dupré, he was not a direct
descendant of the Lemmens-Widor
heritage. Marchal’s performance style is
described by a friend of his, the British
music critic Felix Aprahamian, as fol-
lows: “Having rejected an untraditional
Romantic approach to Bach early in his
career, his later resistance to the equal-
ly false aesthetic of metronomic infran-
sigence and excessive staccato made
him a sometimes wayward but always
sensitive Bach player.”!* His repertoire
ranged from the medjeval era to Messi-
aen, but omitted the big organ works,
particularly the organ works of Liszt,
and Dupré’s large-scale compositions
for organ.'® Unlike other famous
French organists born prior to 1925, he

was not himself a composer.

Dufourcgq, a close ﬁglend of Marchal,
was, foremost, a highly knowledgeable
historian -of French music and early
organ building in France, and a scholarly
editor of early organ music. He shone as
an engaging, if also polemical, writer and
speaker. His visibility rose further when
he collaborated with Marchal in several
famous series of lecture-recitals that
occurred in Paris, elsewhere in France
and beyond.!® Dufourcq was one of the
founding members, in Paris in 1926, of
the society “Les Amis de I'Orgue,”" one
of the aims of which was to encourage a
new style of organ-building. 1% ]

Mazchal and Dufourcq, in collabora-
tion. with the organ builder Victor Gon-
zalez (1877-1956), spearheaded the
twenﬁeﬂl—century organ reform move-
ment in France.' Beginning with
organs the Gonzalez company built
from about 1930, theirs was an attempt
to unite in one instrument the tomal
requirements of German and French
Baroque, organ music, and Romantic
and modern organ music, using princi-

“ples of organ design that they termed

néo-classique 2 These principles were,
at first, used both in the renovation of
existing Baroque- and Romantic-era
instruments, and in the building of com-
pletely new instruments.?* Between the
wars, as organs needed to be restored or
replaced, the aim to create an all-pur-
pose instrument resulted in some con-
troversial rebuildings of Romantic and
Baroque organs alike®? A prominent
example in Paris was the 1937 Gonzalez
organ, built for the concert hall of the
Palais Chaillot, which incorporated the
tpework of the Cavaillé-Coll organ that
Ead existed in the former concert hall
on the same site 2
The two streams of organists in
France in the first half of the twentieth
century did not coexist peacefully.
Dupté had many harsh critics from
anmiong adherents to Marchal and

- Dufoureq. They accused him of metro-

‘Iiomic playing of an umrmusical sort*
and excessively fast tempos. They did
not like his p%:rasin and claimed his
registrations were flawed by heavi-
ness.®> When teaching, “he” showed
himself to be fiercely opposed to certain
interpretations, to certain aesthetics;
this attitude could not but irritate those
who were warm-blooded.”? According
to Dufourcq, Dupré defended “tech-
nologie passéiste” in organ design.?
Writing i 1971, Dufourcq summed up
his critique by saying that it would not
have been logical for everyoue to follow
Dupré because many others were “very
interested in progress.™8

On the other hand, Marchal and his
students came under criticism from
Dupré’s supporters for neglecting the
cultivation of virtuosity and ignoring
most of the big organ weorks in exis-
tence. From the pomt of view of Mar-
chal’s detractors, when playing Bach,
he, and organists like him, employed
inappropriate rubato and an idiosyn-
cratic melange of different sorts of
detached. articulation:?® The neoclassic
orgam, to the supporters of Dupré, ren-
dered an equal disservice to Bach, the
Romantic repertoire and modern organ
composition. Moreover, the organ
reform -movement in France fostered
misunderstandings of the principles of
Cavaillé-Coll {e.g., it was responsible for
the notion that Cavaillé-Coll aimed to
voice stops in imitation of orchestral
instruments, and the notion that he
made no use of mutations and mix-
tures); thereby the mneoclassic move-
ment furthered the neglect of Cavaillé-
Coll’s ideals.3®

The ideological differences between
Paris organists resulted in acrimonious” -
disputes on commissions to restore
organs.?! Combined with the baser
humar emotions, such as egotism and
envy, they also caused an uneonscious,
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and not-so-unconscious, forming of
cliques of loyalty, for example, when
church positions and teaching posts
came open.?? Competition in the Paris
organ world was strong and ruthless.®

Dupré’s Relationships with Others
in the Paris Organ World
Demessieux’s journal of 194046, in

which she strove to record events exact-
ly as they occurred, and conversations as
nearly verbatim as possible, provides
insights into Dupré’s relationships with
other Paris organists. From Dupré’s
point of view, a major cause of enmi
toward him and his goals was his col-
leagues” jealousy of his abilities and
achievements. He judged that their
resentment began in earnest following
the display of his musical powers in his

ioneering 1920 series of Bach recitals.
E’l the following words he warned Dem-
essieux what to expect as a result of her
own debut:

“ .. At your age I, too, saw that the old
- could be jealous of the young. (I am jealous
of no one, you know.gl Later I knew the
jealousy of colleagues, and now, as you well
Luow, I know the jealousy of the Joung,
Not that I mind. You will see! . . .3

He did, though, feel keenly the malice
of others that he attributed to jealousy:

“I have reached the age of fifty-seven
without having attained my goal, which is
peace. I will have accomplished so much,
and all T've gotten in return is insults,
insults.”3

Having become distrustful of his col-
leagues, he privately believed that the
society “Les Amis de I'Orgue” had been
set up_expressly to oppose his view-
oints.2® On the other hand, sometimes
eing too trusting of others’ motives
caused him griel: in the followin
excerpt from Demessieux’s journal,
Bernard Gavoty®’ tells her how one of
Dupré’s friendships turned to enmity:

In the train, he [Gavoty] bad a lot to say
about the “great affection” that, at one
time, joined Dupré and Vierne, and that
was ruined by “some third persons, play-
ing a role in their life.” “These two great
men,” he called them, which shocked me.

It was like a.thorn in Dupré’s side
that in the first half of the twentieth
century a generally negative attitude
toward the recent Romantic era of
music caused early- and modern-music
enthusiasts alike” to disparage post-
Romantic organ composition an(f the
symphonic organ.®® "As a Monsieur
Provost, whom Demessieux identifies
as a friend of Dufourcq and member of
“Les Amis de I'Orgue,” made a point of
saying to her one day, “When
[Dupré’s] S]fm hony in G minor is
played, I will whistle.”# Dupré, for his
Eart, was not someone to forgive those

e regarded as his enemies.
Demessieux’s account of a concert b
Dupré, one of a series of Bach recita_[}sl
in 1945, begins as follows:

Yesterday at St. Philippe [-du-Roule].
Organ was fine. Dufourc% and Marchal
were there together. A splendid concert.
When Dupré came down, Duf[ourcq] and
M{archal] went to him. We [Dupré et al.]
turned our backs on them.*!

Gavoty was telling her nothing that she
did not already %cnow when he said,
“Dupré and Marchal are enemies until
death.”# Lo
In short, Dupré by 1941 was disap-
ointed and bitter. As successful as had
een his career beyond Paris, his ideas
on organ building, his style of playing
and his organ compositions were the
butt of spiteful comment by a faction of
Paris organists and by the students of
those organists.® He also suffered the
disrespect of many of his Parjsian com-
oser colleagues for. being the author-
argely of instrumental works, particu-
larly works for organ, and of no works
for musical theatre, the staging of which
was de rigueur for a French composer
to enter the upper echelons of repute.#
True, among Paris organists he wielded
a sort of power for having succeeded
Gigout as professor of the Paris Conser-
vatory organ class in 1926 (a position he
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arnered with the strong backing of
ider). But he subsequently suffered
from the lack of respect shown to him
by many of his Conservatory students,
the larger part of whom naturally came
from o%her organ teachers. Demessieux
recorded in her journal:

Calmly, Dupré again spoke to me of his
enemies; [JD:] “They have not let up?”
MD: “They are worse than ever. There is
an organization against me, like there was
one against Liszt, against Chopin, against
Busoni. I only have ‘half-students’; they
are set up aﬁainst me. In organ concerts at
the [Palais de] Chaillot, o y the simplest
of my works is tolerated . . "3

Dupré sensed himself at a dead end: by
194%, after fifteen years as professor of
the Paris Conservatory organ class, he
despaired of ever finding a young musi-
cian. who was both suitably gifted and
interested in his ideas about the organ.
That despair gradually lifted with the

appearance of an exceptional student.

Jeanne Demessieux

Demessieux’s ambition, from her
childhood, was a dual career as compos-
er and concert pianist.*® At the Paris
Conservatory, her pianism and interpre-
tive flair flourished under renowned per-
former-teachers Lazare-Lévy (1882—
1964) and Magda Tagliaferro (1893-
1986), while her theory teachers, Nog}
Gallon (1891-1966) and Jean Gallon
(1878-1959), anticipated the day that
she would carry off the Prix de Rome in
music composition.*” After receiving
first prizes in harmony (1937), piano
(1938) and fugue (1939), she entered a
composition class and—originally meant
to be a supglementary endeavour—the
organ class.®® By the example of Dupré,
she was drawn more and more to the

* organ, but not without a real regret that

the organ lacks such a treasure of
Romantic-era music as the piano has.#

In neither background nor temperament -

was Demessieux suited to exploring
early music or early keyboard technique;
but as a twenty-year-old she played
neglected organ. works such as Liszt’s
Fantasia and Fugue on. “Ad nos, ad
salutarem” with amazing panache and
interpretive insight.

Barriers soon rose before her. In
1941, although flushed with the success
of ber unanimous first-prize showing in
that year’s Paris Conservatory organ
competition, she was immediately after-
ward disillusioned by the intransigence
of the musical establishment on the
composition jury: its members bad
derided her submissions semester after
semester. She had reason to suspect
that in the 1941 Paris Conservatory
composition competition the women
competitors were deliberately “shut
out” but, taking into account the wider
situation, her own case may have had as
much to do with, first, becoming known
as an organist, and second, being known
as a favorite student of that béte-noire
Dupré. By the summer of 1941, her
self-esteem as a composer had plum-
meted, making her long-held career

plans suddenly seem less certain.

The Grand Scheme

By 1941 Dupré had observed
Demessieux’s musicianship for five
years and knew that in ability, back-
ground training and musical tempera-
ment she was his dream student. He
saw that, beyond being the most gifted,
perfectly trained and hardworking
musician he had ever known, this young
organist was capable of picking up
where he must eventually ﬁeave off in
the continuing evolutions of organ tech-
nique and writing style for the instru-
ment. For five more years Dupré would
be convinced of this, even while he
repeatedly shook his head over the irony

- (fo his way of thinking) of finding this

musician in a woman.

For her part, Demessienx had no
doubts that Dupré was the only organ
teacher with whom she would ever wish
to study, and that he made no idle
promise in guaranteeing her a brilliant
career as a concert organist, composer
and teacher. In formal discussions Dupré
received Demessieux’s guarantee that

she would dedicate her entire being to
the common aims they shared. An agree-
ment was struck between the two gmi—
lies: the Demessieux family would have
to be willing to commit their daughter’s
time and energies to this further period
of apprenticesﬁ ; Jeanne Dupré would
play as active a role in managing the for-
mation of Demessieux’s career as she
had taken in the management of her hus-
band’s career thus far.

The Duprés formulated and under-
took their plans for launching Demes-
sieux because they had confidence in her
and because - Marcel Dupré sincerely
believed that he, and not the anti-
Romantic faction of organists, had the
correct idea of how to preserve and
enhance the reputation of their art. Nev-
ertheless, Dupré was human enough
that, for the caﬁ)umny and misery he per-
ceived his enemies to have cansed ﬁ'.m,
he also ‘wanted revenge.” This was an
aim with which Demessieux, as much his
wife and daughter, had complete sympa-
thy. The Dupré-Demessieux expectation
appears to have been that ideological dis-
putes would be settled by the proclama-
tion of a clear winner, this in the form of
an undisputed audience favorite.
Demessieux’s debut and subsequent
career were meant to prove certain
points: first, the preference of general
audiences for listening to Bach and
Romantic music (as opposed to large
doses of early music), particularly when
played by a first-class virtuoso and on a
Cavaillé-Coll-style instrument; and sec-
ond, the superiority of Dupré’s pedagog-
ical rinci¥ es—for Demessieux was the
product of Dupré’s organ teaching and
none other’s. In short, the debut and the
career of a dynamic young French
organist and composer, who unreserved-
ly shared Dupré’s ideals, were expected
fo shame his critics. Dupré would be
compensated for having felt ostracized
since the 1920s and, through their paral-
lel careers, the honored place of the
organ in western music would gradually
be restored.

How had they thought to ensure
these results? -

By leaving no stone unturned in
Demessieux’s preparation, -of course,
but also by maximizing the impact of
her first public concert appearance.

How?

—By a strategy that alternated sup-
pression of information with informa-
tion leaks.

Except for church services (where the
full extent of her powers was not evi-
dent), for nearly five years following her
last appearance in a Paris Conservatory
organ competition, Demessieux did not
play in public. Principal organist of her
own parish, Saint-Esprit (1933-62), with
the responsibility of assuring the organ-
playing there, she allowed Dupré to put
aword in with her parish priest because
he wished that she be free from time to
time to take his place in the more presti-

ious tribune ofPSajnt—Sulpice. Here was

e instrument where, near the start of
the century, Widor had convineed him-
self that Dupré would be his principal
sugfly organist and his successor.5! Gen-
erally, it worked to Dupré’s purposes
that—when he was away and Demes-
sieux could play at Saint-Sulpice—in the
tribuzie (as well as Madame Dupré) were
both his admirers among the church-

oing laity and others who were “spying”
%as Dupré regarded appearances ogm ar-
ticular adherents of the opposing fac-
tion). According to their iation, these
witnesses reported back to him or to his
detractors the growing marvel of
Demessieux’s improvisations in tradi-
tional forms.

In other ways, Demessieux was a mys-
tery to Paris musicians and recital goers.
Like her peers, who played debut and
follow-up recitals and made radio broad-
casts during this period, she too received
invitations to perform in public venues
following her Paris Conservatory first
prize. (By modern standards, there was
no lack of organ recitals taking place in
France during the German occupation.)
She received an invitation from

Dufoureq to play a recital in the series he
regularly organized at the Palais Chaillot
(194344 season)® and another from
Gaston Litaize, who, suggesting a pro-
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gram made up entirely of early music,
wanted her to play for a radio broadcast
and a recital at the Palais Chaillot.5* Nev-
ertheless, she refused these proposals,
not only for ideological reasons, but to
withhold revelation of her abilities as a
concert organist until the day conditions
in Paris were ideal and European bor-
ders were open again. From the nature
of invitations to perform at Chaillot, and
from other overtures for collegiality, it
gadua]ly became evident to Demessieux

at an attempt was being made to
attract her into the “orbit of Dufourcq™
and even to gain control of her debut as
a concert organist.

