
THE 
DIAPASON 

JULY, 2009 

Fairmount Presbyterian Church 
Memorial Chapel 

, ~!fr , Cleveland Heights, Ohio 
- • Cover feature on pages 30-31 



star in the organ world" ( Choir & Organ 2009) 

the sheer beauty ... you will no doubt become a 
listenin to this recording." ( The Dia ason 2009) 
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Letters to the Editor 

First Presbyterian, New York City 
Sebastian Gli.ick's well-written atticle 

about his new instrument for the First 
Presbyterian Church in New York City, 
featured on the cover of the May 2009 
issue, was most interesting and informa
tive. I thoroughly enjoyed-reading it and 
learned some interesting things! 

There is, however, a factual error in 
the seventh paragraph of the article in 
which Mr. Gfi.ick refers to Robert Baker 
as " ... then (italics mine) organist and 
choirmaster of the church." In fact, Dr. 
Baker was organist/choirmaster at two 
other prominent houses of worship 
in New York City in the early 1960s: 
Temple Ernanu-el and Fifth Avenue 
Presbyterian Church. He began his ten
ure at Temple Emanu-el in 1945 and at 
Fifth Avenue Presbyterian Church in 
1953. After the death of Hugh Porter, 
Director of the School of Sacred Mu
sic (now defunct) at Union Theological 
Seminaiy in New York City in 1961, Dr. 
Baker was asked to succeed Dr. Porter, 
which he did, but not without mixed 
emotions. Dr. Baker had to relinquish 
his positions at both Temple Ernanu-el 
and Fifth Avenue Presbyterian in order 
to free up the necessa1y time required 
by his new responsibilities. 

The organist/choirmaster of First 
Presbyterian Church during the time 
period referenced in Mr. Gli.ick's a1ticle 
was actually John Huston, who served 
from 1956 until his sudden and prema
ture death April 6, 1975. Mr. Huston, at 
the time of his death, was also organist/ 
choirmaster at Temple Emanu-el, where 
he had succeeded Dr. Baker in 1962. Dr. 
Baker then succeeded John Huston as 
organist/choirmaster of First Presbyteri
an in 1975, retiring in 1988. Mr. Huston 
and Dr. Baker were very good friends for 
all the years they served· with such dis
tinction in New York City and consulted 
with each other on the design of the Aus
tin organ, Opus 2048, dedicated in 1965 
that Mr. Gli.ick references. 

The fact that my wife was one of Mr. 
Huston's students and played her master's 
degree recital at First Presbyterian in 
the early spring of 1966 on the then-new 
Austin p1ior to our graduation in May the 

same year from Union, is what drew my 
attention to the error in the mticle. 

My sources for this information, other 
than personal memory: The American 
Organist, August 1993 (page 50), "An 
Interview witf1 Robert Baker," by Peter 
Nikiforuk; THE DIAPASON, A_pril 2005 
(page 23), "In Memoriam Robert Bak
er," by Thomas Murray (written after 
Dr. Baker's death in Janumy of 2005); 
THE DIAPASON, March 2005 (page 8), 
Robert Baker's obituary; and THE DIA
PASON, May 1975 (page 19), John Hus
ton's obitua1y. 

Bruce P. Bengtson, SMM, AAGO 
Organist, Christ Episcopal Church 

Reading, Pennsylvania 

The organist and choirmaster responds 
John HustoT.1 was indeed organist and 

choirmaster of First Church at the time, 
not Robert Baker as stated in the article. 
To further clarify the chronology, John 
Huston was organist from Janumy 1957 
until his untimely death in 1975, and was 
only the third organist in the histo1y of 
this historic congregation. The Austin 
organ was installed in 1964. Robe1t S. 
Bal<er was organist of the church from 
1975 until his retirement in 1988. An
other historical correction must be made 
to the article, which states that the pres
ent church building was dedicated in 
1849. The actual year of the dedication 
was 1846. 

William F. Entriken, D.M.A. 
Organist and Choirmaster 

First Presbyterian Church in the City 
of New York 

Washington Cathedral 
Re8arding my article, "Paul Callaway, 

Roy I eny and the Washington Cathe
dral Organ-A Histo1y and Memoir" 
(THE DIAPASON, May 2009, pp. 26-33), 
I am grateful to Mr. Samuel Lam of Ho
nolulu for pointing out to me that the 
sole location in that city of the unusual 
Harmonic Spitzflote, to which I referred 
in my note #17, is to be found in Aeo
lian-Skinner Opus #1452 in the Central 
Union Church, not Opus #1429 in the 
Kawaiahao Church. 

Neal Campbell 

No portion of t:he cont en l's of this issue may be reproduced in any fo1m without the specific written permission He re & The re 
of the Editor, except that libraries are authorized to make photocopies of the material contained herein for the 
pm1>osc of course reserve reading al the rate of one copy for every fifteen students. Such copies may be reused for 
other courses or for the same course offered subscqucnl.ly. 

Editor's Notebook 

Success stories 
Each month, there are many success 

st01ies in the pages of THE DIAPASON. 
The repo1ts of new organ installations, 
rebuilds, renovations, and restorations 
give testimony t9 _the importance and 
permanence of the pipe organ in our 
culture. Even in these days of economic 
challenges, the success sto1ies continue. 

In May I had the pleasure of attending 
the rededication festivities of the Aeolian 
organ at the Stan Hywet Hall & Gardens 
in Akron, Ohio. The organ dates from 
1915 and was installed in the music room 
of the 65,000 square foot Tudor mansion 
of F. A. and Gertrude Seiberling. Susan 
Van Vorst, V.P. of fond development, 
raised almost half a million dollars to re
store the organ and provide a rnaintenace 
fund. And this happened in difficult eco
nomic times. Schantz Oraan Company 
did the restoration. Todd Wilson played 
the rededication recital three times on 
Sunday, May 17, to capacity crowds, and 
Tim Mann of Schantz presented a slide 
show documentina the restoration. Visi
tors could to~r the ~,ome and the groun?s 
before and after the conceits, making for 
a festive and memorable event. Plans are 
unde1way for a continuing series of pro
ararns. Here the vision and passion of a 
~edicated group of individuals was able 
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to engage the support of many to make a 
dream come true. 

This issue features the restoration by 
Letourneau of the Aeolian-Skinner Opus 
1257 at Winthrop University in Rock 
Hill, South Carolina. This significant G. 
Donald Hanison org_an from 1955 was 
remarkably unalterea, and still played 
and loved by man_y. The vision ofDavid 
Lowry and a small group of leaders led 
to widespread financial support for the 
restoration_project. And this, too, was ac
complished during hard economic times. 
The university will celebrate the project 
with a festival weekend August 13-16. 

Another stmy is in process for later 
publication, that of the rescue and res
toration of a Carl Barckhoff organ from 
1899. The organ now resides in the Ke
weenaw Heritage Center (formerly St. 
Anne's Church) in Calumet, Michigan. 
Ambiti_<?us fund raising and much voiun
teer effort went into the project, which 
was completed in ;une by the Lauck 
Organ Company o Otsego, Michigan. 
Watch for the aiticle documenting the 
project in the next month or so. 

We continue to celebrate the pipe or
gan and its place in our culture. 

-Jerome Butera 
847/391-1045 

jbu.tera@sgcma-il.com 

Weil Sawyer, Tim Spelbring, Ahreum Han, Tom Sheehan, Stephen Harouff, and 
Jared Ostermann 

The finals of the 2009 Arthur Poister 
Scholarship Competition in Organ 
Playing were held on March 28 at St. 
Paul's Episcopal Cathedral in Syracuse, 
New York. First place award went to 
Torn Sheehan, a student of Ken Cowan 
at Westminster Choir College; he will 
present a recital at Syracuse University, 
Crouse College, in the fall. Second place 
award went to Ahreurn Han, a master's 
student of Thomas Murray at Yale Uni
versity; she will present a recital at Hen
dricks Chapel, Syracuse University, in 
spring 2010. 

Otl1er contestants were Tim Spelbring, 

a DMA student of Dana Robinson at the 
University of Illinois; Stephen Harouff, 
a master's student of Jolm Walker at 
the Peabody Institute; Weil Sawyer, a 
student of Colin Andrews at East Caro
lina University; and Tared Ostermann, a 
.master's student of Craig Cramer at the 
University of Notre Dame in Indiana. 

Judges for the finals were Judy Cong
don of Houghton College, Roland Mar
tin of the State University of New York 
at Buffalo, and Kola Owolabi from Syra
cuse University. Judges for the prelirni
naties were Bonnie Beth Derby, Allison 
Evans Hemy, and Glenn Kime. 
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Christ Episcopal Church, Roanoke, 
Virginia, presents its 2009 summer fes
tival of organ music on Tuesdays at 7:30 
pm: [uly 7, Robert Delcam_p; 7/14, Mi
chae Kleinschmidt; 7/21, Claudia Dum
schat; 7/28, Thomas Baugh. For infor
mation: 540/343-0159; 
<www.christchurchroanoke.org>. 

The Shrine of Our Lady of Gua
dalupe, La Crosse, Wisconsin, contin
ues its organ recital series: July 12, Dan
iel Laginya; 7/26, H. Ricardo Ramirez; 
August 9, Bruce Bengtson; 8/23, Ran
dolph Lyden. The series celebrates the 
shrine's new three-manual, 54-rank No
ack organ (see THE DIAPASON, October 
2008). For information: 608/782-5440; 
<www.guadalupeshrine.org>. 