The Duprés’ plans for her debut
depended heavily on the existence of the
right organ in the right setting—a con-
cert hall with a Cavaillé-Coll ‘organ in
prime condition—apparently non-exis-
tent in Paris in the early 1940s. Dupré
undertook to persuade the assoeiates. of
the Salle Pleyel to shoulder the expense
of restoration of its Cavaillé-Coll organ
and repositioning of the organ console.
At a crucial stage in his negotiations with
the Salle Pleyel associates, it appears
that friends of the Chaillot-Dufourcq
faction laid a trap for Demessieux, the
falling into which—if she and Jeanne
Dupré had not had their suspicions—
would have unmasked Dupré’s ulterior
motive—that the Salle P}ljeyel instru-
ment should fit his and Demessieux’s
ideals for her debut recital series—
thereby ruining the impact of his argu-
ments to the Salle Pleyel associates.5®
After being alerted by his wife, Dupré -
scrambled to ensure that other possible
forms of interference during his meetin;
with the associates of the Salle Pleye
were also averted, with the result that his
hopes for the organ were, in time, suc-

cessfully realized.

The Collaboration

What kinds of contact existed between
Jeanne Demessieux and the Dupré fam-
ily during this five-year period? In addi-
tion to her own pracﬁcmg, composing,
teaching, editing, and liturgical duties,
once or twice a week Demessieux spent
several hours at the Dupré home in the
Paris suburb of Meudon, hours that were
occupied by a multitude of activities. She
iiadually performed for her mentor all of

e major Bach and post-Bach organ
repertoire, along with a 5}) inkli g o
early music favorites and select modern
works; she listened to Dupré perform.
They conferred over an anthology for
organ students and an edition ofg>II-Ian-
del's organ concertos they were jointly
geparing for publication; at other times

ey played and discussed the twelve
organ études that Dupré wrote during
1942-1943 to challenge Demessieux’s
technique.”” Tn the area of organ build-
ing, they surveyed Dupré’s knowledge of
organs in different countries 31013% with
some major treatises on organ building;

each time a new phase of his own inven-
tion, a memory system of electric combi-
nation action, was installed on the
Meudon organ, they tested its possibili-
ties.5® Dupré and Demessieux critiqued
the recent recitals of other organists and
discussed strategies for Demessieux’s

career. She listened to Dupré, or Dupré
and his daughter Marguerite together,
play the orchestral transcriptions he
wrote for their personal enjoyment and,
in turn, the Duprés listened to and dis-
cussed Demessieux’s organ composi-
tions. Over a period of three years, she
presented on Ele Meudon organ, before
an audience of the Demessieux and
Dupré families, a series of twelve semi-
formal recitals; occasionally, she was
asked to play for visitin%close {riends and
relatives of the Duprés>® As well, Dupré
and Demessieux frequently discussed
the process of musical composition, and
theofl)ogy vis-a-vis musical composition. A
significant amount of time was spent
studying the English language under

Jeanne Dupré.

Affection, Admiration and

- Favoritism

Amidst all these activities, Demes-
sieux and her parents were accepted en
famille at meaﬂ and times of relaxation.
When members of the two families
did not see each other for a couple of

days, they were in contact by telephone. .

They attended concerts together; when
the concert was in a public recital hall,
Demessieux, with or without her par-
ents, might be a guest of the Duprés in
their specially appointed box. The
Duprés - (husband and wife) and
Demessieux’s parents treated each
other as among the closest of friends.
The three members of the Dupré fami-
ly bestowed on Jeanne the same formal
gestures of affection they did upon each
other. In her journal, affer four years of
this relationship, “Madame Dupré”
became “Mammy™® (as distinct from
“Maman”); Marcel Dupré, however, she
always referred to by his complete
name, his surname or, when she
addressed him, as “Master.”

While Jeanne and Marguerite Dupré
were lavish in their compliments of
Demessieux’s musicality,$? Marcel
Dupré was yet more lavish, bordering on
fulsomeness in his praise.5? Neverthe-
less, there is no basis for doubting the
utter sincerity of his remarks. The likely
reason for their extravagance is that,
being from a generation that believed it
biologically impossible for the finest
woman’s mind to equal the finest man’s
mind (as he had admittedly thou%lt), he
repeatedly found it difficult to believe
his eyes and ears. The tone of his com-
pliments of her musicianship make it
evident that Dupré was overwhelmed
with wonder: he was amazed by his good
fortune to have a student whose musical
instinets and abilities were analogous to
his; as well it was highly gratifying that,
because of her confidence in him an
oneness of mind with him, she was will-
ing to follow every detail of his instruc-
tions. Dupré was equally amazed by the
combination of her appearance as a
slightly-built woman, her expertise as a
musician and her general intelligence.
The change in atmosphere he had expe-
rienced—i{rom artistic isolation to fruit-
ful collaboration—created, 1 would
argue, an elation similar to that of being
romantically in love. To speculate that
he also loved Demessieux in a way that
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amounted to disloyalty toward his
spouse would seem %atuitous. Suffice it
to say that Jearme Dupr&’s warmth of
manner toward one whom she had virtu-
ally made an adopted, second daugh-
ter,% and her oneness of mind with her
husband on the importance of
Demessieux’s career to the Duprés’ pur-
pose in life, hardly left room for her find-
ing fault with her husband’s rationally
motivated absorption in his ecollabora-
tion with a colleague. The organist
Pierre Labric, who was at this time an
acquaintance of the Duprés and a stu-
dent of Demessieux, ﬁrngy believes that
the later-rumored notion that Madame
Dupré became jealous of Jeanne Dem-
essieux is highly implausible.®*

Many journal entries make it clear
that Marcel Dupré took fierce pride in
his prediction tEat people Wou}id soon
be saying “the student has surpassed the
teacher.”™® There is also no doubt that,
among Dupré’s other students who
eamed thejr first prize in organ during
the war years, there were oun%horgan—
ists who were envious of the ability and
status Demessieux derived from her
collaboration with him. In public Dupré
appeared almost to cultivate this en
by - displaying his intimacy wi
Demessieux’s parents and speaking of
her with special pride to other young
organists and their parents. This group’s
resentment probably grew as a result of
occasions when parents asked Dupré to
take on their daughter in a role similar
to Demessieux’s, or do some “string-
pulling” that might procure a concert
engagement for their son, yet he alwaé/s
found an excuse to deny the request.?

Similarly, one of his favorite ploys in a
public place .was to introduce, from
among the people in his party, the little-

known Demessieux in a casual fashion

to an acquaintarice and then add some-

thing to the effect of “Jeanne Demes-
sieux is the greatest orgamist in the
world.”® Tt is edsy to imagine that the
resulting rumors would antagonize the
anti-Dupré faction.

Demessieux’s Salle Pleyel debut
series in 1946 was indeed a fitting cli-
max to the teasers that had been sent

“out.®® Those present at any of the six

recitals heard the consummate clarity of
her articulation, her sensitive musician-
ship, her comprehensive command of
the organ literature, her unprecedented
pedal technique and the paradoxical
polish of her improvisations on themes
submitted to her immediate%y before;
they also observed her cool self-control.
Recital number one included the pre-
miére of her own composition, Six
Etudes, the execution of which proved
that what the sonorities of Chopin and
Liszt ask of the wrists in suppleness and
control can also be asked OF the ankles
and wrists simultaneously.®® At the con-
clusion of the last recital of the series,
listeners were awed by excerpts from
another Demessieux composition, her
modernistic and mysterious Sept Médi-
tations sur le Saint-Esprit.”™® While her
recital series was in rogress, Demes-
sieux was already in direct communica-
tion with a government department
regarding fu_n%jng for touring outside
the country;* through one of Dupré’s
agents a recording contract had been
proposed™ and there was an offer of an
engagement with the BBC.” In view of
the tremendously favorable publicity,
the director of the Salle Pleyel must
have been very pleased to agree to
underwrite another six-concert Jeanne
Demessieux series the following year.
The difference was that by 1947 and the
second series of six recitals the Duprés
were no longer involved.

The Search for Fault Lines in the
Collaboration

Demessieux’s journal does not bear
out Trieu-Colleney’s theory that, by

1946, she was weary of Marcel and
Leanne Dupré’s micro-management of
er career, and rebellious of some of the

plans put forth for her first North Amer-
ican tour.” Admittedly, none of their
correspondence from the summer and
autumn of 1946 has come to light; but
neither does Demessieux comment in
her journal entries for that period on any
business dealings with the Duprés. From
notes that Trieu-Collene ed when
doing research for her book, it is clear
that for part of the chapter entiled “The
Rupture” she drew upon views that orig-
inated in two letters written to Yolan
Demessieux by a mutual acquaintance of
the Dupré and Demessieux families,
Jean Berveiller.™® From the wider sub-
ject matter and tone of each letter,
Berveiller was evidently indignant over
Dupré’s refusal to break his silence on
the cause of the rupture; in a well-meant
effort to be helpful to the Demessieux
family by means of these letters,
Berveiller searched for every uncharita-
ble interpretation of Dupré’s attitude
toward Demessieux’s career that he
could imagine. Trieu-Colleney’s state-
ment that Dupré would, perhaps, even
have liked to “Americanize” Demes-
sieux—to show her off like a film star in
Hollywood—is one of several such off-
hand remarks in Berveiller’s letters to
Yolande Demessieux. The tenor of both
his letters was that, from his point of
view, her sister was better off in her sud-
den independence from Dupré.

Demessieux’s journal entries, on the
other hand, for as often as they express
her good fortune to have the benefit of
the collaboration with Dupré, never hint,
as Trieu-Colleney does, that the younger
organist felt she was being made to work
in the shadow of someone else.”® Nor
does her journal suggest, as Berveiller
assumed she must have, that she ever felt
constrained from being herself. On the
contrary, to submit even temporarily to
constraint would have been uncharacter-
istic, for, in her accounts of her dealings
with people genera]l)lf, Demessieux
comes across as strongly in charge of
what she herself thought and someone
who gloried in her individuality. That she
and Dupré happened to think alike on
the future of the organ, and have a com-
mon mission, was part of the marvel of it
all. Dupré, for his part, knew when to
bow out. When they said their last good-
bye at a Paris train station in June 1946,
he affirmed: “I am no longer your ‘Mas-
ter! T am your old friend, an(f T will stay
that way.”?”

Ironically, these words marked the last
occasion upon which they ever shook
hands. To reckon why, we must, first of
all, underline how extremely important
the collaborators’” oneness of mind had
become to Dupré’s sense of purpose in
life. The following incident is illustrative.
During final preparations for her first
Salle Pleyel recital, in a meeting of all
persons involved in ]_iroducing the event,
a technician grumbled that it had not
been possible to adjust the organ’s pedal
action as requestei because what Dem-
essieux had “asked for and what Dupré
had demanded were inconsistent with
each other. Dupré took sttong exception
to this remark, sayin% “T will thank you
to note something for your guidance:
between Jeanne Demessieux and me,
there is not, and there will never be, any
differences of opinion! It’s strange how
someone has me saying something I've
not said!”7® Similarly, Demessieux’s
journal shows time and time again that,

th in public and in private, the collab-
orators’ mutual trust and respect were
very important, to all members of the
Dupré family.” The day following her
debut, she noted down the following
conversation:

[JD:] “Following my first success, I shall
remain faithful to you in my art; you can
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count on me! I swear this.” . . .

Dupré reacted with an indefinable
expression: “I know, oh! I know.”

e were walking: he stopped: “Mar-
guerite said to me this morning, ‘Jeanne
Demessieux will be faithful to you.”I have
never doubted it. I know you. And you
know that I will be your support and your
defence against our enemies.”

If our affection and our trust could pos-
sibly have been strengthened, they were
that afternoon with this mutual profession
of faith 80

It is evident from the above that
Demessieux’s utter loyalty was founda-
tional to her adoption by the Dupré
family and had become a cornerstone of
Dupré’s happiness.

The Downfall

What, then, destroyed the family’s
impression of Demessieux’s worthiness?
The Duprés must have come to believe
that Demessieux had said or done some-
thing disrespectful of Marcel Dupré’s art
or girson. How could this be? From
reading the journal Demessieux wrote
during the years 194146, I believe that
Trieu-Colleney came closest to an expla-
nation for the rupture (and she, too, may
have believed this) when she wrote: “In
the final analysis, friends, then Jeanne
herself, more or less sensed the calumny
of individuals who, searching to destroy
this outstanding amity, gro ted from a
propitious moment . .. .78

To explain the reference to calumny,
it is time to recapitulate what has been
demonstrated concerning the Paris
organ scene, and about the roles in it of
Dupré and Demessieux during the five
years of the grand scheme. An intellec-
tual and psychological war for the alle-
glance ofp students and audiences was
underway between proponents of two
opposing visions of the organ and its
repertoire. Dupré was so convinced of
the righiness of his beliefs in the future
of the organ that he regarded any dis-
play or espousal of an artistic principle
mconsistent with his own as a personal
affront. Equally intransigent, members
of the opposing side maintained that
they, andp,only ey, stood for progress.
From the point of view of this faction
(and with }c?ieliberate provocation from
Dupré) Demessieux was the “spoiler”
among young Paris organists: a per-
former who was able to attract attention
to hersell’ without participating in the
fashion for neoclassicism, and who hon-

estly respected Dupré’s vision of a mod-

ern organ and modern organ repertoire.
To those who hated what Dupré stood
for, Demessieux’s achievements, begin-
ning with her Paris Conservatory frst

" prize in organ, constitited an anti-revo-

utionary influence and an intolerable
anomaly. She needed either to be
brought in line, or put out of commis-
sion, by any means possible.

Evidence of a concerted and ongoing
effort to do so has been cited from her
journals. Because she avoided the social
circles that included Dupré’s detrac-
tors, their members badgered her with
invitations to soirées. After she
declined to play at Chaillot, supporters
of the neoclassic Gonzalez organ at
Chaillot plotted to derail plans for ren-
ovation of the Salle Pleyel Cavaillé-Coll
organ. Because, in her words and in her
musical practice, she praised Dupré,
his inteﬁectual adversaries became
vicious in needling her about him. Hav-
ing exalted Dupré and damaged the

restige of the neoclassic cause with
Eer Salle Pleyel debut, she invited yet
more determined efforts to disempow-
er her.

The Paris organ world knew that the
tangible emblems (not to mention the
economic lifeline) of Demessieux’s
future success in Paris depended upon
Dupré’s leverage in the choices of his
eventual successors at the Conservatory
and at Saint-Sulpice. From Dupré’s
boasting, they knew he attached utmost
personal importance to her oneness of
mind with him. Meanwhile, it was nat-
ural for Dupré to assume that, for all he
had done on Demessieux’s behalf thus
far, he had earned her strict allegiance
to his lonely social position among Paris
organists. This need for utter personal
loyalty and Dupré’s tendency to suspect
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and distrust his colleagues had become
two sides of the same coin. The tenden-
cy’ to suspect and distrust others had
been to his and Demessieux’s advantage
in the Salle Pleyel organ renovation
incident, but this paranoia could just as
well be turned to their adversaries’
advantage. )

Logically, during the Duprés’
absence in the summer and fall of 1946,
those who were resentful of the public
success of the Dupré-Demessieux col-
laboration, or who feared it would cause
further strategic setbacks to the neoclas-
sic cause, would have brought to bear
the most effective tactics to destroy that
collaboration. The “propitious moment”
was a juncture when Marcel and Jeanne
Dupré were most susceptible: the nadir
of fatigue after six months of travel by
train and ocean liner, the end of a peri-
od of intense work that included cham-
pioning Demessieux in North America:
For “Mlle Demessieux” to have proven
“unworthy” of their efforts om her
behalf, as Dupré would eventually view
the whole affair, the likely explanation is
that, upon their return to France, some-
one conveyed to them (in person, or by
letter) information of a word or action
by Demessicux that appeared disre-
spectful of Marcel Du?ré.

‘What could this be? Probably an out-
of-context (or ficitious) remark attrib-
uted to Jeanne Demessieux, or perhaps
orie of her actions, slanderously reinter-
preted. It is futile to think we can know
exactly what form this slander took. As a
mere possibility, I point to the fact that
in the summer of 1946 Demessieux
finally agreed to accept, on one occa-
sion, a repeatedly extended invitation to
a dinner party at the home of a Mon-
sieur Régnier, whom she describes as a
friend of Dufourcq.®? She recorded in
her journal that she did not have a
pleasant time that evening, perhaps an
indication of what directions the con-

~ versation took. Her presence at this

gathering could be truthfully reported
and its implications could have been
given a traitorous spin.

Why would Dupré accept at face
value "a mere report of a traitorous
action, or words, Ey Demessieux? Like
the example just mentioned, the words
or incident may have had a basis in
undeniable fact that blurred the edges of
truth and falsehood. Why would he not
have given her the benefit of the doubt?
The stark contrast between his most
recent labors on Demessieux’s behalf
and the first news he had of her upon
returning home was like a slap in the
face that would have upset his judgment
as to who, truly, had dEe)ceived him. The
seed of suspicion would have progres-
sively wounded his self-esteem: if Dupré
even suspected that Demessieux had
said or done something disparaging of
his musical likes and dislikes, his
thoughts on the matter would likely set
off in an uncontrollable mental spiral; as
a result of this mental spiral, far from

iving her the benefit of doubt, his next
Shoug t would be to imagine that she
had long been insincere in her regard for
his ideas (“[a]lthough during the years
after her prize I worked with her for
nothing, sEe was unworthy of me and
Madame Dupré”).

Why did he not eonfront her with his
anger? It was consistent with his cus-
tomary stance toward people who
o'ffengt;d him to match the extremity of
his reaction to the extremity of the
offense: we know that he was not on
s%eakin terms with those who had
offended him by some remark made or
stance taken. Evidence of unashamed
betrayal would, then, be matched by
ruthless rejection. If Dupré believed
Demessieux had betrayed him, even in
one small matter, he would not have
thought it necessary to tell her how he
now %elt; he would not even have been
able to address her.

For Dupré to destroy a close friend-
ship and do so irrevocably was not with-
out precedent. As a young man he had
revered and aided Vierne, his beloved
master in the study of improvisation;
but by the time Demessieux came to
study organ and improvisation with
Dupré, he (as the result of influence by

a deliberate troublemaker, if Gavoty is
to believed) had little if any regard for
Vierne, so that, as an excerpt from
Demessieux’s journal has ~already
shown, she had no notion of the great-
ness of the late organist of Notre-Dame-
de-Paris. It was in character that, once
Dupré’s re}%ard for Demessieux had
been tarnished, he never examined or
rethought his initial reaction.

Dupré was too embittered and, prob-
ably, too humiliated to reveal what had
angered him. Berveiller’s final, regretful
words on the matter to Yolande Demes-
sieux were that, for his unexplained
repudiation of Jeanne Demessieux,
“impartial” public opinjon was solidly
against Dupré. Berveiller added:

For this, I hold responsible certain femi-

nine influences (I do not speak of his wife)

that, without any personal advantage to be

%ained, are compromising him ridiculous-
. I've written to tell him so, %'ust as I
ink! Without success, of course!®

Berveiller's perception- that the actions
of an unnamed woman were further
compromising Dupré’s credibility can-
not be confirmed (Demessieux’s journal
ends abruptly at the end of December
1946 with mention that the Duprés
were expected to return any day). Nev-
ertheless, after the many occasions on
which Dupré had gloated over his pride
in Demessieux’s accomplishments in
front of those who were skeptical or
envious of his claims—for instance,
before the parents of other students—it
is difficult to imagine that no one would
have succumbed to the temptation to
publicly ridicule him for his change of

stance toward his former protégée.

Afterword

Despite the trauma she underwent at
the beginning of 1947, Demessieux
never disavowed her admiration for, and
her debt to, Marcel Dupré.®* Mean-
while, she- struggled to forge new links
with incumbents of Paris organ tribunes
and directors of Paris recital series, none
of whom ever forgot that she had first
presented herself in Dupré’s image.® In
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1948 she played a thirteenth Salle Pleyel
recital; in 1952 she was heard live and in
radio rebroadcasts with the Orchestre
radio-symphonique  conducted by
Eugene Bigot, performing, among other
works for organ and orchestra, the pre-
miére of her own Poéme and the pre-
miére of Langlais’s Concerto. Paris
organ critics never ceased to shower
praise on her recordings and live perfor-
mances. Nevertheless, during the 1950s,
although she concertized intensively in
France, Europe and the British Isles (as
well as making three North American
tours®), and” the French - capital
remained her home base, she only very
occasionally enjoyed the privilege of
being featured in a Paris organ recital.
She also had difficulty getting permis-
sion to make recordings on that city’s
church organs.®” Belatedly, this changed
in 1962, when she was named principal
organist of the Cavaillé-Coll organ of the
Church of the Madeleine.®® The year
1963 was also a turning point: Dufcurcq
invited her to play a Bach tecital in his
series “Les Heures Liturgiques et Musi-
cales de Saint-Merry,” wﬁﬁh she did, to
enthusiastic acclaim.®® Never in good
health, just five years later she suc-
cumbed to cancer.

Dupré, despite the wound he said
would never heal, paid his Jast respects
to Demessieux: he attended her funeral
at the Madeleine in 1968.%0 | |
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Bryn Mawr Presbyterian Church,
Bryn Mawr, Pennsylvania

Tt rarely happens that a 30-year old
organ is taken down and replaced by a
new one. It is even more startling when
the organ taken down was a landmark in
organ building during the Orgelbetwe-
gun{g movement, with 68 stops, 98 ranks
on four manuals. At least for us it was
the first time that we did so, in 2004 in
Bryn Mawr Presbyterian Church, Bryn
Mawr, Pennsylvania. For Christoph
Glatter-Gotz, president of Rieger from
1977 to 2003, this organ marks the
beginning and the end of his career with
Rieger: in 1975, as his first project with
Rieger, he took part in the voicing
process. The contract for the new organ
was the last for him to siﬁm before hand-
ilig over the company to his former head
of operations, Wendi]in Eberle.

There were several reasons for the
decision to replace this organ. The first
one was musical: the high standard of
church music at Bryn Mawr Presbyter-
ian Church demanded an organ of the
same versatility and wide range of musi-
cal possibiliies. The church was espe-
ciaﬂp interested in having an organ that
Wou{d inspire and support the singing of
its congregation and renowned choir.

The second was the acoustics of the
church: porous Guastovino tiles on the
walls, a sound-absorbing ceiling and
cork floors resulted in a reverberation
time close to zero. The old organ was
scaled and voiced to fit this environ-
ment. Over the years, several attempts
to improve the acoustics resulted in an
acoustical environment, which, while
improving the higher frequency
response in the room, proved inhos-
pital.?ble to the organ.

Finally, there was the mechanical
aspect: this organ was one of the first
very large instruments with a detached,
mechanical console. In addition, there
were too many stops in too small a case,
which made mainfenance very difficult.

With the decision to replace the old
organ, the church decided to address
the deficiencies in the acoustic and to
provide climate control so that the new
organ would live in a hospitable envi-
ronment. The church’s bold decision to
replace the old organ and to totally ren-
ovate the sanctuary has born much fruit.
The new organ truly sings in this grand
old Gothic space.

The conditions proved to be ideal in
many more ways, too. A collaboration
between organists Jeffrey Brillhart and
Olivier Latry, organ builder Lynn Dob-
son and Rieger-Orgelbau was extremely
fruitful and led to a concept of an organ
with 59 stops (83 ranks) on three manu-
als and pedal.

Tonally the organ is inspired bﬁ the
greatest examples of French symphonic
organ building. The first test of the
French symphonic organ is that of the
fonds d’orgue. This organ’s four 16-foot
manual flue stops and twelve 8-foot flue
stops excel in creating a sound that is
both noble and filled with gravity.
Frenchman Michel Garnier, one of
Rieger’s three voicers, achieved a fonds
d’orgue that is startling in its array of
tonal effects.

Each manual has a complete set of

reed choruses, ranging from a full-
length 32-foot Bombarde in the pedal to
a 16-foot Corno di Bassetto in the Posi-
tif expressif. Two mounted Cornets,
numerous mutations, and Mixtures in
both the classic and romantic style,
combine to create a full organ that is
powerful without being bombastic, and
at all times musical.
_ Visually, Rieger took its cues from the
chiirch’s “soaring Gothic space, which
hints at the grandeur of the French
Gothic churches housing the master-
pieces of Aristide Cavaillé-Coll. This
casework, all made in solid oak, contains
4,000 hours of labor; one man alone
worked an entire year to carve all the
ornaments.
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Casework

Console

Trackers .

In technical terms this is an instru-
ment with slider chests and tracker
action. The couplers are mechanical,
too, but can be played electrically as
well. At the same time there are electric

couplers 16’ and 4’ for every manual.

Including this second electric action
makes possible the addition of MIDI,

edal divide, and sostenutos. The com-
Emaﬁon system offers space for 1,000
combinations plus three inserts each,
for 16 users. Theoretically, this is a total
of 64,000 combinations.

All through these 30 years, Rieger
Orgelbau and Bryn Mawr Presbyterian
Church have enjoyed a warm relation-
ship. We are delighted to continue this
relationship and we are grateful for the
opportunify this project offers and the

Inside pipework

commitment and open mind of all
involved.

I also want to thank all the workers at
Rieger, who built this organ with great
en usia&r]il and Pﬁdl?ft bod

Ma is organ lift up everybody’s
heart};.nd prais% the Lorcsj withrz joy{{ﬂ
noisel

—Wendelin Eberle
Rieger-Orgelbau

RieFe'r-Orgelbau GmbH

Hotsteigstr. 120 -

. A-6858 Schwarzach
Austria
tel: 0043 5579 58132-26
fax: 0043 5572 58132-6
www.rieger-orgelbau.com

Grand Orgue (I..C—4)
16" Montre: ’
16’ “Bourdon
8" ‘Montre
8’ Gambe
8': Flitte harmonique °
"8’ ‘Bourdont
4' - Prestant
- 4" Flite
9% Quinte
2! “Doublette
2%" "~ Fourniture TV-V
1’ Cymbale V
-8 'Cornet V
16" Bombarde
8" Trompette -
4 “Clairon

. - Positif expressif (ll.:C—c4)
" 16" Bourdon T
-8 Montre
-8 Salicional
-8 “Unda maris
8" Bourdpn
4" Prestant
4" Flite a chemiinée
2% - Nazard = - L
2’ ' Quarte de Nazard
1% Tierce .- :
14 Larigot -
1" Piccolo
14" Plein Jeu IV-V
16’  Corno di Bassetto
8" Trompette
8’ Cromorne
Tremblant

- Récit (Ill. C—c4)
16" Quintaton

8 Gambe

8" Voix celeste

8' - Flite

8" Cor de Nuit

4’ Principal

4' . Fliite octaviante
2%' ‘Nazard

2" Octavin

8. Comet V

1% Plein Jeu V
16' ‘Bombarde

8’ Trompette
- °8" ‘Hautbois

8’ Vpix humaine
4" Clairon
Trémolo

Pédale (C—g1) .

32! Soubasse

16' Contrebasse
16" Soubasse
10%  Quinte

8’ Violoncelle

8 Flite

4’ Flite -
32" Contrebombarde
.16’ Bombarde

16" Basson

8’ Trompette

Cou lefs (mechanical): I/I 8/, IIT 8,
/I 8, YR 8, I/P 8, TI/P'8 )

Couplers (electric): wr 8, Imag, .

ITAL S, /P &, 1/P 8, II/P &
14,116, 11 4, 11 16", TH &', TIT 16', /P
4, 1Vp 4, III/P 4, Alt. couple

Combination System: 1000 generals, +
3 insetts each, x 16 users, ID card
Sequencer, General Cancel, Division
Cancel )

Special: Zimbelstern, Sostenuto, Pedal
ivide .
Rieger Tuning System, MIDI

Wind pressures:
Grand Orgie: 95 mm
Positif expressif 85 mm
Récit 100 mm
Pédale 95 mm

Be sure that your company is
listed in THE DiapAsoN 2006
Resource Directory.

Visit our website
<www.TheDiapason.com>
and from the upper left col-
umn select Supplier Login.

For more information,
contact Joyce Robinson,
847/391-1044,
<jrobinson@sgemail.com>.
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New Organs

Bedient Pipe Organ Company,
Roca, Nebraska, Opus 67
Holy Cross Evangelical Lutheran
Church, Rocklin, California

A Boston model from Bedient’s Lega-
cy Line is in Rocklin, California, near
Sacramento. The- instrument features
mechanical action and comprises three

Control
- Systems

-

. Extension.
= Vosces

Sounds like art §
" RA. Colby, Inc.

Post Office Box 4058
Johnson City, TN 37602

www.racolby.com *
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sets of pipes, a keyboard of 56 notes and
a pedalboard of 30 notes. The pedal is
permanently coupled to the manual.
The organ has seventeen wood pipes
made of poplar and 151 metal pipes
made of an alloy of tin and lead for a
total of 168 pipes, Facade pipes have
mouths gi deg with 23-carat gold leaf.
Casework is made of white oak, and
pipe shades are hand carved of white

gum.

MANUAL
8 Gedeckt
4’ Rohrflute
2" Praestant

PEDAL
Manual to Pedal coupler

Fabry Inc., Fox Lake, lllinois
First Congregational Church,
Huntley, lllinois

Fabry Inc. recently completed a total
rebuild of this instrument. The organ
was dismantled and returned to our
shop facility for this project. Originally
we were contracted to rebuild the exist-
ing main chestwork; however, upon
inspection, we decided it was more eco-
nomical to build totally new main chests
than rebuild the existing main chests.