The Cathedral of St. Mary of the 
Assumption, San Francisco, California, 
continues its recital series on Sundays at 
3:30 pm: July 12, Karen Beaumont; 7/19, 
Louis Perazza; August 2, Stephen Lind; 
8/16, Emma Lou Diemer; 8/23, Lenore 
Alford; 8/30, Christoph Tietze (Mendels
sohn, Sonatas 2 and 4). For information: 
<www.stmarycathedralsf.org>. 

First Parish Church, UCC in 
Brunswick, Maine, announces its 24th 
annual Summer Organ Concert Series. 
Begi.!1ning Tuesday, July 14, and continu
ing through August 18, this series of six 
weekly noontime concerts will feature 
local and nationally known organists. All 
concerts will be on the church's 1883 
Hutchings, Plaisted & Company pipe or
gan, which was recently restored Ey the 
Andover Organ Company of Methuen, 
Massachusetts. Concerts begin at 12:10 
pm and will last approximately 40 min
utes: July 14, Ray Cornils; 7/21, Harold 
Stover; 7/28, Ann Hartzler; August 4, 
Edward Alan Moore; 8/11 Katelyn Em
erson; and 8/18, Clarissa Brown. For in
formation: 207/729-7331. 

St. James United Church, Montre
al, Quebec, Canada, continues its sum
mer organ recital series: July 14, Axel 
Wilberg; 7/21, Gabrielle Tessier; 7/28, 
Dany Wiseman; 

August 4, Giancarlo Scalia; 8/11, Nata 
Belkii:i; 8/18, Sari Tsuji and Jonathan 
Addleman; 8/25, Matthieu Latreille; and 
September 1, Tomoko Inui and Haruyo 
Yoshino-Platt. For information: <www. 
stjamesunitedchurchmontreal.com>. 

Methuen Memorial Music Hall, 
Methuen, Massachusetts, continues its 
2009 organ recital series on Wednes
day evenings at 8 pm: July 15, Richard 
Webster, with the Beacon Brass Quintet; 
7/22, David Pickering; 7/29, Roberto 
Meylougan; 

August 5, Anthony Williams; 8/12, Ali
son Luedecke; 8/19, Bryan Mock; 8/26, 
Raul Ramfrez; and September 2, Balint 
Karosi. For information: 978/685-0693, 
<www.mmmh.org>. 

Ocean Grove Auditorium presents 
its sun:imer series of organ recitals: July 
15, Brink Bush; 7/18, 23, 25, 30, August 
8, 15, 29, September 2, Gordon Turk; 
8/12, Chelsea Chen; 8/22, Scott Dettra; 
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September 7, Michael Stairs and Gordon 
Turk. For information: 732/775-0035; 
<www.oceangrove.org>. 

Lunchtime Organ Recital Series 
2009 continues in Appleton, Kaukauna, 
Little Chute, Menasha, and Neenah, 
Wisconsin: 

July 15, JeffVerkuilen, St. John Catho
lic Church, Little Chute; 

7/22, Blake Doss, First United Meth
odist Church, A_ppleton; 

7/28 ("Tuesday Special, 12:45 pm), 
Paul Weber, St. Mary's Catholic Church, 
Menasha; 

7/29, Mark Paisar, First Presbyterian 
Church, Neenah; 

August 4 ("Tuesday Special), Mary 
Kay Easty, First Congregational Church 
UCC, Appleton; 

8/5, Don Verkuilen, First English Lu
theran Church, Appleton; 

8/12, David Bohn, Congregational 
UCC, Neenah; 

8/19, Jon Riehle, First Congregational 
Church UCC, Appleton; 

8/26, Marillyn & Ralph Freeman, St. 
Paul Lutheran Church, Neenah. For in
formation: 920/734-3762. 

The Sinsinawa Dominicans con
tinue their 2009 summer organ recital 
series on Wednesdays at 7 pm at Queen 
of the Rosary Chapel, Sinsinawa Mound, 
Sinsinawa, Wisconsin: July 15, Joyce 
Robinson; 7/22, Mark McClellan; 7/29, 
Sister Mary Arnold Staudt, OSF; 

August 5, Charles Barland; 8/12, Kirst
in Synnestvedt; 8/19, Bruce Bengtson; 
8/26, Stephen Steely. For information: 
608/748-4411 X 271; 
<edushek-manthe@sinsinawa.org>. 

The 12th Festival Internazionale 
Storici Organi del Biellese takes place 
July 17-September 20 in the Biella prov
ince of the Piedmont region in Italy. The 
series' nine concerts are performed on 
historic organs, each in a different ven
ue, and feature organists from Italy (Ma
rio Duella, Rossana Antonioli, Alberto 
Guerzoni, and Elisa Teglia), Switzerland 
(Erwin Messmer), Germany (Elmar 
Jahn), and France (Gabriel Marghieri). 
The festival's artistic director is Mario 
Duella. For information: 36-015-767350; 
<www.storiciorganipiemonte.com>. 

Loyola University, Chicago, Illinois, 
continues to celebrate the installation of 
the new Goulding & Wood organ (Opus 
47, three manuals, 53 sto_ps, 70 ranks) in 
its Madonna della Strada Chapel: July 
19, Mary Preston; August 16, Stephen 
Tharp. For information: 
<www.luc.edu/chapelorgan>. 

Friends of the Kotzschmar Organ 
continue the 2009 summer concert series 
at Merrill Auditorium, Portland, Maine, 
on Tuesdays at 7:30 pm: July 21, Felix 
Hell; August 4, Thomas Heywood; 8/18, 
Ray Coriiils; 8/25, Barbara Dennerlein. 
For information: <www.foko.org>. 

The Sioux Trails Chapter of the 
American Guild of Organists presents 
its summer noontime recitaf series. 
Concerts take place each Tuesday at 

noon at Bethlehem Lutheran Church 
in Mankato, Minnesota: July 21, Mark 
DeGarmeaux; 7/28, Charles Luedtke; 
August 4, Jane Trondson; 8/11, San
dra Krumholz; 8/18, Christine Schulz. 
For information: 507/934-3060; e-mail 
<cwinterfeldt@fl:cstp.org>. 

Boone United Methodist Church, 
Boone, North Carolina, presents a se
ries of organ recitals: July 26, Ronald D. 
Wise; August 30, Bradley Hunter Welch; 
September 12, Joseph Causby; October 
2, Cameron Carpenter. For information: 
828/264-6090; <www.booneumc.org>. 

The 22nd Festival lnternazionale 
"Storici Organi della Valsesia" will 
begin July 26, continuing through Au
gust 1-14, with final concerts Septem
ber 18 and 26-28. The 19 concerts will 
be performed in venues throughout the 
Valsesia area of Italy's Piedmont region 
and feature organists Alessandra Maz
zanti, Felix Friedrich, Andrzej Choro
sinski, Simone Gheller, Michael Harris, 
Giovanna Franzoni, Matteo Galli, An
dreas Meisner, Donato Cuzzato, Livia 
Vanoni, Massimo Nosetti, Mario Duella, 
Winfried Englhardt, Elisabeth Sperer, 
Margherita Gianola, and Enrico Pasini, 
with occasional guest instrumentalists 
and vocalists. For further information: 
36-015-767350; 
<www.storiciorganipiemonte.com>. 

Winthrop University, Rock Hill, 
South CaroTina, presents the Winthrop 
Organ Festival August 13-16, celebrat-

ing the restoration of the D. B. Johnson 
Memorial Organ by Aeolian-Skinner, 
Op. 1257, 1955, tonal finishing by G. 
Donald Harrison. The restoration was 
done by Letourneau Pipe Organs. The 
schedule includes recitals, lectures, a 
masterclass, workshops, and lunch on 
Saturday. Presenters include Richard El
liott, David Lowry, and Robert Ridgell. 
For information: 803/608-1934; 
<DavidLl205@aol.com>. 

The international organ competition 
"Organ Without Borders" (Luxem
bourg, France, Germany) takes place 
August 31-September 6. The schedule 
inciudes competition rounds in interpre
tation and improvisation, a masterciass, 
a recital by Marie-Claire Alain, and an 
organ excursion. First prize €4,000; sec
ona €1,000; third €600. For information: 
<www.orgue-dudelange.lu>. 

The 2008 Macalester PlY!Ilouth 
United Church Hymn Contest has an
nounced three winners: R. Fredrick Crid
er, Jr. for his hymn When Brutal Forces 
Crush Out Love, David Gambrell for 
Earth Is Aching, and William Pasch for 
Can We Curse Without Blaspheming? 

R. Fredrick Crider, Jr., is a retired 
Methodist minister from Timonium, 
Maryland. He has suggested the tune 
KINGSFOLD for his text, which is in 
CMDmeter. 

David Gambrell is an associate in the 
Office of Theology and Worship of the 
Presbyterian Church (USA) in Louis
ville, Kentucky, and is a doctoral can-

Janette Fishell and students at St. Chrysostom's Church, Chicago 

On March 20, eight students from 
the studio of Janette Fishell at the 
Jacobs School of Music presented "A 
Celebration of C.B. Fisk, Opus 123," 
at St. Chrysostom's Episcopal Church, 
Chicago, Illinois. Hosted by director 
of music Richard Hoskins and associ-

Albert Schweitzer Organ Academy 

The Albert Schweitzer Organ 
Academy (Forum for Organ Playipg, Or
gan Building and Organ Art) took place 
May 15-1 7 in Konigsfeld. The guest of 
honor this year was Daniel Roth, who 
received the Albert Schweitzer Grand 
Medal of Honor for Art and Scholarship. 
The three-day forum offered lectures, 

ate organist Roger Stanley, the students 
played an eclectic program. Pictured are 
(first row, left to right) Janette Fishell, 
Mason Copeland., Samantha Koch, Eun
hae Kim, Loralee Culbert; (second row) 
Chris Lynch, Catherine Elliott, Kevin 
Neel and Nick Drabik. 

recitals, a masterclass with Daniel Roth, 
church services, and an organ excursion. 
Course leader was Prof. Dr. Hermann J. 
Busch; the organizer was Michael Gruber 
from ORGANpromotion; presenters in
cluded Daniel Roth, Julia Schroda, and 
Wolfgang Baumgratz. 
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didate at Garrett Evangehcal Theologi
cal Seminary, where he is completing a 
dissertation on the topic of lament. His 
h)_1liln's meter is 8787D and the suggest
ed tune is EBENEZER. 