The remainder of the rebuild included
all new electric valve manual main chests
produced by Fabry Inc., electric expres-
sion motors, two multiplex relays, elec-
tric tremolos, stainless steel slide tuners,
releathered main reservoirs, three new
offset wind supply reservoirs, a new

Gliick New York;

New York, New York

New York Stake Center, The
Church of Jesus Christ of Latter-
Day Saints, New York, New York

Located directly across Broadway
from Lincoln Center for the Performin
Arts and The Juilliard School of Music,
the building houses New York’s new
Mormon Temple, as well as this chapel,
which serves several wards. The small
accompanimental organ .arose from a
collaboration between Dr. Clay Chris-
tiansen, organist at the Mormon Taber-
nacle since 1982, and Sebastian M.
JE(i'}liick, tonal and artistic director of the

rm.

The instrument speaks from a lofty
position behind the rostrum of this large
worship space within the New York
Stake Center. The spare, contemporary
visual design was the preference of the
client and their architect, Frank Fer-
nandez. Educated as an architect, Mr.
Gliick was involved early in the planning
stages of the chapel in order to achieve
visual balance, optimal placement, and a
resonant acoustic.

The pipework is made of 50% tin,
with the bass octaves of the larger ranks
constructed of zinc. Poplar is the timber
of choice for the Pedal flutes and the
Swell Stopped Diapason. Haskell re-
entrant tubes are used for the lowest
notes of the Pedal 16’ Contra Bass. The
es speak from electro-pneumatic

pf
slider-and-pallet soundboards, with tra-

ditional electro-pneumatic pouch wind-
chests for the duplexed and extended
stops.

GREAT (I)
16’ Double Gemshorn (Sw)
8" Open Diapason
Cﬁimney Flute
8 Gemshorn (Sw)
8 Gemshorn Céleste (Sw)
4! Principal
2' Fifteenth
8 Trumpet (Sw)

SWELL (ll)
8" Gemshorn .
8 Gemshorn Céleste
8" Stopped Diapason
4" Gemshorn (ext)
4" Spindle Flute
2% Nazard
2" Recorder
1% Tierce
16’ Trumpet Bass (ext)
8" Trumpet
Tremulant

PEDAL
16" Contra Bass
16’ Sub Bass
Contra Quint (Sub Bass)
8' Principal (Gt)
8" Bass Flute
8 Gemshorn {(Sw)
4' Fifteenth (Gt)
4' Flute
11 Piffaro (4'+2") (Sw)
16’ Trumpet Bass (Sw)
8" Trumpet (Sw)
4" Clarion (Sw)

blower unit and reservoir, and total solid
state conversion of console. An 8 Trum-
pet, ‘a four-rank mixture, and chimes
were added in the Great, and a 2%
Sesquialtera I was added in the Swell.
Fabry Inc. would like to thank
Richard Allen, chairman of the music
committee, who handled all negotia-
tions and coordinated the entire project.
Vernon Studt is organist of the church.
David G. Fabry built all the new chest-
work and console. Crew leader Joseph
Poland handled the reinstallation.
' . —Dawid J. Fabry

GREAT
8" Diapason
8" Gross Flute
8 Gemshorn
8 Dulciana
4" Octave
4' Flute Harmonic
2% Twelfth
2' Fifteenth
IV  Mixture
8" Trumpet
Chimes
Tremolo

SWELL
16" Bourdon
8" Diapason
8" Stopped Diapason
8’ Salicional
8" Voix celeste
4" Principal
4' Flute traverso
2%' Sesquialtera 1L
8" Cornopean
8" Oboe
Tremolo

PEDAL
32" Resultant
16’ Diapason
16’ Bourdon
8" Diapason
8 Flute
4' Choral Bass
4" Flute
I Mixture (prep)

Couplers
Gt16-U0-4
Sw/Gt 16-8—4
MIDI/Gt, Sw, Ped
Sw 16-U0—+4
Gt/Ped 84
Sw/Ped 8—4
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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 spec-
ifies artist name, date, location, and hour in writ-
ing. Multiple listings should be in chronclogical
order; please do not send duplicate listings. THE
DIAPASON regrets that it cannot assume responsi-
bility for the accuracy of calendar entries.

UNITED STATES
East of the Mississippi

15 JULY
Paul Jacobs, masterclass; Edenton Street
United Methodist, Raleigh, NC 2:30 pm

16 JULY

Thomas Murray; St. Thomas Episcopal,
Taunton, MA 7:30 pm

Mazaika; Dorflinger Sanctuary, White Mills,
PA 6 pm

Paul Jacobs; FEdenton Sireet United
Methodist, Raleigh, NC 7:30 pm

Felix Hell; Independent Presbyterian, Savan-
nah, GA 7 pm

Stefano Colletti, carillon; The Culver Acade-
mies, Culver, IN 4 pm

17 JULY

Brian Jones; Church of the Pilgrimage, Ply-
mouth, MA

Christopher Hatcher; Cathedral of St.
Patrick, New York, NY 4:30 pm

Ken Cowan; Washington National Cathedral,
Washington, DC 5 pm

Gregory Hamilton;: Basilica of the National
Shrine of the Immaculate Conception, Washing-
ton, DC 6 pm

Yoon-Mi Lim; Sacred Heart Co-Cathedral,
Charleston, WV 2 pm

*R. Monty Bennett; Winthrop University,
Rock Hill, SC 7:30 pm

Stefano Colletti, carillon; Rockefeller Memo-
rial Chapel, Chicago, IL 6 pm

18 JULY
Stefano Colletti, carillon; Chicago Botanic
Garden, Glencoe, IL 7 pm

19 JULY

Christopher Ganza; First Parish Church,
Brunswick, ME 12:10 pm

Ron Rhode; Portland City Hall, Porttand, ME
7:30 pm .

Yuko Hayashi & Jon Gillock; Old West
Church, Boston, MA 8 pm

Mazaika; Lees-McRae College, Banner Elk,
NC 7:30 pm

20 JULY

Brian Jones; Methuen Memorial Music Hall,
Methuen, MA 8 pm

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 7:30 pm

Nancy Siebecker; St. Bemnard's Catholic
Chureh, Appleton, W1 12:15 pm

Sarah Mahler Hughes; Sinsinawa Mound,
Sinsinawa, W17 pm

23 JULY

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 12 noon

John Gouwens, carillon; The Culver Acade-
mies, Culver, IN 4 pm

24 JULY

Anthony Newman; Church of the Transfigu-
ration, Rock Harbor, Orleans, MA 3:30 pm

CONCORA; St. Joseph Cathedral, Hariford,
CT 4 pm .

Brian Jones; Washingion National Cathe-
dral, Washington, DC 5 pm

Felix Hell; Basilica of the National Shrine of
the Immaculate Conception, Washington, DC 6
pm

Ralph Tilden; Boone United Methodist,
Boone, NC 4 pm

-Jane Cain; Davidson Coliege Presbyterian,
Davidson, NC 7:30 pm

Mark Lee, carillon; Rockefeller Memorial
Chapel, Chicago, IL 6 pm

25 JULY
Carlo van Ulft, carillon; Chicago Botanic Gar-
den, Glencoe, IL 7 pm

26 JULY

Kevin Birch; First Parish Church, Brunswick,
ME 12:10 pm

Frank Rippl; Trinity Lutheran, Appleton, Wi
12:15 pm
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27 JULY

Mamiko lwasaki; Methuen Memorial Music
Hall, Methuen, MA 8 pm

Joan Lippincott; Ocean Grove Auditorium,
QOcean Grove, NJ 7:30 pm

Blake Doss; First Congregational, Appleton,
WI 12:15 pm

Sister M. Arnold Staudt; Sinsinawa Mound,
Sinsinawa, WI 7 pm

30 JULY

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 12 noon

Malgosia Fiebig, carilion; Longwood -Gar-
dens, Kennett Square, PA 7 pm

John Gouwens, carillon; The Culver Acade-
mies, Culver, IN.4 pm

31 JULY

Bach Choir & Players; Holy Trinity Lutheran,
New York, NY 7 pm

William Neil; Washington National Cathedral,
Washington, DC 5 pm

Richard Fitzgerald; Basilica of the National
Shrine of the Immaculate Conception, Washing-
ton, DC 6 pm

-Stephen & Susan Talley; Covenant Presby-
terian, Charlotte, NC 7:30 pm

Jim Fackenthal, carillon; Rockefeller Memo-
rial Chapel, Chicago, IL 6 pm

1 AUGUST
Jim Fackenthal, carillon; Chicago Botanic
Garden, Glencoe, IL 7 pm

2 AUGUST

Sharon Shull; First Parish Church,
Brunswick, ME 12:10 pm

John Weaver; Merrill Auditorium, Portland,
ME 7:30 pm

Anne Horsch; King’s Chapel, Boston, MA
12:15 pm

Robert Barney; Old West Church, Boston,
MA 8 pm

3 AUGUST

Anne Horsch; Methuen Memarial Music Hall,
Methuen, MA 8 pm

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 7:30 pm

John Skidmore; St. Joseph Catholic Church,
Appleton, WI 12:45 pm

Aaron Burmeister; Sinsinawa Mound, Sinsi-
nawa, Wl 7 pm

4 AUGUST
Gerre Hancock; Asbury First United
Methodist, Rochester, NY 8 pm:

6 AUGUST *

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 12 noon

Tiffany Ng, carillon; Longwood Gardens,
Kennett Square, PA 7 pm

7 AUGUST

Gerre Hancock; Church of the Transfigura-
tion, Orleans, MA 3:30 pm

Frank Stearns; First Congregational, Orwell,
VT 7:30 pm '

David McCafirey: Cathedral of St Patrick, -

New York, NY 4:30 pm

Anne Horsch; Washington National Cathe-
dral, Washington, DC 5 pm

Jin Sun Cho; Basilica of the National Shrine of
the Immaculate Concepiion, Washington, DC 6 pm

-Larry Stratemeyer; Cathedral Church of St.
Patrick, Charlotte, NC 7:30 pm

Sue Bergren, carillon; Rockefeller Memorial

" Chapel, Chicago, IL 6 pm

8 AUGUST
Sue Bergren, carillon; Chicago Botanic Gar-
den, Glencoe, IL 7 pm

9 AUGUST

Randall Mullin; First Parish Church,
Brunswick, ME 12:10 pm

Erik Wm. Suter; Merrill Auditorium, Portland,
ME 7:30 pm

Gregory D’Agostino; Old West Church,
Boston, MA 8 pm

10 AUGUST

Frederick Teardo; Methuen Memorial Music
Hall, Methuen, MA 8 pm

Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 7:30 pm

Mary Kay Easty; First Congregational
Church, U.C.C., Appleton, Wl 12:15 pm

Elien Bowlin; Sinsinawa Motund, Sinsinawa,
WI7 pm

13 AUGUST .
John Widmann, carillon; Longwood Gar-
dens, Kennett Square, PA 6 pm

14 AUGUST

Patrick Kabanda; Washington National
Cathedral, Washington, DC 5 pm

Anne Horsch; Basilica of the National Shrine
of the Immaculate Coneeption, Washington, DC
6 pm .

Bert Adams, FAGO

17th Church of Christ, Scientist
Chicago, IL
Pickle Piano & Church Organs
Bloomingdale, IL

PATRICK ALLEN

GRACE CHURCH
NEW YORK

WILLIAM AYLESWORTH
D. M.

Evanston, Illinois

Christopher Babhcock

St. Andrew’s by the Sea
Hyannis Port

PETER J. BASCH
261 7th Sireet
T Hoboken, NJ 07030

201-653-5176
Fax: 201-659-0421
Cordibus@aol.com

Curator, J.W. Steere & Son Organ £
The Baptist Temple, Brookiyn, NY

%&%ﬁ B(tg 9 £ J.W. Steere
1825-1900
Phone 718/528-9443
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Dean W. Billmeyer

University of Minnesota
Minneapolis 55455 * dwh@umn.edu

THOMAS BROWN

UNIVERSITY
PRESBYTERIAN CHURCH

CHAPEL HILL, NORTH CAROLINA

DaviD CHALMERS
CONCERT ORGANIST

GLORLE DEI CANTORES
ORLEANS, MA

Your Professional Card
could appear in this space
Call 847/391-1045
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STEVEN EGLER

Central Michigan University
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_ A Mus.D. Mt Pleasant, Michigan 48858
University of lowa SOLO Shelly-Egler
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ELLEN KURTZ

Donald Filkins
Webb Horton Memonial

Presbyterian Church
Midletown, NY 10940

FUNK

M.Mus, AAG.O.

Concord, California

Organist / Planist

Michael Gailit

gailit@aol.com
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St. Augustine's Church
Conservatory / University {Vienna}
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Organist & Music Direclor
Church of the Good Samariton
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St. John the Divine {Episcopal)
2450 River Oaks Blvd.
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Robert Glasgow

School of Music
University of Michigan
Ann Arbor

Antone Godding

Nichols Hills
United Methodist Church
Oklahoma City

JAMES HAMMANN
DMA-AAGO

University of New Orleans
Chapel of the Holy Comforter

" WILL HEADLEE

1650} James Street

Syracuse, NY 18203-2816
(315) 471-8431

Request a free sample issue of The Dia-
pason for a student, friend, or colleague.
Write to the Editor, THE Diapason, 380

~E. Northwest Hwy., Ste. 200, Des

Plaines, IL. 60016; jbutera@sgemail.com

LORRAINE BRUGH, Ph.D.

Assistant-Professor
University Organist

Valparaisoc University
Valparaiso, IN
www.valpo.edu
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Lorraine.Brugh@valpo.edu
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Harry H. Huber

D. Mus.

Kansas Wesleyan University, Emeritus
University Methodist Church

SALINA, KANSAS

MICHELE JOHNS
‘A.Mus.D
Organ — Harpsichord
The University of Michigan
School of Music

Brian Jones
Director of Music Emeritus
TrRINITY CHURCH
BosToN

KIM R. KASLING

 D:M.A.

St. John's University
Collegeville, MN 56321

JAMES KIBBIE
The University of Michigan’
Ann Arbor, Ml 48109-2085

| 7347641591 FAX: 734763-5097
email: jkibbie@umich.edu

Davip K. LAMB, D.Mus.

Director of Music/Organist
First United Methodist Church
Columbus, Indiana
812/372-2851

Richard Litterst
M.S.M.

st. Anthony of Padua Church
Rockford, Ilinois

David Lowry
THE EPISCOPAL CHURCH OF THE GOOD SHEPHERD

1512 BLANDING STREET, COLUMBIA, SC 29201
DEPARTMENT OF MUSIC, WINTHROP UNIVERSITY
RO HILL, SC 29733

BETTY LOUISE LUMBY

DSM @& FAGO
UNIVERSITY OF MONTEVALLO
MONTEVALLO, ALA. 35115

Sue Tltchell-Wallace

ASCAP.
FELLOW, AMERICAN GUILD OF ORGANISTS

345 SADOLE LAKE DAve
AOSWELL-ATLANTA. GEORGIA 30076
{770} 594-0949

William H. Murray

Mus. MFA.G.0.
$Sont Smith, a’ff"igauias

LEON NELSON

FIRST PRESBYTERIAN CHURCH
ARLINGTON HEIGHTS, IiL 60004

NORTH PARK UNIVERSITY
CHICAGO, IL 60625

Charles Page

O1d First Church, Court Square
Springfield, MA 01103

RicHARD M. PEEK
Doctor of Sacred Music
1621 BILTMORE DRIVE
CHARILOTTE, NC 28207

... Ginastera's . .

MARILYN MASON
CHAIRMAN, DEPARTMENT OF ORGAN
UNIVERSITY OF MICHIGAN
ANN ARBOR

. was by all odds the most exciting . .
with awesome technique and o thrilling command of its daring writing.”

. and Marilyn Mason played it

The American Organist, 1980

SYLVIE POIRIER

PHILIP CROZIER

ORGAN DUO
3355 Queen Mary Road, Apt 424
Montreal, H3V 1A5, P. Quebec
Canada
{514) 739-8696
Fax: {514) 739-4752
philipcrozier@sympatico.ca
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Cleveland Opera
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‘email: dvdgooding@aol.com

Cathedral Church of St. John
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505-247-1581
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Choir Director
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Cathedral Music
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*Charles Austin; Plaza Presbyterian, Char-
lotte, NC 7:30 pm

Justin Ryan, carillon; Rockefeller Memorial
Chapel, Chicago, IL 6 pm

15 AUGUST
Justin Ryan, carillon; Chicago Botanic Gar-
den, Glencoe, IL 7 pm

16.AUGUST

Gabriel Dessauer; Merrill Auditorium, Port-
land, ME 7:30 pm

Gail Archer; King’s Chapel, Boston, MA
12:15 pm

Elizabeth Harrison; Oild West Church,
Boston, MA 8 pm

17 AUGUST

Susan Ferré; Methuen Memorial Music Hall,
Methuen, MA § pm

Erik Wm. Suter; Shepherd of the Bay Luther-
an, Ellison Bay, Wl 8 pm

Keith Williams; All Saints’ Episcopal, Apple-
ton, Wl 12:15 pm

Ruth Tweeten; Sinsinawa Mound, Sinsi-
nawa, W17 pm i

20 AUGUST
Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 12 noon

21 AUGUST

A. Lee Barlow; Cathedral of St. Patrick, New
York, NY 4:30 pm

Myung Ja Cho; Basilica of the National
Shrine of the Immaculate Conception, Washing-
ton, DC 6 pm

‘Lester Ackerman; Myers Park United
Methodist, Charlotte, NC 7:30 pm

Malgosia Fiebig, carillon; Rockefeller Memo-
rial Chapel, Chicago, IL 6 pm

22 AUGUST
Malgosia Fiebig, carillon; Chicago Botanic
Garden, Glencoe, IL 7 pm

23 AUGUST )
Paul Jacobs; Merrill Auditorium, Portland,
ME 7:30 pm
Daryl Bichel; Old West Church, Boston, MA
8 pm

Bruce Barber, with trumpet; St. James
Cathedral, Chicago, IL 5:45 pm

24 AUGUST

James David Christie; Methuen Memorial
Music Hall, Methuen, MA 8 pm

Tom Trenney; Ocean Grove Auditorium,
Ocean Grove, NJ 7:30 pm

Daniel Schwandt; Lawrence Memorial
Chapel, Appleton, W1 12:15 pm

Melanie Moll; Sinsinawa Mound, Sinsinawa,
WI7pm

27 AUGUST
Gordon Turk; Ocean Grove Auditorium,
Ocean Grove, NJ 12 noon

28 AUGUST

Gerald Gifford; Washington National Cathe-
dral, Washington, DC 5 pm

Ronald Stolk; Basilica of the National Shrine
of the Immaculate Conception, Washington, DC
6 pm

Ralph Tilden; St. Mary of the Hills, Biowing
Rock, NC 4:30 pm -

-John Apple, Lance Burnette, Joseph Gar-
rison, & Patty McBrayer; Westminster Presby-
terian, Charlotte, NC 7:30 pm

30 AUGUST

David Wickerham; Merrill Auditorium, Port-
land, ME 7:30 pm

Leonardo Ciampa; Old West Church,
Boston, MA 8 pm

31 AUGUST

Nigel Potts; Methuen Memorial Music Hall,
Methuen, MA 8 pm

Don Kinnier, silent film accompaniment;
QOcean Grove Auditorium, Ocean Grove, NJ
7:30 pm

Matthew Walsh; Lawrence Memorial Chapel,
Appleton, W1 12:15 pm

Rodney Roskom; Sinsinawa Mound, Sinsi-
nawa, WI'7 pm

UNITED STATES
West of the Mississippi

15 JULY

Rastrelli Cello Quartet; James Arthur Vine-
yard, Raymond, NE 7:30 pm

Joshua Haberman; Christ Church, EpISCO-
pal, Tacoma, WA 12: 10 pm

16 JULY
Rastrelli Cello Quariet, workshop; University
of Nebraska School of Music, Lincoln, NE 2 pm

17 JULY

Rastrelli Cello Quartet; Brownville Concert
Hall, Brownville, NE 2 pm

David Brock; Cathedral of St. Mary of the
Assumption, San Francisco, CA 3:30 pm

Carol Williams, with tenor; Balboa Park, San
Diego, CA 2 pm N

18 JULY
Gordon Stewart; Balboa Park, San Diego,
CA 7:30 pm

19 JULY
Paul Jacobs; St. Joseph’s Cathedral, Vermil-
jon, SD 7 pm

24 JULY
Eric Mairlot; Cathedral of St. Mary of the
Assumption, San Francisco, CA 3:30 pm

25 JULY
Dennis James; Balboa Park, San Diego, CA
7:30 pm

28 JULY
Craig Cramer; Mt. Angel Abbey, St. Bene-
dict, OR 6 pm, also 7/29

31 JULY )

Christoph Tietze, with soprano; Cathedral of
St. Mary of the Assumption, San Francisco, CA
3:30 pm

1 AUGUST
Chelsea Chen & Tom Trenney; Balboa
Park, San Diego, CA 7:30 pm

8 AUGUST
Simon Preston; Balboa Park, San Diego, CA
7:30 pm

13 AUGUST
James Welch; The Conference Center, Tem-
ple Square, Salt Lake City, UT noon, 2 pm

15 AUGUST
~ Gordon Turk; Balboa Park, San Diego, CA
7:30 pm

19 AUGUST
Jonathan Young; Christ Church, Episcopal,
Tacoma, WA 12:10 pm

21 AUGUST
Don Auberger; Cathedral of St. Mary of the
Assumption, San Francisco, CA 3:30 pm

22 AUGUST
Gabriel Dessauer; Balboa Park, San Diego,
CA 7:30 pm

28 AUGUST
Richard Pilliner; Cathedral of St. Mary of the
Assumption, San Francisco, CA 3:30 pm
Buxtehude Abendmusik; Trinity Episcopal,
Santa Barbara, CA 3:30 pm

29 AUGUST
Carol Williams, with San Diego Master
Chorale; Balboa Park, San Diego, CA 7:30 pm

INTERNATIONAL

15 JULY

Gillian Weir; Lichfield Cathedral, Lichfield,
England 12 noon

Jacques van Oortmerssen; Trinity College
Chapel, Cambridge, England 1:15 pm

16 JULY
Gerald Gifford; Doncaster Minster, Doncast-
er, England 7 pm

17 JULY

David Higgs; Oundle School Chapel, Oun-
die, England 5 pm

_Alessandro Bianchi; Westminster Cathe-
dral, London, England 4:45 pm

Daniel Cook; Westminster Abbey, London,
England 5:45 pm

18 JULY

Daniel Moult; Jesus Church, Oundle, Eng-
land 7:30 pm

John Scott Whiteley; St. Bartholomew’s,
Leeds, England 7:30 pm

Peter Planyavsky; St. Andrew’s United
Church, London, ON, Canada 8 pm

19 JULY

Stephen Tharp; Grote Kerk St. Bavo, Haar-
lem, The Netherlands 8:15 pm

Roy Massey; Leicester Cathedral, Leicester,
England 8 pm

Robin Jackson & Maureen McAllister; St.
David’'s Hall, Cardiff, Wales 5:30 pm

Jane Parker-Smith; Westminster Abbey,
London, England 7 pm

Sunyi Shin; St. James United Church, Mon-
treal, QC, Canada 12:30 pm

Peter Richard Conte; Trinity Lutheran, Lon-
don, ON, Canada 8 pm

Tomoko Miyamoto; Minato Mirai Hall, Yoko-
hama, Japan 12:10 pm

20 JULY

Paul Hale; Southwell Minster, Southwell,
England 7:30 pm

James Mooney-Dutton; Norwich Cathedral,
Norwich, England 8 pm

Patrick Russill; Grosvenor Chapel, London,
England 7:30 pm

Andrew Fletcher; Collegiate Church of St.
Peter, Ruthin, Engiand 8 pm

William Whitehead; Oundle School Chapel,
Oundle, England 9 pm
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21 JULY
Malcolm Galloway; York Ceniral Methodist,
York, England 12:30 pm

22 JULY
Clive Driskill-Smith; Fotheringhay Church,
Fotheringhay, England 9:30 pm

23 JULY

Mattias Wager; Oundle School Chapel, Oun-
dle, England 11:30 am

lan Hare; Beverley Minster, Beverley, Eng-
land 6 pm

Theodore Saunders; Doncaster Minster,
Doncaster, England 7 pm

Carlo Curley; Chingford Parish Church,
Chingford, England 7:30 pm

Stephen Farr; St. John the Evangelist, Isling-
ton, England 7:36 pm

Nigel Potts; Haligrimskirkja, Reykjavik, Ice-
land 12 noon, also 7/24 at 8 pm

24 JULY

Gabriel Marghieri; Cappella di S. Marta &
Chiesa di S. Giacomo, Campertogno, laly 9 pm

Maithew Martin; Westminster Cathedral,
London, England 4:45 pm

Paul Derrett; Westminster Abbey, London,
England 5:45 pm

26 JULY

Robin Jackson & Maureen McAllister; Win-
chester Cathedral, Winchester, England 1:10
pm

Ivan Linford; Leicester Cathedral, Leicester,
England 8 pm

James O’Donnell; Westminster Abbey, Lon-
don, England 7 pm

Wesley Warren; Sit. James United Church,
Montreal, QC, Canada 12:30 pm

27 JULY

Kevin Bowyer; Christ Church Cathedral,
Oxford, England 7:30 pm

Hartwig Barte-HanBen; Norwich Cathedral,
Norwich, England 8 pm

Roger Fisher; Collegiate Church of St. Peter,
Ruthin, England 8 pm

Junko Wada & Eriko Kotaka; Minato Mirai
Hall, Yokohama, Japan 12:10 pm

28 JULY )

Wijnand Van de Pol; Chiesa di S. Anna al
Montrigone, Borgosesia, Italy 9 pm

Catherine Ennis; Exeter College Chapel,
Oxford, England 1:15 pm

29 JULY
Roman Perucki, with violin; Chiesa di S. Gio-
vanni Evangelista, Foresto, ltaly 9 pm

30 JULY

Roman Perucki, with violin; Chiesa di S.
Maria Assunta, Salussola, ltaly 9 pm

Philip Paul; York Central Methodist, York,
England 3:30 pm

James Lancelot; Gloucester Cathedral,
Gloucester, England 7:30 pm

Simon Lumby; Doncaster Minster, Doncast-
er, England 7 pm

31 JULY

Felix Hell; Protestant Church, Assenheim,
Germany 6 pm

Sylvie Poirier & Philip Crozier; St. Gudula,
Rhede, Germany 8 pm

Sandro Carnelos, with trumpet; Chiesa di S.
Lorenzo, Crevola, ltaly 9 pm

Roman Perucki, with violin; Chiesa di S.
Maria Assunta, Salussola, ltaly 9 pm

Martin Knizia; Westminster Cathedral, Lon-
don, England 4:45 pm

Huw Morgan; All Saints Church, Blackheath,
England 5:30 pm

Norman Harper; Westminster Abbey, Lon-
don, Engiand 5:45 pm N

1 AUGUST

Lars Ulrik Mortensen, harpsichord, with
orchestra; Chiesa parrocchiale di Magnano,
Magnano, ltaly 9 pm

2 AUGUST

Heinz-Peter Kortmann, with fluie; Chiesa di
Santa Croce, Rassa, [taly 9 pm

Andrew Kirk; Leicester Cathedral, Leicester,
England 8 pm

Johannes Geffert; Wesiminster Abbey, Lon-
don, England 7 pm

Isabelle Demers; St. James United Church,
Montreal, QC, Canada 12:30 pm

3 AUGUST |

Mario Duella; Chiesa di SS. Giovanni e
Giuseppe, Mollia, ltaly 9 pm

Simon Lindley; Christchurch Priory, Dorset,
England 7:30 pm

Erling Witt; Norwich Cathedral, Norwich,
England 8 pm

4 AUGUST
Robert Grudzien, with panflute; Chiesa di S.
Lorenzo, Sostegno, ltaly 9 pm

5 AUGUST '

Robert Grudzien, with fiute; Chiesa di S.
Bartolomeo, Scopa, ltaly @ pm

Georges Kiss, harpsichord, with flute and
cello; Chiesa parrocchiale di Magnano, Mag-
nano, ltaly 9 pm, also 8/6

Joseph Fort; SS. Peter and Paul, Godalm-
ing, England 1 pm |

6 AUGUST

Pierre Perdigon; Chiesa di S. Giovanni Bat-
tista, Alagna, Italy 9 pm

James Vivian; Beverley Minster, Beverley,
England 6 pm

James Lancelot; St. George’s Chapel, Wind-
sor Castle, Windsor, England 6:30 pm

7 AUGUST

Sylvie Poirier & Philip Crozier; Barock-
kirche St. Franziskus, Zwillbrock, Germany 4
pm

Felix Hell; Marienstiftskirche (Pfalzel), Trier,
Germany 8 pm

Elmar Jahn; Chiesa di S. Maria delle Grazie,
Varallo, ltaly 9 pm

Simon Bell; Albert Hall, Nottingham, England
2:45 pm

Naji Hakim; Farnborough Abbey, Farnbor-
ough, Hampshire, England 3 pm

8 AUGUST

Paul Cristian; Chiesa di S. Margherita, Bal-
muccia, ltaly 9 pm

Charles Harrison; Lincoln Cathedral, Lin-
coln, England 7 pm

Carlo Curley; All Souls, Langham Place,
London, England 7:30 pm

9 AUGUST
Leo Matzerath; Chiesa della Beata Vergine
Assunta, Scopello, ltaly 9 pm
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Scott Shaw; Leicester Cathedral, Leicester,
England 8 pm