William Pasch is a professor emeritus 
of Enghsh at Clayton State University in 
Georgia, and the organist and choir di
rector of Emmanuef Lutheran Church, 
a multicultural ELCA congregation in 
Atlanta. His h~n is in 8787D meter 
and the suggested tunes are JEFFERSON 
and EBENEZER. 

Congregations of the Presbytery of 
the Twin Cities Area (PC/USA) and the 
Minnesota Conference of the United 
Church of Christ (UCC) may use these 
hymns freely through February, 2010. 
Any other permission for use must be se
cured from the authors. For information: 
<www.macalester-plymouth.org>. 

Winners of the 2009 Kotzschmar 
Memorial Scholarship were an
nounced on April 14. The scholarship 
was estabhshecf in 1911, and is open to 
any student of organ, piano, orcnestral 

instrument or voice who is a resident of 
the Greater Portland (Maine) area and 
who is between the ages of 10-25. The 
Friends of the Kotzscnmar Organ is the 
administrator of the fund and in that ca
pacity schedules the auditions and deter
mines the awards. 

Auditions for 2009 were held on Feb
ruary 28, and the following winners have 
been announced: Henry Kramer, a stu
dent at the Juilliard School in New York 
City, won in the 19-25 year old category; 
awards in the 10-18 year old category 
went to Nell Britton, a pianist from Cape 
Ehzabeth, Casey Jones, a viohnist from 
Yarmouth, and vocahst Kelsey Krull. For 
information: <www.foko.org>. 

VocalEssence and the American 
Composers Forum announce the se
lection of seven emerging composers to 
participate in the 2009 Essentially Cho
ral reading session. The winners were 
chosen from a field of 82 new works writ
ten by composers hving in 29 states. 

During the weekend of April 16-18, 
the Vocal.Essence Ensembie Singers 

rehearsed these works-in-progress, al
lowing the composers to hear their new 
music performed before it is finalized. 
Composers selected for the 2009 Essen
tially Choral program are: Timothy A. 
Berry, Waconia, MN; Matthew Brown, 
Los Angeles, CA; Rebekah Driscoll, 
Brooklyn, NY; Thomas Fielding, Raleigh, 
NC; Joni Greene, Bloomington, IN; Bill 
Kempe, Maplewood, MN; and Timothy 
Jon Tharaldson, Berthoud, CO. For in
formation: <www.vocalessence.org>. 

Appointments 

Russell Stinson has been appointed 
Gerhard Herz Visiting Bach Professor 
at the University of Louisville for the 
fall 2009 semester. While in residence, 
he will teach a graduate seminar, play 
organ concerts, and present a pubhc lec
ture. Stinson is a widely pubhshed Bach 
scholar, with five books to his credit as 
well as numerous articles, reviews, and 

Russell Stinson 

editions. He is currently writing a book 
entitled New Perspectives on Bach's Or
gan Works, whose subject matter will 
range from Bach's use of the varied Stal-
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Zen to Cesar Franck's reception of Bach's 
organ music. 

While an undergraduate organ major, 
Stinson studied wifh John Mueller at the 
North Carolina School of the Arts and 
with Paul Jenkins at Stetson University, 
and he spent his summers and semes
ter breaks as a student of Anton Heiller, 
Arthur Poister, and Russell Saunders. 
Following graduate work in musicology 
at the University of Chicago, where ms 
dissertation supervisor was Robert L. 
Marshall, he taught music history at the 
University of Michigan and Stony Brook 
University. For the past fifteen years, 
Stinson has taught at Lyon College in 
Batesville, Arkansas, where he is tlie Jo
sephine Emily Brown Professor of Music 
and College Organist. 

Stinson nas lectured across the United 
States and in Germany, and for his re
search in European archives he is the 
recipient of grants from IREX, DAAD, 
and the American Bach Sociery:. He is 
a member of the advisory board of the 
Riemenschneider Bach Institute and of 
the editorial board of the series Bach 
Perspectives, pubhshed by the University 
of Illinois Press in conjunction with the 
American Bach Society. He also serves as 
organist-choirmaster at St. Paul's Episco
pal Church, Batesville, Arkansas. 

Here & There 

Klaus A. Becker 

Ingrassia Artist Management has 
announced the signing of concert pianist 
and organist Klaus A. Becker for rep
resentation in the United States and Eu
rope. Originall)' from Germany, Becker 
is an accomphshed concert artist. Early 
prizes in the national music competition 
"Tugend musiziert" provided scholar
ships to attend graduate conservatories 
in Germany, where he studied piano 
with Ludwig Hoffmann, Friedrich Gul
da, and Claudio Arrau. He concurrently 
studied organ with Leo Kramer, Franz 
Lehrndorfer, and Heinz Umlaff. Invita
tions to perform during the early years 
of the Schleswig-Holstein Music Festival 
brought Becker in contact with Leonard 
Bernstein, whose musical ideals he con
tinues to adhere to. 

Becker also holds a Ph.D. in molecu
lar and cellular biology, and is active in 
academic research, with a hfelong goal of 
combining the advancement of science 
with music performance. That theme of 
building bridges between the worlds of 
science and music continues on a differ
ent level, in bringing together the worlds 
of piano and organ. Recent and upcom
ing performances include Smitli Col
lege, St. Thomas Church Fifth Avenue, 
and King's Chapel in Boston. 

Klaus A. Becker joins a roster that 
includes pianist Alexander Wasserman, 
classical guitarist Charles Mokotoff, jazz 
artist Clyae Wheatley, and organists Scott 
Lamlein, Edward Broms, Luca Pollastri, 
and Pavel Kohout, among others. For in
formation: <www.klausaoecker.com> or 
<www.ingrassiaartists.com>. 

James Biery is featured on a new 
recording, Espressivo-Music for Vio
lin and Organ, on the MomingStar la
bel (CD-04, $16.00). Biery is joined by 
violinist Michal Sobieski in works by 

James Biery 

Franck, Thomas, Near, Veracini, James 
Biery, Marilyn Biery, and Rheinberger. 
The recording was made at the Cathe
dral of St. Paul, in St. Paul, Minnesota, 
where James Biery has been director 
of music since 1996. For information: 
<www.momingstarmusic.com>. 

Francesco Cera 

Francesco Cera will present master
classes at two summer academies in Italy. 
At the 2009 International Organ and Clav
ichord Academy in Smarano, Italy (Jul)' 
25-August 4), whose theme is the art of 
variation, Cera's masterclass will deal with 
toccatas, _JJassacaghas, and partitas from 
Frescobafdi to Pasquini. The courses and 
concerts of this year's academy will utilize 
a new Marco Fratti organ, built in the 
style of Antegnati. Additional presenters 
include Wilham Porter, Edoardo Bellotti, 
Hans Davidsson, and others. For infor
mation: <www.eccher.it/gbl>. 

Cera will present a harpsichord mas
terclass August 9-14 at the Piccola Acca
demia di Montisi in Tuscany, along with 
soprano Lucia Napoh, focusing on the 
toccatas and "affetti cantabili" in Fresco
baldi and Rossi. The academy, founded 
by American harpsichord builder Bruce 
Kennedy, features a notable collection 
of harpsichords; other presenters (July 
8 througl:i August 21) include Pierre 
HantaY, SkiJJ Sempe, Bob van Asperen, 
Jesper B. Cnristensen, and Menno van 
De1ft. For information: 
<www.piccolaacademia.org>. 

Philip Crozier 

Philip Crozier plays fourteen solo re
citals in Holland, Denmark, Belgium and 
Germany in July and August. His schedule 
includes performances at Oude leroens
kerk, Noordwijk, Holland; Sal<.sk(.)bing 

Kirke, Denmark; Ghent Cathedral and 
Hasselt Cathedral, Belgium; Colog!]-e 
Cathedral, St. Clemens Klrche in Rheda
Wiedenbriick, Paderborn Cathedral, St. 
Lorenzkirche in Nuremberg, the Stadt
kirche of Bad Hersfeld, St. Moritz-Kirche 
in Mittenwalde, Predigerkirche in Erfurt, 
Dorfkirche of Waltersdorf bei Luckau, 
Dorfkirche St. Martin in Hornow bei 
Spremberg, and Stiftskirche in N euzelle 
bei Eisenliuttenstadt, Germany. 

Tina Friihauf is the author of a new 
book, The Organ and Its Music in Ger
man-Jewish Culture (Oxford Univer
sityPress, $74.00 cloth), which examines 
the presence of the organ in synagogue 
music and the musicafhfe of German
speaking Jewish communities. The au
thor chronicles the history of the organ 
in Jewish culture from the earhest refer
ences in the Talmud through the 19th 
century, when it had estabhshed a lasting 
presence in Jewish sacred and secular 
spaces in central Europe. Based on ex
tensive research in the archives of organ 
builders and in the collections on Jewish 
musicians, the book offers comprehen
sive and detailed descriptions otspecific 
organs as well as portraits of Jewish or
ganists and composers. 