Stephen Disley; Westminster Abbey, Lon-
don, England 7 pm

James Taylor; St. James United Church,
Montreal, QC, Canada 12:30 pm

10 AUGUST

Sylvie Poirier & Philip Crozier; Branden-
burg Cathedral, Brandenburg, Germany 8 pm

Adriano Falcioni; Chiesa di S. Stefano,
Piode, ltaly 9 pm

Julian Thomas; Norwich Cathedral, Norwich,
England 8 pm

Gordon Stewart; Southwell Minster, South-
well, England 7:30 pm )

Francesca Massey; Notre Dame de France,
London, England 7:45 pm

11 AUGUST
Aitor QOlea Juaristi, with frumpet; Chiesa di
S. Michele Arcangslo, Rastiglione, ltaly 9 pm

12 AUGUST Co
Mirko Ballico; Chiesa di S. Antonio Abate,
Brugaro, ltaly 9 pm
Gustav Leonhardt; Chiesa parrocchiale di
Magnano, Magnano, ltaly 9 pm

13 AUGUST
Aitor Olea Juaristi, with tfrumpet; Chiesa di
S. Sebastiano, Trivero/Bulliana, ltaly 9 pm
Gustav Leonhardt, harpsichord; Chiesa
romanica di San Secondo, Magnano, ltaly 8 pm

7 14 AUGUST

Sylvie Poirier & Philip Crozier; St. Vicelin,
Neuminster, Germany 5 pm

Bradley Hunter Welch; Charires Cathedral,
Chartres, France 3 pm

Ennio Cominetti; Chiesa di S. Antonio, Bor-
gosesia, ltaly 9 pm

David Berry; St. Paul's Anglican Church,
Esquimalt, BC, Canada 2 pm

15 AUGUST
Sylvie Poirier & Philip Crozier; Prop-
steikirche St. Nikolaus, Kiel, Germany 8 pm

16 AUGUST

Mark Batten; Leicester Cathedral, Leicester,
England 8 pm

Daniel Cook; Wesiminster Abbey, London,
England 7 pm

Yves-G. Préfontaine; Si. James United
Church, Montreal, QC, Canada 12:30 pm

17 AUGUST .

Stephen Farr; Norwich Cathedral, Norwich,
England 8 pm

Gordon Stewart;
Dorset, England 7:30 pm

Daniel Mouit; Grosverior Chapel, London,
England 7:30 pm

Andrew Scott; St. Margaret's, London, Eng-
land 7:30 pm

Christchurch  Priory,

18 AUGUST
Peter Dyke; Hereford Cathedral, Hereford,
England 7:30 pm

21 AUGUST ;
Michael Bonaventure; Westminster Abbey,
London, England 5:45 pm :
Geoffrey Thornburn; St. Paul’s Anglican
Church, Esquimalt, BC, Canada 2 pm

23 AUGUST

Robin Jackson & Maureen McAllister;
Leicester Cathedral, Leicester, England 8 pm~

Todd Wilson; Westminster Abbey, London,
England 7 pm )

Scott Bradford; St. James United Church,
Montreal, QC, Canada 12:30 pm

24 AUGUST

Kiyoshi Nakauchi; Minato Mirai Hall, Yoko-
hama, Japan 12:10 pm

John Pryer & Philip Smith; Alexandra
Palace, London, England 7:30 pm

27 AUGUST i
Felix Hell; Friedenskirche Eveking, Werdohli,
Germany 7 pm

28 AUGUST

Felix Hell; Johanneskirche am Nussberg,
Iserlohn, Germany 6 pm

Leon Charles; Westminster Abbey, London,
England 5:45 pm

Jonathan Holmes; All Saints Church, Black-
heath, England 5:30 pm

Tristan Rhodes; St. Paul’s Anglican Church,
Esquimalt, BC, Ganada 2 pm

29 AUGUST

Martin Setchell; Norwich Cathedral, Nor-
wich, England 11 am

Christopher Newton; St. Bartholomew’s,
Leeds, England 11 am

Philip Scriven; Liverpool Cathedral, Liver-
pool, England 11:15 am
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Nigel Ogden; Southwell Minster, Southweli,
England 3:30 pm

Alan Spedding; Beverley Minster, Beverley,
England 6 pm

30 AUGUST

Jonathan Gregory; Leicester Cathedral,
Leicester, England 8 pm

Erik Reinart; St. James United Church, Mon-
treal, QC, Canada 12:30 pm

Organ Recitals

DAVID BRIGGS, First Presbyterian
Church, Nashville, TN, March 7: Toccata
and Fuguein d, BWV 565, Bach; Mein junges
Leben hat ein End, Sweelinck; Fantaisie in
E-flat, Saint-Saéns; Improvisation: Triptique
Symphonique, Briggs; Solemn Prelude for the
Fallen, Elgar, arr. Atkins; Flight of the Bum-
blebee, Rimsky-Korsakoff, arr. Nagel; Tocca-
ta, Prokofiev, arr. Meyer; Psalm Prelude, Set
1, No. 1, Howells; Prelude and Fugue in G,
BWYV 541, Bach.

JOHN EGGERT, Concordia University,
St Paul, MN, March 13: Praeludium in g,
Tunder; Variations on Herr Jesu Christ, dic%z
zu uns wend, Bohm; Chromhorne sur la
taille, Dialogue surles grands jeux, Elevation
(Mass for the Convents), Couperin; Varia-
tions on What Wondrous Love Is This,
Eggert; Fantasie for Organ, Callahan; Christ
Is Arisen, Skaalen.

'JULIE M. FORD, The Cathedral of the
Holy Angels, Gary, IN, April 3: Sonata in f,
op. 65, no. 1, Mendelssohn; Miniature,
Langlais; Rejoice, Goemanne; Andante in F,
K. 616, Mozart; Preludium in C, BuxWV
136, Buxtehude; The Old Rugged Cross,
Wood; Kum ba Yah, Diemer; Soon I Will Be
Done, Taylor.

THOMAS FOSTER, St. James Episcopal
Church, Fairhope, AL, March 4: Livre
d’Orgue, DuMage; Minuetto, Scherzo (Dix
Piéces), Gigout; Prélude au Kyrie, Theme et
Variations (Hommage & Frescobaldi),
Langlais; Symphonie VI, op. 42, Widor.

MICHAEL GAGNE, Grace United
Methodist Church, Lake Bluff, IL, March 6:
Prelude in C, BWV 547, Bach; Four Flute
Clocks, Haydn; Jubilation Suite, Young; Toc-
cata, Peeters.

DAVID HERMAN, with {Lﬂie Nishimura,
piano, The University of Delaware, Newark,
DE, March 6: Concerto in F, op. 4, no. 3,
Handel; Concerto in G, S. 592, Bach; Sonata
in D, K. 288, Sonata in C, K. 255, Scarlatti;
Salve Regina (Four Marian Antiphons, op.
50), Routh; Victimae Paschali Laudes,
Phillips; Spitfire Prelude, Walton, arr. Mor-
rell; Duet Suite for organ and piano, Bédard;.
Meditation on Akatombo (Three Japanese
Sketches for Organ), Bovet; Toccata in G,
Dubois. i

SARAH MAHLER HUGHES, organ and
harpsichord, Ripon College, Ripon, WI,
March 16: Suite in a, Kerll; Partita on Was
Gott tut, das ist wohlgetan, Pachelbel; Toccata
and Fugue in F, BW% 540, Bach; Toccata and
Fugue in E, Kxebs; Gaitilla de mano izquierda,
Durén; Sonata in g, Lopez; Elevacion, Her-
nandez; Fuga sopra un soggetto, Bovet; Tocca-
ta on Nun §anket alle Gott, Hovland.

CALVERT JOHNSON, Arizona State
University, Tempe, AZ, March 20: Praeludi-
um und Fuga in C, BWV 545, Bach; Aus
tiefer Not schrei ich zu dir (Sechs Chorile,
op. 67, no. 3), Herzogenberg; Fugue in a-flaz,

00 8, Herzliebster Jesu (Elf” Choralvor-
spiele, op. 122, no. 2), Brahms; Fugue a 5 in
b-flat, Erschienen ist der herrlich® Tag,
Smyth; Sonate III, Hindemith; Passacaglia,
Copland; Praeludium und Fuge, op. 16, no.
2, 'C. Schumann; Prelude in F, Hensel;
Sonata in F, op. 65, no. 1, Mendelssohn.

VANCE HARPER JONES, with Bettsy
Curtis, Centenary United Methodist Church,
New Bern, NC, March 6: Prelude and Fugue
in e, Bruhns; Adagio, op. 57, no. 11, Rinck;
Prelude and Fugue in El;, BWYV 544, Bach;
Two Pieces for Organ Duet, Jordan; Love
Lifted Me, Pethel; Friends, Utterback; Blues
X, Sadowski; Kitten on the Keys, Confrey.

HERMAN JORDAAN, Evangelical
Lutheran Church, Frederick, MD, April 3:
Three Organ Pieces, Temmingh; Song of an
old woman in her hut at dawn (Afrika Hym-
nus), Grové; Choral No. 1 in E, Franck;
Naiades (24 Piéces de Fantasie, Suite IV, op.
55), Vierne; Zweite Sonata, op. 60, Reﬁer;
Etude de Concert (Douze Piéces Nouvelles,
op. 7), Bonnet.

ALAN MORRISON, First United
Methodist Church, Schenectady, NY, March
13: Toccata in F, BWV 540, Bach; Féte,
Langlais; Andante sostenuto (Symphony No.
9), Widor; Scherzo, op. 2, D &; Choral
No. 3, Franck; Suite for Organ, op. 70, Cres-
ton; Mountain Music, Stover; In Mystery and
Wonder, Locklair.

JOHN OBETZ, Southminster Presbyterian
Church, Prairie Village, XS, March 6: Sonata
in A, op. 65, no. 3, Mendelssohn; Two Dances
to. Agni Yavishta, Postlude for the Office of
Compline, Litanies, Alain; Mankind, Bewail
Thy Grievous Sins, Sheep May Safely Graze,
Bach; Verbum supernum prodiens, Kemner;
O God of Love (The Ghosts of Versailles),
Corigliano, arr. Dirksen; Choral No. 3, Franck.

GEOFF PAUTSCH, St. John of the Cross
Church, Western Springs, IL, March 20:
Toccata in e, Pachelbel; Toccata per Ueleva-
tione, Frescobaldi; Prelude in g, Bach; The
Prodigal Son (Three Gospel Scenes), Biery;
Priere & Notre-Dame (Suite Gothigue),
Bogllmann; Vater unser im Himmelreich,
Dupré, Bshm; Prayer (Tannhiuser), Wag-
ner; In der halle (i]es Bergkonigs (Suite 1,
Peer Gynt), Grieg; Lamento (Trois Piéces),
Barié; Introduction. and Toccata in G,
Walond; Adagio, Allegro assai vivace (Sonata
No. 1), Mendelssohn.
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WILLIAM PETERSON, College of the
Holy Cross, Worcester, MA, April 3: Toccata
super In te, Domine, speravi, Sc],?heidt; O Gott,
wir danken deiner Giit, Fuga in d, Jesus
Christus, unser Heiland, Scheidemann; Can-
zonetta, BuxWV 171, Praeludium in
BwxWYV 148, Buxtehude; Dies sind die heili-
gen zehen Gebot, BWV 678, Ach bleib bei
uns, Herr Jesu Christ, BWV 649, Fugue in E-
flat, BWV 552b, Bach.

- CHRISTA RAKICH & PETER SYKES,
Old West Church, Boston, MA, March 21:
Komm, heiliger Geist, Herre Gott, BWV 651,
Herr Jesu Christ, dich zu uns wend’, BWV 655,
Schmiicke dich, o liebe Seele, BWV 654, Nun
danket alle Gott, BWV 657, Von Gott will ich
nicht lassen, BWV 658, Komm, Gott Schépfer,
heiliger Geist, BWV 667, Nun komm’ der Hei-
den Heiland, BWV 659, 660, 661, Komm,
heiliger Geist, Herre Gott, BWV 651, Jesus
Christus unser Heiland, BWV 665, 666, Allein
Gott in der Hoh sei Ehr’, BWV 662, 663, 664,
An Wasserfliissen Babylon, BWV 653, O
Lamm Gottes, unschuldig, BWV 656, Bach.

DAVID SCHRADER, St. Giles Church,
Northbrook, IL, March 12: Ricercar in 3
Parts (Musicalisches Opfer, BWV 1079),
Bach; Overture in Messiah, Suite in E, Han-
del; Two Sonatas in C, K. 420 & 421, Scarlat-
ti; Concerto in A, BWV 1055, Bach, transcr.
Horton; Ricercar in 6 Parts (Musicalisches
Opfer, BWV 1079), Bach; Three Sonatas in D,
K. 490, 491, 492, Scarlatti; Fugue in G, G231,
Fugue in g, G264, Handel; Prelude and Fugue
ine B 543, Bach.

JANE PARKER-SMITH, Spivey Hall,
Morrow, GA, March 4: Morceau de Concert,
o];z. 24, Guilmant; Adorazione, Ravanello;
Sketches on Negro Spiritual Songs, Antalffy-
Zsiross; Elfes, Bonnet; Finale (Symphonie No.
7 in a, op. 42), Widor; Toccata, Lanquetuit;
Romance (Symphonie No. 4, op. 32), Vieme;
Szgﬁ)honic Poem Orpheus, Liszt, transcr.
Guillou; Scherzo Symphonique, Cocherean,
transcr. Filsell.

ERIK WM. SUTER, Madison Street
United Methodist Church, Clarksville, TN,
March 4: Improvisation sur le Te Deum,
Tournemire, arr. Duruflé; Aria, Manz; What
a Friend We Have in Jesus! (Gospel Pre-
ludes, Book 1), Bolcom; Impassioned (Three
Temperaments), Paulus; Beux Esquisses,
Dupré; Prelude and Fugue in C, BWV 547,
Bach; Mein junges Leben hat ein End, Sweel-
inck; Master Tallis’s Testament (Six Pieces
for Organ), Howells; Finale (Nedelni
Hudba), Eben.

RICHARD WEBSTER, The Presbyter-
ian Homes, Evanston, IL, March 28: Toccata
on O Filii et filiae, Farnam; Christ lag in
Todesbanden, BWV 695a, Bach, Telemann;
Saraband for the Morning of Easter, How-
ells; Moto Ostinato, Eben; Triptych for
Transfiguration, Webster.

BRADLEY HUNTER WELCH, Busch-
Reisinger Museum, Harvard University,
Cambridge, MA, March 13: Toccata and
Fugue in d, BWV 565, Bach; Tierce en taille
(Suite du deuxiéme ton), Guilain; Wachet
mzﬂ ruft uns die Stimme, BWV 645, Wo soll
ich flichen hin, BWV 646, Ach bleib bei uns,
Herr Jesu Christ, BWV 649, Bach; Nocturne,
Jig for the Feet (“Totentanz”) (Organbook
111), Albright; Ciacona in e, BuxV\g]V 160,
Buxtehude; Wer nur den lieben Gott lift
walten, BWV 647, Meine Seele erhebt den
Herren, BWV 648, Kommst du nun, Jesu vom
Himmel herunter auf Erden, BWV 650,
Bach; Variations on O laufet, ihr Hirten,
Drischner; Prelude and Fugue in D, BWV
532, Bach.

CAROL WILLIAMS, Trinity College,
Hartford, CT, March 15: Sonata No. 1, Hin-
demith; Dankpsalm, Reger; Variations on a
theme by Paganini for Pedals, Thalben-Ball;
Toccata, Paponaud; Ballet, Debussy,
transcr. Roques; Te Deum, Petite rapsodie
improvisée, Choral-Improvisation sur le
Victimae Paschali (Cing Improvisations),
Tournemire.

CLASSIFIED ADVERTISING

POSITIONS
AVAILABLE

MISCELLANEQUS

Tired of running your own business? Kiann
Organ Supply has an exceptional opportunity for
an experienced pipe organ technician/builder
with a knowledge of today’s solid state controi

- systems. Attractive salary and full benefits for the

right qualifications. Send résumé or

questions to philk@klann.com.

Join the Berghaus Organ Company as Assis-
tant Service Manager. In addition to organization-
al and administrative functions, this new position
requires extensive skills in tuning, service,
repairs, rebuilding and restoration. Additional
duties include inspections, sales and project
management. A minimum of five years technical
experlence and two years management experi-
ence are preferred. Salary and benefits commen-
surate with experience and ability. Berghaus
Organ offers a comprehensive benefit package
including paid vacation. Berghaus Organ Com-
pany, 2151 Madison Street, Bellwood, IL 60104.
Contact Gordon Bruns: 708/544-4052; e-mail
gbruns@berghausorgan.com,

Bedient Pipe Organ Co., Lincoln, NE is cur-
rently seeking a Service Technician, experienced
or willing to learn, 1o join our growing company.
Wages commensurate with experience, health
insurance, 401(k), and additional benefits. Please
call 402/420-7662 or e-mail pdi33@aol.com for
more details.

Experienced organ builder wanted willing to
work in all facets of organ building. Pipe making
apprentice also needed. Contact:
Hupalo & Repasky Pipe Organs, LLC, USA,
Telephone: 510/483-6905. Fax: 510/483-1125.
E-mail: jhhupalo@sbcglobal.net. Website:
www.hupaloorganpipe.com.

Visiting London? Bed and Breakfast accom-
modation available in large parish house min-
utes away from Westminster Abbey, the
Thames, St. James’s Park and the Under-
ground. Modern kitchen and laundry available.
For information write: St. Matthew’s House, 20
Great Peter Stireet, Westminster, London,
SWIP 2BU. Tel. 0171 222 3704, FAX 0171
233 0255, e-mail smw@Ilondon.com.

The Organist Entertained! Organists visiting
England may stay at Sarum College, situated
inside the walled Cathedral Close, Salisbury,
and use two new organs with mechanical
actions for private study. Options for lessons,
time on the Cathedral Father Willis organ, vis-
its to local sights. Excellent food, welcoming
staff. Website: www.sarum.ac.uk e-mail:
rcf@sarum.ac.uk Tel: +44 1722 424805.

Problem: Your company was
not listed in TAE DIAPASON
2005 Resource Directory.

Solution: Visit our website
<WWW.TheDiapason.com>
and from the upper left col-
umn select Supplier Login.

For more information,
contact Joyce Robinson,
847/391-1044,
<jrobinson@sgcmail.com>,

© Member APOBA

Indianapolis, IN 46204

HERMAIESTY QUIES TAZANETH 1
FIE DKGAN THRERS AXDBUTLOLS
ESTABLEIRD 1832

WALKER

I W WALKER & SONSLTD - BRANDON - SUFFOLK - IP27 ONF - ENGLAND
TELEPHONE: +44 {0) 1842 8102%6 -
USA TOLL FREE: 1 800 628 3275 -

FACSHMILE: +44 (0) 1842 813124
EMAIL: organs@jwwalker.co.uk

BERGHAUS ORGAN CO.
2151 Madison Street, Bellwood, IL 60104
phone 708-544-4052  fax 708 544-4058
email.dmcdleary@berghansorgan.com berghansorgan.com

LevsEN

ORGAN COMPANY

ISO « OHS « AIO » AGO
Website: htip:Henaw LevsenOrg.com/
emall: LevsenCrg@ACL.com

P.O.BOX 542 - BUFFALO, 1OWA 52728 « §00-397-1242

NicHOLS & SIMPSON, INC.
QRGANBUILDERS
?. 0. BOX 7375
LITTLE ROCK, AR 72217
501-661-0197

SEPE NICROLS WAYNE B. SIMPSOK, 10

o T T s e T

J.E. NORDLIE COMPANY

PIPE ORGAN BUILDERS

: 825 504 South Charlptie Avenue « Sioux Falls, SO 57103-2612
{605)335-3336  (BOOY456-0834  Fax (605} 334-8843

ilaitnordlie.com h

htip:/f jfnordlie.com

OrcaN BUILDERS, INC.
3020 East Orympic Brvp.
Los AnGeLES, CALIFORNIA 90023
323-262-9253

EST. 1930

SCHLICKER

www,schlickérergans.com
605-255-4787

TAYLOR & BOODY
ORGANBUILDERS
*

George K, Taylor  John #. Boody

& Hewitt Road Phone: 340-886-3583
Starnton, ¥4 24401 Fax:  540-886-3584

. e-mail: organs @aviorandboody.com
website: wwwataylorandboody.com

WAH}L ORGANBﬁLLDERs

320 N. DURKEE 87. — APPLETON, WI 54911
WAHL@ATHENET.NET ~ 920.749.9633
WWW.WAHLORGANBUILDERS.COM

CLASSIFIED
ADVERTISING
RATES

Regular classified advertising is single para-
graph *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 adver-
tisement.

Regular Claésified, per word $ .80
Regular Classified minimum 16.00
Display Classified, per word 1.20
Display Classified minimum 25.00
Additional o above charges:-

Box Service (mail forwarding) 8.00

NOTE: Orders for classified advertising
must be accompanied by payment in full
for the month(s) specified. Orders wiil be
accepted for one, two, three, four, five, or
six months in advance.

Non-subscribers wanting single copies of the
issue in which their advertisement appears
should include $3.00 per issue desired with
thelr payment.

The Diapason reserves the right 1o desig-
nate appropriate classification to advertise-
ments, and to reject the insertion of advertis-
ing deemed inappropriate to this magazine.

TH E D IA PASO N + 380 E. NORTHWEST HIGHWAY, SUITE 200 « DES PLAINES, iL 60016

Insert the advertisement shown below or enclosed in the Classified Advertising

section of THE DIAPASON for the following lssuefs):

PAYMENT MUST ACCOMPANY ORDER

Category {1 Reqular [ Boldface

Ad Copy

Name Phone
Address Total Enclosed
City/State Zip N Date Sent

JULY, 2005
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CLASSIFIED ADVERTISING

Classified Advertising Rates
will be found on page 29.

PUBLICATIONS/
RECORDINGS

PUBLICATIONS/
RECORDINGS

PIANOFORTE )
FOR SALE

PIPE ORGANS
FOR SALE

Organ Music Reprints and Organ CDs.
“Decadent” a specialty! American, Romantic,
transcriptions,  Ketélbey, Buck, Thayer,
Mendelssohn. Original size, highest quality.
Biographical and  performance notes.
michaelsmusicservice.com. 704/567-1066.

Historic Organ Surveys on CD: recorded dur-
ing national conventions of the Organ Historical
Society. Each set includes photographs, stop-
lists, and histories. As many organists as organs
and repertoire from the usual fo the unknown,
Arne to Zundel, often in exceptional perfor-
mances on beautiful organs. Each set includes
many hymns sung by 200-400 musicians. His-
toric  Organs of Louisville (western
Kentucky/eastern Indiana) 32 organs on 4 CDs,
$29.95. Historic Organs of Maine 39 organs on 4
CDs, $29.95. Historic Organs of Baltimore 30
organs on 4 GDs, $29.95. Historic Organs of Mil-
waukee 25 organs in Wisconsin on 2 CDs,
$19.98. Historic Organs of New Orleans 17
organs in the Bayous to Naichez on 2 CDs,
$19.98. Historic Organs of San Francisco 20
organs on' 2 CDs, $19.98. Add $2.50 shipping in
US per entire order from OHS, Box 26811, Rich-
mond, VA 23261, by telephone with Visa or Mas-
terCard 804/353-9226; FAX 804/353-9266.

OHS Catalog 2005 of organ and theatre organ
CDs, books, sheet music, DVDs, and VHS
videos. 104 illusirated pages in black and red
ink, free. Mailed gratis upon request to Organ
Historical Society, P.O. Box 26811, Richmond,
VA 23261, or request the printed catalog at
www.ohscatalog.org.

Aging of Organ Leather by Harley Piltingsrud
tells how to test and select leathers for longevi-
ty of 60 years or more in organs. Also, other
aspects of leather production and the hlstory of
testing for longevity. New 48-page edition in
1994, $9.95 + $2.50 per entire order for ship-
ping in U.S. Published by Organ Historical Soci-
ety, Box 26811, Richmond, VA 23261.
804/353-9226 by telephone with Visa or Master-
Card. FAX 804/353-9266.

Reflections: 1947-1997, The Organ Depart-
ment, School of Music, The University of Michi-
gan, edited by Marilyn Mason & Margarete
Thomsen; dedicated to the memory of Albert

Stanley, Earl V. Moore, and Palmer Christian. -

Includes an informal history-memoir of the
organ department with papers by 12 current and
former faculty and students; 11 scholarly arti-
cles; reminiscences and testimonials by gradu-
ates of the department; 12 appendices, and a
CD recording, “Marilyn Mason -in Recital,”
recorded at the National Shrine of the Immacu-

late Conception in Washington, DC. $50 from

The University of Michigan, Prof. Marilyn
Mason, Schooi of Music, Ann Arbor, M 48109-
2085; or the Organ Literature Foundation,
781/848-1388.

CD Recording, “In memoriam Mark Buxton
(1961-1996).” Recorded at Eglise Notre-Dame de
France in Leicester Square, London, between
1987 and 1996. Works of Callahan, Widor,
Grunewald, Salome, Ropariz, and Boélmann,
along with Buxton’s improvisations. $15 postpaid:
Sandy Buxton, 10 Beachview Crescent, Toronto
ON M4E 213 Canada 416/699-5387, FAX
416/964-2492; e-mail hannibal@idirect.com.

HARPSICHORDS/
CLAVICHORDS

Harpsichords from the workshop of
Knight Vernon. Authentic replicas of historic
instruments carefully made and elegantly
decorated. 8201 Keystone, Skokie, IL 60076.
Telephone 847/679-2809.  Web site:
www.vernonharpsichords.mykeyboard.com

Request a free sample issue of
The Diapason for a student, friend, or col-
league. Write o the Editor, The Diapason, 380

. E. Northwest Hwy., Suite 200, Des Plaines, IL

60016-2282; or e-mail: jputera@sgcmail.com.

Brown and Allen/Boston square grand
planoforte. 73 keys. Very good condition. Best
offer. Nelson, 847/367-5102 or 312/304-5287.

PIPE ORGANS
FOR SALE

Rudolf Janke 1984 2-manual and pedal,
11-stop tracker organ. Will fit under an 8’ ceiling.
For pictures, dimensions and stoplist please
see: www.ebay.com. In “search” box type
7323529741 or contact:robertchurchill@aol.com.

College 8-rank pipe organ, 20 miles from
the University of Michigan. 248/471-151 “or
586/202-9960.

Two-manual pipe organ, 15 ranks, 25 siops,
Trompette En Chamade. Rebuilt 1988. New
windchests, Digital Control System. Can be
seen, played. For additional information contact
St. Patrick's Church, Fremont, NE;
402/721-6611 or okorte@yahoo.com or Levsen
Organ Company, 563/381-1242 or
LevsenOrg@aol.com. Owner reserves the right
to reject any or all bids. Buyer responsible for
removal.

1860 Wm. A. Johnson 1/8, including 12-note
16" Subbass. Meticulously restored $39,500;
Pedal extension optional. Details: Andrew Smith

Pipe Organs, 522 East Rd., Cornish, NH 03745. -

603/542-8316; aesmith1 @earthlink.net.

Wahl two-stop, two-manual and pedal
practice organ available in June. Solid
cherry casework. Contact 920/749-9633 or
www.wahlorganbuilders.com for details.

Two-manual and pedal 9-rank organ; modern
mechanical key action; nineteenth-century
pipes and chests. Partially completed in resi-
dence. Best offer. Phone 781/235-9472; e-mail
cmsteinmetz@verizon.net for details.

Wicks complete pipe organ, $5,500.
Also - miscellaneous organ pipes and parts.
586/202-9960.

Twenty-nine rank, electro-pneumatic action
organ. Three manuals and pedal. Unknown
builder(s). 11 great, 9 swell, 7 choir, 2 pedal
ranks, unified to 36 siops. P&S keyboards,
Psterson electronics. Available April, 2005.
Christ Episcopal Church, Exeter, New Hamp-
shire. 603/772-3332, Christex@rcn.com.

1890 C.S. Haskell (successors to H.L. Roo-
sevell) Opus #100-3 manuals, 30 stops, 34
ranks. Freestanding case with two full-length
speaking 16’ facades. 18’ W by 9'6” D by 25-26’
tall. Electric action on slider windchests. Quality
renovation includes new movabie electric
drawknob console, muitiple memory levels and
most standard console appointments. Installa-
tion is available fo the continental United States.
For pictures and additional information please click
to: htip/Awww.pjmorgans.com/Haskellspecs.html
or contact Patrick J. Murphy & Associates, inc.
Organbuilders, 610/970-9817.

ELECTRONIC ORGANS
FOR SALE

Allen Digital Organ 600 Series—2-manual, full
AGO pedalboard, 38 tab stops, foe studs, addi-
tional voices card reader, bench, speakers
Walnut finish, excellent condition. Asklng $4500
or best offer. Call 585/924-5192 or e-mail
stjohnsvictor@juno.com.

REED ORGANS
FOR SALE

Mason and Hamlin reed organ, 10 stops plus
forte stop and octave coupler, with bench.
Excellent condition. Best offer. Nelson,
847/367-5102 or 312/304-5287.