Tina Friihaufls adjunct assistant pro
fessor of music at Brooklyn College and 
Editor at Repertoire International de 
Litterature Musicale in New York. In ad
dition to her work as a scholar, she is an 
organist and church musician. Her Ger
man and Enghsh pubhcations include ar
ticles in the Journal of Jewish Music and 
Liturgy and Orgel International, numer
ous Eook chapters and encyclopaedia 
contributions on the German-Jewish 
music culture, organs and organ music, 
the piano and the violin. For informa
tion: <www.oup.com/us/theorganandits 
music.com>. 

Gerre Hancock 

Gerre Hancock, professor of or
gan and sacred music at the Sarah and 
Ernest Butler School of Music of the 
University of Texas at Austin, and organ
ist and master of choristers emeritus of 
St. Thomas Church, Fifth Avenue, New 
York, is featured in a new DVD video/ 
CD audio 2-disc set from the Pro Organo 
label, entitled Praise the Eternal Light 
(Pro Organo catalog #7233). The DVD 
and CD are packaged with a booklet in a 
standard-size CD case; this is the first of 
several releases planned by Pro Organo 
in this new dual-disc format. 

The program was recorded on two 
consecutive afternoons in September 
2008, and features Gerre Hancock in 
a series of nine organ improvisations, 
played upon the 137-rank, 4-manual 
Austin organ at the Cathedral of St. Jo
seph in Hartford, Connecticut. Each 
improvisation is a musical interpretation 
of the hturgical seasons and Scriptural 
references depicted in each of nine tall 
groups of contemporary stained-glass 
windows in the cathedral, crafted by 
Jean Barillet. 

The _production involved multiple 
high-definition television cameras op
erating simultaneously from various an
gles, including one dramatic perspective 
from a camera suspended directly above 
the organ console. Audio was captured 
simultaneously in both conventional ste
reo and in 5.1 surround-sound, and view
ers may choose from both audio formats 
on the DVD, available as Dolby Stereo 
and Dolb)' Surround. The DVD's video 
is standard definition, and uses the 16:9 
widescreen aspect ratio. 

During the 68-minute, nine-move
ment program, Gerre Hancock's impro
visations employvarious forms, including 
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a free-form toccata, a scherzo with can
on, and a prelude and fugue. Plainchant 
and hymn-tune melodies are interjected 
when appropriate to the biblical theme 
or season depicted in the corresponding 
theme window. 

The program was produced and di
rected by Pro Organo's founder, Fred
erick Hohman, who also provides a 
nine-minute mini-lecture entitled "An 
Introduction to Improvisation-con
nections to the pipe organ" as one of the 
DVD's bonus features. The recording is 
available from <www.zarex.com/bin> 
and from other retailers. Zarex HD stu
dio, in South Bend, Indiana, which post
produced the DVD/CD product, has also 
prepped the program in full 1080i HD 
for network television broadcast with a 
projected air date in December 2009. 

Christopher Houlihan 

Christo_eher Houlihan has been 
added to the artists roster of Phillip 
Truckenbrod Concert Artists, and is 
probablx: the youngest performer ever 
admitted to a roster of one of the major 
agencies for concert organists. He holds 
tlie "Prix de Perfectionnement'' from the 
French National Conservatory in Ver
sailles (roughly equivalent to an Artist's 
Diploma from a U.S. university), where 
he also won "Le Prix des Amis de l' argue 
de Versailles," as a student of Jean-Bap
tiste Robin. A graduate of Trinity College, 
Hartford, he studied with John Rose and 
won the Helen Loveland Morris Prize in 
Music; he is now a graduate student at 
the Juilliard School in New York, where 
he studies with Paul Jacobs. He is at
tending Juilliard as the recipient of the 
Irene Diamond Graduate Fellowship, 
and a new scholarship, the Chairman's 
Grant, awarded by_ the school's president 
to "support a small number of students 
who have demonstrated exceptional po
tential for success at J uilliard." 

Before the age of 21, in addition to 
earning the "Prix de Perfectionnement" 
in Versailles, Houlihan made his profes
sional debut with an orchestra (sharing 
the spotlight with Joshua Bell at the 
Hartford Symphony), saw the release 
of his first commercial CD (Towerhill), 
served as a cathedral musician both in 
the U.S. and Europe, and performed for 
a sitting U.S. president. While studying 
in France, he was the associate musician 
at the American Cathedral in Paris. At 
age 15 he won first prize (high school di-

vision) in the Albert Schweitzer National 
Organ Competition. 

His many college friends formed a fan 
club for his recitals called "Houli Fans," 
which has now spread across the countrx: 
via Internet memberships. The Hartford 
Courant critic wrote after his orchestral 
debut that "Houlihan showed that an or
gan soloist can have the charisma and en
ergy of a major [orchestral] soloist" and 
praised his "strong international poten
tial" as a major soloist. For information: 
<www.concertartists.com>. 

Harry H. Huber 

Harry H. Huber's 58th year as or
ganist at University United Methodist 
Church, Salina, Kansas, was recognized 
on April 26, in conjunction with the 
church's 100th anniversary celebration. 
At the morning service Dr. Huber played 
his own compositions for prelude, offer
tory, and postlude. The Chancel Choir 
sang the anthem Trust in God, by Eu
gene Butler, which was commissioned by 
the church for Huber's 50th anniversary 
as organist. 

He received bachelor and master of 
music degrees from Temple University, 
and did extensive graduate study at Bos
ton University. His organ teachers were 
Alexander Mccurdy, C1aire Coci, George 
Faxon, and Michael Schneider. Mr. Hu
ber and his wife have enjoy_ed several 
European trips, and he attended the In
ternational Organ Institute in Haarlem, 
the Netherlands, as well as participating 
in a European Organ Stucfx: Tour witli 
Arthur Howes of tlie Peabody Institute. 
Huber taught organ, piano, theory; and 
church music at Kansas Wesleyan Uni
versity for 32 years. U_pon retirement, 
the university awarded him an honorary 
Doctor of Music degree. 

Frederick Mooney plays recitals this 
summer in Europe: July 10, Pfarrkirche, 
Gau-Bischofsheim, Germany; 7/14, St. 
Jan's Cathedral, 's-Hertogenbosch, the 
Netherlands; and in Germany: 7/19, 
Marienkirche, Salzwedel; 7/24, Markt
kirche, Halle; 7/26, Pfarrkirche, Nie
der-Moos; August 2, Schlosskirche, Bad 
Homburg. Mooney plays recitals this au
tumn in Germany: September 27, Kath
arinenkirche, Oppenlieim; and October 
3, Dom, Fulda. For information: 
<http://frederick-mooney.com>. 

Simon Nieminski is featured on 
a new recording, The Longhorns of 
Abilene, on the Pro Organo label (CD 
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Simon Nieminski (photo by John Best) 

7221, $17.98). Recorded on the Nichols 
& Simpson organ (56 stops, 71 ranks) 
at First Baptist Church, Abilene, Texas, 
the program includes works by Rai
son, Wood, Dupre, Buxtehude, Dawes, 
and Reger. Nieminski is organist of St. 
Mary_'s Metropolitan (R.C.) Cathedral in 
Edinburgh, Scotland. For information: 
866/927-3923; <www.zarex.com>. 

lain Quinn 

During Easter week, Iain Quinn, 
director of cathedral music and organ
ist, Cathedral of St. John, Albuquerque, 
New Mexico, undertook an East Coast 
tour, giving recitals at the Busch-Reis
inger Museum, Harvard University; St. 
Peter's Lutheran Church, New York City 
(as part of the Basically Bach Festival), 
and at St. Mary the Virgin, New York 
City. At Harvard, the Harvard University 
Choir gave the New England premiere 
of Quinn's motet Vidi aquam at the Me
morial Church under the direction of 
Edward Elwyn/ones. On Sunday, April 
19, the choir o St. Luke in the Fields, 
New York City, under the direction 
of David Shuler, gave the premiere of 
Quinn's Missa Brevis. The setting was 
commisioned by The Rev. Canon Mar
garet T. Case. 

Stephen Tharp 

Stephen Tharp's newest CD release, 
the Complete Organ Works of Jeanne 
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Demessieux on Aeolus Recordings, has 
been awarded the Preis der Deutschen 
Schallplatten Kritik, Germany's to_p crit
ic's prize for recordings. Established in 
1963, the award was "inau_gurated to set 
the most rigorous standards for achieve
ment in the field of recording, com_pris
ing 114 music critics, writers and editors 
from German speaking countries." 

Prizes are awarded based on the ex
cellence of intelJ)retation, outstand
ing creativity and the importance of 
the repertoire. The current winners list 
also includes soprano Cecilia Bartoli, 
the Philadelphia Orchestra ( Christoph 
Eschenbach, conductor), Bach Colle
gium Japan (Masaaki Suzuki, director), 
and _pianist Marc-Andre Hamelin. 

This is this recording's second award 
this year. In February, Diapason classical 
music magazine in France awarded the 
release its Diapason 5 high rating for ex
cellence. That and other reviews can be 
seen on Tha:rp's website: <www.stephen 
tharp.com>. The Complete Organ Works 
of Teanne Demessieux is available in the 
USA from JAV Recordings at <WWW. 
pipeorgancds.com>. 

G. A. van de Weerd 

G. A. van de Weerd, president ofJo
hannus Orgelbouw, retired on May 1. He 
handed the leadership of the company 
over to his two sons: Marco and Rene van 
de Weerd. As technical director, Rene 
van de Weerd will mainly focus on pro
duction, technology and development. 
Marco van de Weerd's role as commercial 
director will give him responsibility for all 
sales and marketing activities. 

Mr. van de Weerd's retirement repre
sents the end of a long career in the music 
industry. J ohannus has grown into one of 
the largest manufacturers of classical or
gans in the world during the 22 years he 
was in charge. Johannus now exports to 
more than 80 countries. The recently in
troduced Limited Time Offer was his lat
est project. This offer has been positively 
received; dozens ofJohannus organs have 
since been sold in tlie USA. 

G. A. van de Weerd will continue to be 
involved with the company in an advisory 
capacity, plus he will now also start focus
ing on writing Bible explanations as an 
author. For information: 
<www.johannus.com>. 

The third DVD in the series "TourBus" 
visits the Spreckels Organ in San Diego. 
The DVD was released by the Spreckels 
Organ Society on the opening night of the 
Summer Organ Festival on June 22 at the 
Spreckels Organ Pavilion, Balboa Park, 
San Diego. Series host Carol Williams, 
civic organist of San Diego and artistic 
director of the Spreckels Organ Society, 
takes viewers behind the scenes of the 
world's largest outdoor organ. 

The DVD includes live performances 
by Carol Williams; three civic organists 
on the Spreckels organ bench for the 
opening of the Summer Organ Festival 
in 2007; interviews with Robert Plimpton, 
Jared Jacobsen and Douglas Ian Duncan; 
Mayor Jerry Sanders of San Diego talks to 
Carol about the Spreckels organ; a walk 
into the organ with the organ curator, 
Lyle Blackiiiton; some memorable con
certs; plus historic photos of the organ. 
For information: <www.melcot.com>. 
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Robert Anderson, Christopher Hogwood, Emma Kirkby, and Larry Palmer (taken 
March 22, 1985, following the Dallas debut of the Academy of Ancient Music at 
SMU) 

Southern Methodist University's 
emeritus I>rofessor of organ and sacred 
music Robert Theodore .Anderson 
succumbed to Parkinson's disease on 
May 29 in Honolulu, Hawaii. Born in 
Chicago on October 5, 1934, RTA (as he 
was affectionately known by hundreds of 
students and friends) received his earl)' 
training at the American Conservatory of 
Music in Chicago. Undergraduate work 
was accomplished at Illiriois Wesleyan 
University (Bloomington), where he 
studied organ with L:ilfian Mecherle Mc
Cord. At Union Theological Seminary in 
New York, he was awarded the degrees 
Master of Sacred Music (magna cum 
laude) in 1957 and Doctor of Sacred 
Music in 1961. He was an organ pupil of 
Robert Baker and studied composition 
with Harold Friedell and Seth Bingham. 

A Fulbright Grant awarded in 1957 
permitted Anderson to study in Frank
FurtwithHelmutWalcha. Duringthetwo 
years he spent in Germany, he served as 
guest organist at Walcha's Dreikoenigs
kirche, and toured as a recitalist under 
the auspices of the American Embassy. 

Anderson began teaching at SMU's 
Meadows School of the Arts in 1960. 
He retired from the school (because 
of ill health) in 1996, but continued to 
teach for several more years to complete 
the degree programs of his final organ 
majors. Dr. Anderson was promoted to 
full professor in 1971, and was subse
quently awarded the first Meadows Dis
tinguished Teaching Professorship and 
named a University Distinguished Pro
fessor (SMU's highest rank). 

Two of RTA'.s students, Wolfgang 
Rubsam and George C. Baker, won first 
places at the prestigious Chartres Organ 
Competition, and many others repeated
ly placed in American contests. Anderson 
was known for his widely comprehensive 
organ repertoire and toured extensively 
as a solo recitalist, for a time under the 
auspices of the Lilian Murtagh/Karen 
Macfarlane Concert Management. A 
Fellow of the American Guild of Organ
ists, Anderson served that organization 
as National Councillor for Education. 

He was Dean of the Dallas AGO chap
ter (1965-67), and served in many other 
capacities during his years in Dallas. The 
chapter named its annual recital series in 
his honor at the time of his retirement. 

Anderson's funeral was held at the 
Lutheran Church of Honolulu on June 
3, with organist Katherine Crosier at 
the Beckerath organ and RTA'.s Union 
Seminary classmate Nyle Hallman play
ing harp. His ashes will rest in Chicago, 
next to those of his parents. SMU is 
planning a Dallas memorial service, to 
be held in September. 

-Larry Palmer 

Howard Clayton died March 5 in 
Norman, Oklahoma. He was 79. He had 
earned degrees in education from Em
poria State University, Emporia, Kansas, 
in music from the American Conserva
tory of Music in Chicago, and a Ph.D. in 
general administration from the Univer
sity of Oklahoma. Dr. Clayton held mu
sic teaching positions in lllinois before 
switching hls emphasis to library science, 
which he taught at the University of Okla
homa. He had also held positions at oth
er universities, including Pittsburg State 
Universiry: in Pittsburg, Kansas. He was 
editor of the educational journal Learn
ing Today from 1968-85. At the time of 
his deatl:i, he was serving as organist at 
St. John Nepomuk Catholic Cliurch in 
Yukon, Oklahoma. Howard Clayton is 
survived by his wife of 59 years, Wilma, 
daughter Caren Halinkowski, son Cur
tiss, brother Paul, a granddaughter, and 
nieces and nephews. 

Everett S. Kinsman, age 86, died 
January 14 in Bethesda, Maryland. He 
had studied at the Catholic University 
of America and was an organ student 
of Conrad Bernier and Paul Callaway. 
He had served at St. Matthew's Cathe
dral and St. Patrick's Catholic Church 
in Washington, D.C., and was organist 
at the Shrine of the Sacred Heart for 22 
years, beginning in 1949. His last posi
tion was at Our Lady: of Mercy Church 
in Potomac, Maryland. 
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Mark L. Russakoff 

Mark L. Russakoff died April 12, 
Easter Sunday, at the age of 58. He had 
served most recently as director of mu
sic ministries at St. Irenaeus Catholic 
Church in Park Forest, Illinois. 

Born in Birmingham, Alabama, Sep
tember 16, 1950, lie studied piano with 
Samuel and Delores Howard at Bir
mingham-Southern Conservatory, and 
organ with Joseph Schreiber at Birming
ham-Southern Conservatory and with 
H. Edward Tibbs at Samford University. 
He earned a bachelor of music degree 
at Washington University, St. Louis, 
studying organ with Robert Danes and 
Howard Kelsey, and ha!J)sichord with 
Anne Gallet. He also studied organ with 
Pierre- Daniel Vidal and harpsichord 
with Agnes Candau at the Strasbourg 
Conservatory; and earned master's and 
doctoral degrees in organ at Northwest
ern University as a student of Wolfgang 
Rubsam and Richard Enright. 

Russakoff taught at Chicago Musi
cal College of Roosevelt University and 
at Thornton Community College. He 
served as organist/director of handbell 
ensembles at Flossmoor Community 
Church, director of music at St. Emeric 
Catholic Church, Country Club Hills, 
and was music editor and engraver for 
ACP Publications in South Holland. He 
is survived by his wife Cynthia, daughter 
Rachael, and sister Dale. 

Charles Shaffer 

Charles Shaffer, 78, died May 2 in 
Los Angeles. Born in Akron, Ohio on 
N ovemoer 17, 1930, his first piano les
sons were in the Akron public schools, 
and he was a boy chorister at St. Paul's 
Episcopal Church there. During World 
War II, Shaffer and his family moved to 
South Gate, California, where he con
tinued his piano studies and deepened 
his interest in playing the organ and in 
organ building. By age thirteen he was 
playing services at St. Margaret's EJ)iS
COJ)al Church in South Gate. During his 
high school years, the family moved back 
to Akron, and Shaffer took his first organ 
lessons and attended his first meetings of 
the AGO chapter there. 

Shaffer's first year as an undergraduate 
was spent at Oberlin Conservatory, where 
he studied with Fenner Douglass. His 
studies were interrupted when he was 
drafted to serve in the U.S. Army dur-

CUYTON ACOUSTICS GROUP 
2 Wykagyl Road Carmel, NY 10512 
845-225-7515 mail@claytonacoustics.com 
www. clayto n acoustics. com 

ACOUSTICS AND SOUND SYSTEM 
ACousms GRm CONSULTING FOR HOUSES OF WORSHIP 

ing the Korean Conflict. Upon discharge 
from the service he continued his studies 
at the University of Redlands (Califor
nia), where he studied with Dr. Leslie P. 
Spelman and earned bachelor's and mas
ter's degrees in organ performance. 

Charles Shaffer served for eighteen 
years as organist of First Presbyterian 
Church in Hollywood, California, and 
later at First Baptist Church in Pasade
na. An active teacher and performer, he 
served the AGO in various capacities at 
the local and regional level ancf several of 
his articles have appeared in The Ameri
can Organist. 

In tlie early 1990s he was invited to 
consult on an organ renovation project at 
Westwood United Methodist Church in 
Los Angeles. His role soon evolved from 
consultant to principal donor and co-de
signer of what has come to be called the 
Shaffer Memorial Organ (in memory of 
his wife of 29 years, Phyllis). The core of 
the organ was a large pipe instrument 
installed bx Schantz in 1995. The ex
pansion and revision of this instrument 
occupied Shaffer for the rest of his life. 
With co-designer Burton K. Tidwell and 
others, the organ has _grown to include 
153 ranks of pipes and-83 digital voices 
located in the chancel and gallery of the 
church and controlled by: a four-manual 
and a two-manual console. It is one of 
the largest organ installations in south
ern Calliornia and was heard at the 2004 
AGO convention. 