DRGAN
SUrriy

MDUSTRIES

A vital part of American Organ Building,
providing quality pipe organ supplies.
P.O. Box 8325  Erie, PA 16505 » 814-835-2244

GLUCKNEWYORK

ORGANBUILDERS

170 Park Row, Suite 204
New York, NY 10038

212.608.5651
www.glucknewyork.com

| Plaines, Il 80016-2282; ph 847/391-

Attention organbuilders: for infor-
mation on sponsoring a color cover
in THE DiaPaSON, contact Jerome
Butera, Editor, THE DiaPASON, 380 E.
Northwest Hwy., Suite 200, Des

1045; fax 847/390-0408.

Send a copy of THe Diapason to a friend: Editor,
ThE Diaeason, 380 E. Northwest Hwy ., Des

Plaines, IL. 60016; or fax 847/390-0408.

For Sale This Space

For advertising information contact:
The Diapason
380 E. Northwest Hwy.
Des Plaines, IL 60016-2282
or Fax 847/390-0408

Fine Mechanical Action Organs

Telephone 888-ORGAN CO
www.andoverorgan.com

ARNDT ORGAN SUPPLY CO.
1018 Lorenz Dr. PO Box 129 Ankeny, 1A 50021-0129
Phone/Fax (515} 964-1274
Engraving - Blowers - Tremolos - Swell Pedals

Solid State & C Control Syst

* #? Fenris
éjﬁip@ Organ, Inc.

Pipe Organ Company
PO. Box 353 » Croton, Ohic 43013

m Muller
|

816 E. VICKERY BLVD,
FORT WORTH, TX 76104
{817) 332-29853

MEMBER . INTERNATIONAL SCCETY
OF ORGANBUILDERS . ASSOCIATED
FIFE CRGAM BURDERS OF AMERICA

Pipe Organs and Supplies " . =
Send 57.50 today (U.S.A.) for our catalog. 9310 Dodd Road = Kilkenny, Minnesota 56062 i 800-543-0167
~Quality Since 1966" (607) 334-2277 woww. MullerPipeOrgan.com
ORGAN BUILDING/RESTORATION % . Schl gt er BPBEILILS
£y . -
New
P L . CAST BRONZE BELLS - CHIMES )
T R RENCH & CO 5 e rﬁ i m 3 AMERICAN

RACINE, WIS. 53403
1405 SIXTEENTH ST. » 262/633-9566

New Organ Sales » Rebuilding and Additions
Maintenance and Tuning

Box 838, Lithonla, Georgia 30058 « (770) 482-4845 }

RENAISSANCE

CARILLON

%“wb\ E 3!
i Established 1795 1-800-544-8820

www.vanbergen.com # e-mail: van@vanbergen.com

Fnown for Quality

Manufacturer of Organparts:
'TTC HEUSS KG
PO Box 1162, 35419 LICH Germany

Phone 0049 - 20;6404-91

Fax 0049 - (0)6404-9169- 50

P heuss

ORGELTEILE
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Classified Advertising Rates
will be found on page 29.

MISCELLANEOUS
FOR SALE

MISCELLANEOUS
FOR SALE

SERVICES/
SUPPLIES

SERVICES/
SUPPLIES

Used organ consoles: 2M Wicks DK, all
electric, 1960; 2M Reisner SK, all electric, 1968;
2M OSI|/Durst SK, all electric, 1945; 3M Austin,
SK, all electric, 1945; 2M Schoebler walnut
(knock-down/never used) complete w/pedals,
SK; complete 2M Wicks 7-rank organ console,
blower, rectifier, chests, pipes and swell
shades—in excellent condition. Delivery/instal-
lation available. Levsen Organ Company,
P.0. Box 542, Buffalo, |IA 52728, 800/397-1242,
LevsenOrg@aol.com.

Two piano, organ and harpsichord tuning
computers, with registered copy of
TUNELAB97 installed on Toshiba pentium
laptops, in excellent condition and dedicated
to running this tuning software. These laptops
are small enough to fit on top of an upright
piano or in a chair beside the harpsichord.
They do need to be plugged in because com-
puter batteries can't be guaranteed to work all
that long, so it is best to plug in laptops for tun-
ing. These are small screen laptops. One is a
Toshiba T4900CT and costs $380 complete
with software and operating system, ready to
go. The other is a more -compact Toshiba
Portege 610 and costs $480 complete with
software and operating system, ready to go.
There are no CD players as they are not need-
ed for tuning or ioading software. They have
network cards to connect with a desktop com-
puter. This tuning program is very easy to use
and features programmable historical tem-
peraments. | am including my Excel spread-
sheets with aural and electronic tuning graphs
which show how to tune each interval by ear
as well as with the machine. These graphs
also show the progression of major thirds
around the circle of fifths, for each tempera-
ment. This gives real insight into the tuning
process. and results that will be obtained with
each temperament.These laptops work like a
charm and are very clean. Packing, shipping
and insurance are $20.00 to any location in
the USA. No overseas shipping, please.
Check out TuneLab97 at www.tunelab-
world.com. It is a great program, very precise
and fun to use. Call the Reed Doctor at
604/946 3952, or write Herb Huestis at #1502
— 1574 Gulf Road, Point Roberts, WA 98281.
www.mdi.ca/hhuestis

Organ Supply accordion-type shade action,
$150. D.E. windchest for 8" Trumpet, 78" x 7
1/2", $350. Reisner and Klann (pre-plastic)
relays and combo actions. Pipes and other
parts available. Inquiries or information; e-mail
orgnbldr@comcat.com. Phons 215/788 3423
or 215/353-0286.

Atlantic City Pipe Organ Company—
C.S. Haskell turn of the century: 16’ Bourdon,
Lieblich Gedeckt, 10 1/3' Quint, (5 2/3' pre-
pared for) on a 4’rank 30-note slider chest with
new pull-downs; very good condition, $1,800
OBO. Older style (1970s) Reisner 601 DE mag-
nets, $2 each. 25-note Class A Deagan chimes,
A 440, no action; bottom 9 notes of E.M. Skin-
ner 16' Pedal Gemshorn, Principals, flutes,
strings, and much more. For more info visit
http://mywebpages.comcast.net/acorgan.
E-mail: acorgan@comcast.net. Phone
609/641-9422.

Organ Pipe Novelty ltems while they last—
organ pipes: Bassoon, English Horn, Princi-
pal, Open Flute (wide scale), Bourdon,
Nason Flute, Rohr Schalmei, Clarinet,
Musette. Various lengths, from 12" to 20".
Can be mounted in oak and mahogany dis-
play stand, perfect for gifts for organists and
organ enthusiasts or pipe organ committee
“seminars.” Each pipe + display stand for
$79 including shipping and packing for safe
arrival anywhere in the U.S. No overseas
orders, please! Canada, $10 more (US
$89). Pictures available by email. Contact
“THE REED DOCTOR” Herb Huestis,
#1502—1574 Gulf Road, Point Roberts, WA
98281. Paypal to: hhuestis@mdi.ca, checks
and money orders accepted. Remember,
specify which type of pipe you want! Check
to make sure items are in current stock.
They are going fast!

Redesigned Austin pneumatic action with-
out horseshoe magnets and little primas.
Organ & Electron. Engineer, 125 Meeting
House Rd., Southern Pines, NC 28387.
910/693-1775.

Columbia Organ Leathers sells the finest
leathers available for organ use. We sell pre-
punched pouches and pre-assembled pouches,
and we specialize in custom releathering ser-
vices. Call foday for a catalogue. 800/423-7003
or e-mail: darlene @columbiaorgan.com.

Tuning with your laptop—Send $5 for a CD-
ROM that features articles on temperaments,
tuning, and reed pipe construction.
Contact: www.mdi.ca/hhuestis or e-mail:
hhuestis@mdi.ca. Herbert L. Huestis, 1574 Gulf
Rd., #1502, Pt. Roberts, WA 98281. Phone
604/946-3952.

Highest quality organ control systems since
1989. Whether just a pipe relay, combination
action or complete control system, all parts are
compatible. Intelligent design, competitive pric-
ing, custom software to meet all of your require-
ments. For more information call Westacott
Organ Systems, 215/353-0286, or e-mail
orgnbldr@comcat.com.

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

Top Quality Releathering. Pouch rails, pri-
maries, reservoirs and any other pneumatic
action. Removal and installation service avaii-
able. Full warranty. Skinner, Casavant and
Kimball specialty. Spencer Organ Company,
Ine. Call, Fax or visit our website for quotation
and information. 781/893-7624 Voice/Fax,
www.spencerorgan.com.

RELEATHERING: also Pipe Organ Rebuild-
ing, Repair and Maintenance Service in New
England area. Years of experience, fine work-
manship. Reading Organ Works, A. Richard
Hunter, P.O. .Box 267, 1324 Vermont Route
106, Reading,” VT 05062. 802/484-1275.
E-mail hunters@sover.net.

Austin actions recovered. Over 30 vyears
experience. Units thoroughly tested and fully
guaranteed. Please call or e-mail for quotes.
Technical assistance available. Foley-Baker,
Inc., 42 N. River Road, Tolland, CT 06084.
Phone 1-800/621-2624. FAX 860/870-7571.
foleybaker@snet.net.

ALL REPLIES
TO BOX NUMBERS
that appear
without an address
should be sent to:

THE DIAPASON
380 E. Northwest Hwy., Suite 200
Des Plaines, IL 60016-2282

Flue pipes in metal and wood—Mixtures
and upperwork are available from stock or
specify custom orders o meet your exact
requirements. Tuning Sleeves with
flare-Order complete sets ready to install
or bulk quantities in each diameter. These
sleeves are guaranteed to fit and will not
tarnish or corrode. For excellent quality,
great pricing and timely delivery contact:
International Organ Supply, P.O. Box 401,
Riverside, IL 60546. 800/660-6360. FAX
708/447-0702.

Postal regulations require that mail
to THE DiAPAsON include a suite num-
ber fo assure delivery. Please send
all correspondence to: THE DiAPA-
soN, 380 E. Northwest Hwy., Suite
200, Des Piaines, IL 60016-2282.

Harris Drecision Produet

Builders of high quality
Pipe Organ Components

7047 8. Comstock Avenue, Whittier, California 90602 U.S.A. ® (562) 693-3442

David €. Harris, Member: Interpational Society of Organ Builders, American Institute of Organ Builders. Associated Pipe Organ Builders of America

HAGERSTOWN
ORGAN COMPANY,

New » Rebuilding « Solid-State Updating
Mausicel Instriement Digital Interface (MIDE) Systems

INC

P.O. Box 945 « 901 Pope Avenue « Hagerstown, Maryland 21740
(361) 797-4309

REPAIRING

TUNING

R. W. KURTZ ORGAN CO.
CONSULTANT SPECIALISTS ON PIPE ORGAN REBUILDING
P.O. Box 32, Woodstown, N.J. 08098 « 856/769-2883
Fax 856/769-0025 e-mail: kurtz2@comcast.net

ADDITIONS

J.H. & C. S.

Odell

East Hampton, Connecticut « 860-365-0552
visit us on the web: Www.odellorgans.com

Members, American Institute of Organbuilders

Find the products
and services you're
looking for at
TheDiapason.com

H.W. DEMARSE

518-761-0239
2Zenus Dr., Queensbury, NY 12804-193¢

Norman A. Greenwood

“Three Generations at Organ Building”
CHARLOTTE, NORTH CAROLINA 28218

GUZOWSKI & STEPPE

ORGEGANBUILDERS 1 NC

NEW INSTRUMENTS

REBUILDS - ADDITIONS

. TUNING & SERVICE
1070 N.E. 48th Court

Hefois & Hitchrock, Jnc.
Pipe Organ Builders Since 1915

10153 Bacon Dr.
Beltsville, MD 26705

CHARLES W. MCMANIS

In Memoriam

& ASSOCIATES, INC.
ORGANBUILDERS

300 Old Reading Pike»Suite 1D *Stowe, PA. 19464
6109709817 «610970.9297 fax
PMusphy129@acl.com * www.pimorgans.com

i OFFICE & SHOP
£.0. BOX 547 »168 BARR AVE.
» BOWDON, GA 30108

MICHAEL PROSCIA
ORGANBUILDER, Inc.

(770) 258-3388

57 N\

gczc’yues cSz‘méens ;

Organpnpes smce 1914

-

Yourvpe_l"sqnalvy‘v}shes are.if good hands i

Antontaan 8. i Tel#3130-6913827 " infs ,
NL = 3701 VE Zeist Fax+3130-6920620 1  wwwistinkens.nl

JULY, 2005

W. Zimmer & Sons

pipe organ builders

P.O. Box 520
Pineville, NC 28134

(803) 547-2073

PO. Box 18 March 17, 1913-December 3, 2004
X 18254 fax ;%ggg:gg; g gy{.}l\i}g&?gg;{.ﬁ, FL.33334 1-800, /9 5 Z‘PHJE Py €]
Partrick ). MURPHY A PROSCIA ORGANS | [~~~ - r-r-rromrmmrrmmommmmom e T SmmTemmss Smmemssssss-=TET

380 NORTHWEST HIGHWAY, SUITE 200 « DES PLAINES, IL 60016

1 NEW SUBSCRIBER
Name O RENEWAL
ENCLOSED IS
Sireet ] $65.00—3 years
City [1$35.00—1 year
State Zip Foreign subscriptions

on new subscriptions

Please allow four weeks for delivery of first issue

0 $80.00—3 years
0 $60.00—2 years

i

|

(1 $50.00—2 years ;
|

1 $45.00—1 year %
P |




Karen McFarlane Artists
2385 Fenwood Road, Cleveland, OH 44118
Toll Free: 1-866-721-9095 Phone: 216-397-3345 Fax: 216-397-7716

E-mail: john@concertorganists.com karen@concertorganists.com
Web Site: www.concertorganists.com

|
Yoon-mi Lim

AGO National
Competition Winner
Available 2004-2006

George Baker Diane Meredith Belcher ~ Guy Bovet* Stephen Cleobury* Douglas Cleveland Ken Cowan

Thierry Escaich*  David Goode* Gerre Hancock

Vincent Dubois
Calgary 2002 Recital
Gold Medal Winner

Joan Lippincott Alan Morrison

Ldszl0 Fassang

Calgary 2002

. Improvisation

Simon Preston George Ritchie Gold Medal Winner

Grand Prix de Chartres,
2004

CHOIRS AVAILABLE

The Choir of Saint Thomas
Church, NY
John Scott, Director
February, 2006

Daniel Roth* Thomas Trotter* John Weaver
The Choir of St. John's College,
Cambridge, UK
David Hill, Director

March 22 - April 1, 2006

WEB SITE: The Choir of Westminster

www.concertorganists.com ,, Sher o

October, 2006

S

Gillian Weir* Todd Wilson Christopher Young *=European artists available
2005-20006