Shaffer's generosity to the church's 
music ministry also included the gifts 
of five pianos (in memory of his parents 
and his wife's parents), a digital carillon 
system, and seed money for an endow
ment fund to care for the instruments. 
About the many years of their close col
laboration, Burton Tidwell has written 
of Charles, "His desire to explore possi
bilities beyond the ordinary, and then see 
that they could happen, has challenged 
and expanded my own concepts of organ 
building. Mr. Shaffer's vision and gener
osity: have provided all of us with a last
ing legacy." Charles Shaffer is survived 
by his sister, Lona Abercrombie, three 
nephews and three nieces. 

-Gregory Norton 
Minister of Music 

Westwood United Methodist Church 
Los Angeles, CA 

Frank B. Stearns died February 4 at 
the age of 67 in Pittsburgh, Pennsylva
nia. Born in Brattleboro, Vermont, he re
ceived a bachelor of music degree from 
Westminster Choir College in Princeton, 
New Jersey, and a master's of music from 
the University of Pittsburgh, as well as a 
master of education degree from Slip
pery Rock Universiry. He served as an 
elementary teacher for 28 years, and was 
director of music for 31 years at Zion's 
Reformed United Church of Christ in 
Greenville, Pennsylvania. For the last 
ten years he was director of music at 
Center Presbyterian Church in Slippery 
Rock. Steams was active in community 
musical groups and was also a member 
of numerous musical and historic orga
nizations, including the American Cw.Id 
of Organists, the Organ Historical Soci
ety, the American Recorder Society, and 
the Mercer County Historical Society, 
which named him Volunteer of the Year 
in 2007. Frank Steams is survived by his 
wife of forry years, Patricia, sons Jim and 
David, and two grandchildren. 

Ra:,rmond A. Zaporski, age 81, died 
on February 28 in Roseville, Michigan. 
He was a music minister-organist for the 
Archdiocese of Detroit for over 50 years, 
serving St. Angela Parish Church in Rose
ville, St. Blase Catholic Communiry in 
Sterling Heights, and St. Anne Catholic 
Community in Warren, Michigan. Ray
mond Zaporski is survived by his wife, 
Dorothy, sons Mark, Michael, and Martin, 
daughter Mary Beth, and their families. 
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Here & There 

Kevin Mayhew Publishers an
nounces The Church Organist-A New 
Method, by Christopher Tamblmg. The 
method is a comprehensive approach 
that introduces the techniques of organ 
pla)'.ing step-by-step. Volume 1, "The 
Technique of Organ Playing," places as 
much importance on hymn playi?g as on 
pieces. Technical issues are addressed 
with miniature preludes based on h)1II!ll 
tunes, along with diagrams and "work
out" exercises. Volume 2, "Repertoire," 
is an overview of organ music through 
the ages, with hints on performance and 
registration. Volume 3, scheduled for 
publication in autumn, covers improvi
sation. Christopher Tamblmg is organist 
and master of the Schola Cantorum of 
Downside Abbey. For information: 
<www.kevinmayhew.com>. 

Michael's Music Service announces 
new restorations. 38 Voluntaries, by Sam
uel Jackson, is a collection of short vol
untaries, published from 1865 to 1874, 
written by Samuel Tackson, an organist 
and music proofreaaer for G. Schirmer. 
Most are sight-readable; a few have op
tional pedarnotes. Dudley Buck's Home, 
Sweet Home is listed as a "transcription" 
of the song by Henry Bishop from 1823. 
Alexandre Gi:rilmant's Fantaisie sur deux 
melodies anglaises uses two English mel
odies: "Home, Sweet Home" and "Rule, 
Britannia"; a recording is also available, 
on <http://michaelsmusicservice.com>. 

Catarinozzi organ 

Ars Organi-Pinchi of Foligno, Italy, 
has completed the restoration of an his
toric organ by Cesare Catarinozzi ( circa 
1720) in the Church of Santa Scolastica 
in Rieti (50 km. from Rome). Catarinozzi 
was regarded as one of the leading or
gan builders in the late 17th-early 18th 
century in Rome and the Lazio region. 
This instrument is large, with 8' C in the 
fac,ade, and housed in a richly carved and 
gilded case. 

Unfortunately, all the inner pipes 
were replaced in the 1960s with factory 
pipework. Nevertheless, many elements 
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were untouched: all the front pipes in 
pure tin, the 16' wooden Contraobassi, 
all the mechanical structure, keyboard 
and stop knobs. 

Measurements and scalings were stud
ied and copied from a contemporary 
instrument by Catarinozzi. Special care 
was given to melting and casting and the 
construction process, giving the pipes 
the same appearance and sound quality 
as the older ones. Original stone-weights 
were discovered and used to re-establish 
the original wind pressure of 46 mm. For 
information: <www.pinchi.com/italiano/ 
restauro.asp>. 

Bedient Opus 80 

Bedient Pipe Organ Company's 
Opus 80 at St. John's Lutheran Church 
in Sacramento, California, is one of the 
featured organs on Nancy Metzger's new 
CD, Lofti! Ambrosia: organ music of com
posers born in the 19th century. Metzger, 
a harpsichordist and organist, recorded 
two pieces on the three-manual, 59-rank 
organ: Allegro, Chorale and Fugue by Fe
lix Mendefssohn, and Grand Choeur by 
Theodore Dubois. The CD also includes 
works by Niels Gade, Frank Bridge, 
Marcel Dupre, S. S. Wesley; and Artliur 
Foote; <www.bedientorgan.com>. 

Peterson Electro-Musical Prod
ucts, Inc. has produced a new short 
video about the its RC-150 Swell Shade 
Operator. Host Gary Rickert narrates the 
video that will be of interest to both or
gan builders and organists. Visit <WWW. 
PetersonEMP.com>, then click on "RC-
150 Instructional Video." Comments 
and questions are welcome by e-mail to 
<speterson@petersonemp.com> or by 
phone to 800/341-3311. 

Wicks Organ Company announces 
s2ecial offers. The Century-5 (American 
Classic or English) features a 2-manual 
console, five ranks of pipes, installation 
and on-site tonal finishing, 128 MIDI 
voices, optical ke)'!.ng system, solid-state 
relay with control panel, 10-year war
ranty on parts, and 25-year warranty on 
Wicks Direct-Electric® chest action: 
purchase price $99,946 through August 
31, 2009. 

The Royal Classic II Legacy features 
a 2-manual console, three ranks of pipes, 
25 sq. ft. of casework, installation and 
on-site tonal finishmg, 128 MIDI voices, 
45 digital voices, automatic pedal, trans
poser; $89,990. 

The Royal Classic III Legacy includes 
a 3-manual console, in adilition to the 
features of the RC II; $99,990. For in
formation: 877/654-2191; 
<www.wicks.organ.com>. 

Looking Back 

1 O years ago in the July 1999 
issue of THE DIAPASON 

Cover: Greg Harrold, Kay/MacBird 
residence, Brentwood, CA 

Thomas Bara appointed assistant or
ganist, St. Thomas Church, NYC 

Stephen Farr appointed organist and 
master of the choristers, Guilaford Ca
thedral, England 

Stewart Wayne Foster appointed as
sociate organist/artist in residence, First 
(Scots) Presbyterian Church, Charles
ton, SC 

Gerre Hancock awarded honorary 
Doctor of Music degree from the Uni
versity of the South 

Robert Sutherland Lord retires from 
University of Pittsburgh 

Nunc Dimittis: Porter Heaps, Thomas 
Matthews, Graham Steed 

Feature articles: 'The Organ in the 
New Millennium, Pacific Lutheran Uni
versity, April 8-12, Tacoma, Washing
ton," by Herbert L. Huestis; "The Trials, 
Tribulations and Joys of an Organist on 
Tour," by Charles Beck 

New organs: Andover, Hradetzky 

25 years ago, July 1984 
Cover: Gabriel Kney & Co., First Con

gregational Church, Washington, CT 
Mader Scholarships to Frederick 

Hohman, Anne Wilson, and Matthew 
Dirst 

Phillip Steinhaus appointed minister 
of music and organist, St. Margaret Mary 
R.C. Church, Lomita, CA 

Feature articles: "Ralph Kirkpatrick: 
June 10, 1911-April 13, 1984," by Larry 
Palmer; "Pistoia and Its Historical Or
gans, Part II," by Umberto Pineschi; 
"Scottish Organ Music Since 1950, Part 
I," by John E. Williams 

New organs: Bedient, Gress-Miles, 
Martin Ott, Schudi 

50 years ago, July 1959 
News of Ethel Sleeper Brett, Lee 

Hastings Bristol, Jr., Harold Chaney, 
Robert Clark, Laurens Hammond, 
Alexander Peloquin, Vincent Percy, 
Muriel Robinson, William Tagg, James 
Vail, John Weaver, Daniel Wentz 

Ecfwin Arthur Kraft resigns as organ
ist and choirmaster, Trinity Cathedral, 
Cleveland, OH, after 51 years 

Article by Otto Hofmann: "Tracker Or
gans Are Being Built in America" 

Organs by Austin; Casavant; Hill, Nor
man and Beard; Hillgreen, Lane; Moller; 
Reuter; Wicks 

75 years ago, July 1934 
News ofJames Bleecker, Lyman Bun

nell, John C. Deagan, Eric DeLamarter, 
Charles Henry Doersam, Arthur Dun
ham, Clement Gale, Harvey Gaul, Rollo 
Maitland, Alexander McCurdy, W J. L. 
Meyer, Gordon Balch Nevin, Richard 
Percy, Elisabeth Spooner 

Organs by Aeolian-Skinner; Austin; Es
tey; Kimball; Kilgen; Reuter; Verlmden, 
Weickhardt, Dornoff 
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Harpsichord News 
by Larry Palmer 

The Haward spinet "at home" in 
Pennsylvania 

The earliest surviving 
English spinet 

In March 2008 the London auction 
house Bonhams sold an historic spinet, 
thought to be the earliest surviving Eng
lish instrument of this type. The spinet, 
made by Charles Haward about 1668, 
may be the one mentioned by diarist 
Samuel Pepys in an entry for April 4, 
1668: " ... called upon Hayward, that 
makes Virginnals and did there like of 
a little espinette. I had mind to a small 
harpsichon, but this takes up less room." 

Tne winning bidder for the historic 
instrument was none other than Ameri
can collector Charles West Wilson of 
Red Lion (near York, Pennsylvania). Mr. 
Wilson, who specializes in early British 
keyboards, has assembled an amazing 
collection, of which this latest acquisition 
may well be the "crown jewel." 

I met Mr. Wilson during a recent re
cital trip to eastern Pennsylvania; an in
vitation to visit him and experience his 
beautifully ke2t instruments was a rare 
privilege. At Christmas 2008 Mr. Wilson 
sent me news of his latest find, as well 
as a copy of the letter he had written to 
the editor of The Gramop_hone. He has 
given his permission to publish his infor
mative communication (slightly revised 
from the version printed in the English 
magazine). Here follows Wilson's report 
on a painstaking investigation into ooth 
the history and the current state of this 
unique survivor from the 17th century. 

Dear Sirs: 
As the winning bidder for the Haward 

spinet that sold at Bonhams last March, 
perhaps I can comment on Michael 
Johnson's letter [Gramophone, July is
sue, p. 7]. His letter was in response to 
several press releases which came peril
ously close to claiming this was the Ha
ward spinet that was originally purchased 
by Samuel Pepys in 1668. A. J. Hipkins, 
William Dale, and W S. Rockstro also 
came close to making this claim about 
125 years ago. There is no evidence for 
this, and I think the "lme" has never 
been crossed by anybody-yet! 

It seems, in mid-1661 Pepys acquired 
what we now call a polygonal virginal 
that he still had two years later. Hipl<ins 
and Dale were mistaken: this [instru
ment], not the stand under his 1668 
spinet, was his "triangle" (mentioned 
in the Diary entries for March 18 1663 
and April 1 of the same year). Pepys had 
used the term "triangle virginal" two 
years before. After he was taught how to 
tune [the instrument] he bougnt a "rest" 
(tuning hammer) as well as a stand for 
it. But he seems never to have pla)'.ed 
it [the 1663 virgi!ial]. Nevertheless this 
amazing polymath played the viol, the 
B.ageolet, and the lute. He also sang and 
wrote several songs. 

In 1668, the day after buying Descarte's 
"little treatise of Musigue," lPepys] or
dered, then had second thoughts about, 
but finally purchased his Haward spin
et-an instrument he intended for his 
own use. Then, a week later he went to 
an "ironmonger" and bought another 
"rest." Unfortunately there were no 
more entries concerning this s_pinet in 
the Diary's few remaining montlis. 

Since Pepys' house may have burned 
down five years later, as Mr. Johnson 
wrote, the Haward could have l::ieen de
stroyed then; but one source, at least, 
states that some of the instruments ap-
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The spinet in a 1927 advertisement 

parently survived. (See The Musical 
Times for March 1, 1881, p. 117). 

With or without a Pepys provenance, 
the importance to England's musical his
tory of this little s2inet cannot be mini
mized. Its earliest aate would have to be 
1664, the year Zentis, King Charles' "vir
ginal maker" is believed to have brought 
this new spinet form (a form of his inven
tion), to England. It was new to Pepys 
four years later. The stand, which close 
examination shows to be original, has 
Cromwellian bobbin turnings that suggest 
a date before circa 1670, as does its intri
cate iron hardware. (There is no brass.) 

What we do know about this spinet is 
that it allegedly was found in Bildeston 
Hall in Suffolk. William Dale apparently 
bought it from Carl Eng_el, probably in 
the 1870s, and Dale and Hipkins both 
took a particular interest in it. Three 
woodcuts have been made of it, two of 
them by Hipkins' son. It has been writ
ten about and illustrated in every edi
tion of Grove's Dictionary of Music from 
1878 to 1980. It was pictured (under 
Piano-forte) in The Encyclopedia Bri
tannica from the 1880s for, perhaps, 40 
years. It was pictured in The Dictionary 
of English Furniture in 1926, and even 
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Woodcut illustration from an early 
Grove's edition 

The Grove's photograph 

in a furniture-mover's ad in Antiques 
[Magazine] in 1927. It was displayed and 
even played at several exhibitions in the 
late 19th and early 20th centuries. The 
spinet's interior was pictured in the origi
nal edition of Douala Boalch's Makers of 
the Harp_sichord and Clavichord 1440-
1840, published in 1956. 

The instrument has exceptional integ
rity, even the lid stick appearing to l:ie 
origi!ial. Reflecting a highly rational de
sign layout, it has a remarkably fine tone 
throughout its four-octave compass. Re
cordings are now being made of all my 
early English keyboard instruments, and 
this will certainly be included. 

-Chas. West Wilson 

Comments or news items for these 
p_ages are always welcome. Please ad
dress them to Dr. Larry Palmer, Division 
of Music, Southern Methodist Univer
sity, Dallas, Texas 75275; 
<lpalmer@smu.edu>. 

In the wind 
by John Bishop 

Let's get personal 
When I was a student at Oberlin in 

the mid-1970s, I kept my meager check
ing account at the Lorain National Bank, 
wliere there were two cheery tellers. I 
enjoyed talking with them enough that 
I can remember their names ana faces 
more than 30 years later. I can also re
member the day that the bank christened 
its first ATM. When I needed cash, I was 
relegated to standing outdoors on the 
sidewalk poking the buttons of an alien 
machine. I worried about losing my card 
to the machine. I worried that it would 
shortchange me and I wouldn't be able 
to prove it. And I missed the nice chats 
with the tellers. Today, after thousands 
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of successful ATM transactions, I have to 
admit that I've never been shortchanged 
by a machine, I've only lost a card once 
(my card had eXfJired), and because the 
tellers at the bank I frequent now are a 
pretty gr:umpy lot, I'm perfectly happy 
with the beeps and whistles of the ATM. 
And of course, 24-hour access to cash is a 
convenience to me as I'm almost as likely 
to be in a California airport in the middle 
of the night as in the bank branch near 
my home in Boston. 

My first encounter with an ATM was 
pretty much concurrent with my entry 
into the organ-maintenance business. 
There were no cell phones or e-mail, 
so it was a common routine to spend a 
couple hours on the phone every few 
wee1:s making appointments for service 
calls. Most of those calls were to church 
offices where a secretary would answer 
the phone. Church secretaries were so 
devoted to their jobs that they never left 
their desks, and always answered the 
phone on the second ring. She ate her 
Iunch (tuna fish on white with the crusts 
cut off, cut diagonally into four triangles) 
at her desk. The ubiquitous church 
secretary knew everythlng about the 
church-she (it was always a woman!) 
knew the organist's schedule, the reliabil
ity of the sexton (for turning heat on for 
winter tunings), and whether there was 
a parade or festival in town that would 
make it hard for me to park. 

As I got busier in the tuning business, 
I learned where I could find a decent 
phone booth-one that was away from 
noisy traffic, that had a functioning door, 
that had a place where I could put down 
a piece of paper to write on. It seemed 
there was always a traveling salesman 
with a car full of samples, standing out
side the booth with arms crossed, tapping 
his feet (it was always a man!), waiting to 
use the phone. My first cell phone lioer
ated me from all that. I could sit in the 
privacy and comfort of my car and make 
as many calls as I wanted. Great. 

It was Isaac Newton, he of the drop
ping apple, who observed that for every 
action there is an egual and op2osite re
action. The freer I Eecame to place calls 
to church offices at my convenience, the 
fewer of those calls were answered in 
person. Today, many churches have lim
ited their office hours to three mornings 
a week, and the full-time sexton has been 
replaced by a weekly cleaning service. 
Tlie chairman of the property commit
tee would turn up the heat, but he's in 
Florida for the winter. 

In most cases this works out fine. I 
leave a phone message or send an e-mail 
and get a reply the next morning. The 
church has an electronic thermostat that 
can be programmed weeks ahead. Even 
though I miss the personal contact, I'm 
glad to be doing the tuning. 

Today's instant communication means 
that a church can save some money. The 
church office phone can be forwarded to 
someone's house, and I can make phone 
calls and send e-mail and text messages 
from my car. But is the fact that the 
church no longer really needs ( or cannot 
afford) to maintain office hours an indi
cation of the decline of the institution? 

The Organ Clearing House has 
moved many wonderful pipe organs out 
of churches in New England. When I 
visit one of those old New England 
churches to assess an organ, I'm likely 
to find a fleet of mike stands and am
plifiers, drum sets behind 2lexi-glass 
barriers, and miles of cables festooned 
across the choir loft. Often it's an Asian, 
Hispanic, or African-American con
gregation that purchased the building 
30 years ago. Many of those are thriv
ing-jam-packed sanctuaries several 
times a week, lots of exciting fellowship, 
chicken-beans-and-rice dinners-I've 
had many lovely encounters with clergy 
and parishioners who are excited about 
their church's growth and devoted to its 
work. It's simp1y that their style of wor
ship never has and never will involve 
pipe organs of any description. 

~any of those New England organs 
have been relocated to thriving church
es in the Southeast or Southwest-iron
ically following the "snow-bird" prop
erty committee chairman who is no 
longer available to tum up the heat for 

Pipe organ with drums, etc. 

organ tuning. I wonder how manr more 
generations of retirees there wil be to 
support tl1ose churches, and where the 
organs will go next. 

The more things change, the more 
they stay the same. 

How many church committee mem
bers does it take to change a light bulb? 

Change? Change? That light bulb 
doesn't need to be changed. My grand
mother paid for that light bulb. 

I think this is funny because it's true. I 
served as music director at a church with 
a beautiful white frame building with a 
steeple on a well-kept village ~een-the 
quintessential New Eng1and setting. 
What set it apart from other such nearl:iy 
settings was that it was a new sanctu
ary-ouilt after a fire in the 1970s. The 
clever building committee made sure 
that there was an electric outlet directly 
under each of the large sanctuary win
dows so the electric candles could be 
plugged in easily at Christmas. 

T1ie steeple had a Westminster chime 
that rang on the quarter-hour and that 
played hynms at noon and six pm. Trou
ble was, the hymns were in four-part 
harmony-that's right, a bong-a-tron. 
I've always been an acoustic guy, and 
those faux bells annoyed me. One Sun
day at coffee hour, a member asked me 
what I thought about the tower chimes, 
and I told mm. I said that I was commit
ted to acoustic musical instruments, and 
it irked me that electronic bells "rang" 
from the tower where I was the resident 
musician. He replied, "That's too bad. I 
donated them." 

Yikes. That was quite a lesson. 
By long-standing tradition, that church 

presentea a Candlelight Carol Service 
on the first Sunday of Advent, complete 
with O Come, All Ye Faithful, Silent 
Night, and a Christmas Tea. The same 
woman had presided over the spigot of 
the silver tea urn for a generation. 

After a few years oI toiling to pres
ent Christmas music in the week after 
Thanksgiving, I raised the question to 
the pastor at a staff meeting. There was 
no midnight service on Christmas Eve, 
so I suggested we move the beloved 
candle lighting "Ceremony" to a new 
midnight service and present a special 
musical service on the afternoon of the 
Fourth Sunday of Advent. I was pleased 
that the pastor was receptive, and we 
worked nard to plan that way for the 
next xear. On the First Sunday of Advent 
(which would have been the day of the 
Carol Service), a member stood up dur
ing the announcements and read a mani
festo entitled "Death of a Friend" about 
the loss of the carol service. 

Yikes. That was quite a lesson. 
There was a lot of grumbling that 

Advent. I got a couple letters from pa
rishioners who were disappointed with 
the change, and had my ears figuratively 
boxed a number of times at coffee hour. 
But the midnight service was well at
tended, the carol singing was moving, 
and the heavens showea approval l:iy 
providing a beautiful light snowfall. (As 
I grew Ufl in the N ortlieast, I've alwaxs 
associated Christmas with snow, though 
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I doubt that snow played any part in the 
first Christmas.) We repeated the con
troversial plan the next year, and by the 
third year it was a new and inviolable 
tradition. It's been ten years since I left 
that church-I sure hope they haven't 
messed with "my" tradition! 

§ 
Establishing a midnight service on 

Christmas Eve isn't exactly innovation. 
In fact, I was so used to that tradition 
from other churches in my experience 
that it felt funny not to have one. But if 
there is to be a future for what I might 
call the "traditional" church-the church 
of pipe organs, Thursday night choir re
hearsals, and Candlelight Carol servic
es-we must find new ways to celebrate 
and present the magnificent music that is 
our heritage. There will always be a few 
great central (big city) churches that of
fer Evensong in the English Cathedral 
tradition, but they rely in many ways on 
the suburban church that feeds on the 
music of the past for the development 
of choristers, the breeding (if you will!) 
of organists, and the sustenance of or-
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ganbuilding firms that can produce and 
maintain tliose wonderful instruments. 

It is the responsibility of the musicians 
and instrument makers to be on a con
stant prowl for new ways to look at this 
that means so much to us. It's already 
true that churches in remote areas can
not find quahfied musicians to lead their 
worship. Why is that? 

I hke to repeat that one of things I hke 
best about my work with Organ C1earing 
House is the continuing opportunities to 
visit and work with dozens of churches 
around the country. I have frequently ob
served that I am aware of sameness-that 
the Sunday bulletin of a church in Seattle 
is very similar to one in Maine. But one 
thing I know for sure, those churches 
that nave the most vibrant "traditional" 
music programs are those that are led_ by 
musicians who participate fully in the life 
of the church. When you see the organ
ist wearing an apron making sandwiches 
to be sold at the church fair, dropping 0, 
on the soccer games to see a youth cliorr 
member score a goal, or bothering to at
tend the high school musical to near a 

choir member sing 'Tm just a girl who 
cain't say no," you can bet that the choir 
rehearsals are rollicking and fun. There's 
no rule that says only the pastor can visit 
parishioners in the liospital. 

When I was active as a parish organist, 
I felt it was my: responsibility and prerog
ative to play the great literature as pre
ludes and postludes. But when I observe 
a brilliant and respected musician invit
ing a talented high-school student to play 
a prelude on the piano or flute, I know I 
am seeing effective ministry. I'm sorry I 
was so stubborn as to favor my rendition 
of a Bach prelude and fugue over pro
viding a performance opportunity for a 
young person. 

None of this means that you shouldn't 
strive to offer the very best readings of 
the very best music in worship. There is 
no better way to feed the faith of loyal 
choir members than by challenging them 
with spectacular music, helping them 
develop their God-given talents, giving 
them the opportunity to bring some
thing speciaf to worsl:ii:[>. Have you ever 
started a choir rehearsal by saying, "let's 

just bring out this old thing ... "? 
I've gotten to know a con_g:regation 

that recently purchased a si~cant or
gan by: a well-1mown builder. The organ
ist and director of music are both fine, 
high-spirited women who are enthusi
astic about their work. And the organ
builders, much to their credit, are vafued 
and appreciated as important members 
of the church family. The resident mu
sicians have celebrated the instrument 
so the parishioners know that they have 
acquired something special. And though 
the organbuilders llve and work a thou
sand niiles away, they are present both to 
and for the church, bothering to attend 
performances and worship services, even 
making the effort to show up for an im
portant birthday. 

In these ways, our music will live. 

When in our music God is glorified. 
And adoration leaves no room for pride, 
It is as if the whole creation cried Alleluia! 
Let every instrument be tuned for praise! 
Let all rejoice who have a voice to raise. 
And may God give us faith to sing always 

Alleluia! ■ 

fj_oulding_ GP Cffi>od, qnc. 
PIPE ORGAN BUILDERS 

823 Massachusetts Avenue 
Indianapolis, Indiana 46204 
voice: 800.814.9690 
or: 317.637.5222 
facsimile: 317.637.5236 

www.gouldingandwood.com 

15 



On Teaching 
by Gavin Black 

Intervals, tuning, and 
temperament, part 1 

In this series of columns, I want to 
share a few ideas about how to introduce 
aspects of tuning and temperamentto stu
dents. In so doing I will unavoidably sim
plify a very complicated subject. My: hope 
is not to oversimp!±fy, but to simplify in a 
way that completely avoids inaccuracy. 

Most organists do not have to do any 
tuning as such, or at least can do without 
tuning if they prefer. However, it is very 
convenient indeed for any organist to be 
able to touch up a tuning, or to help out 
with tuning, or to do a bit of tuning of 
a chamber organ. And of course anyone 
who plays harpsichord has to expect to 
do all or most of their own tuning. Be
yond that, however, it is very useful and 
enlightening for any organist to under
stancl the role of tuning, temperament, 
and the nature of different intervals in 
the esthetics of organ and harpsichord 
sound and repertoire, and in the history 
of that repertoire. 

Tuning is one of those areas that many 
people-including, especially, begin
ning students-tend to find intimidat
ing. It certainly can be complicated, and 
can, in particular, involve a lot of math, 
some of it rather arcane ( the 12th root 
of 2 can be involved, for example, or the 
ratio between 27 and 1.512). However, 
the concepts are straightforward, if not 
exactly simple. I will start from the very: 
basic here-indeed with the question of 
what a musical sound is, since everytnii?.g 
about tuning arises out of that. I myself, 
who have tuned constantly for over thir
ty years, still find it useful to revisit the 
most basic notions about tuning. 

What is a musical sound? 
Sound travels in waves, and those 

waves have peaks and valleys spaced at 
regular intervals. When the peaks and 
valleys of a sound wave traveling through 
the air arrive at a solid materiaT they will 
tend to make it vibrate. Some materials 
vibrate inefficiently (a block of granite, 
for example, or a piece of fabric); some, 
like an eardrum or the diaphragm of a mi
crophone, vibrate very efficiently indeed. 
In any case, a sound wave will tend to 
make a solid vibrate at a speed that cor
responds to how often-liow frequent
ly-the peaks and valleys of that wave 
arrive at the solid. This is what we call the 
frequency of the sound: a very common
sense term. The wavelength of a sound 
wave is the distance between two succes
sive peaks. The longer this is, the less fre
quently those waves will arrive at a given 
object (say, an eardrum), the more siowly 
they will make that object vibrate, and the 
lower the frequency of that sound will be. 
The shorter the wavelength is, the more 
frequently the peaks will arrive, the fast
er the vibrations will be, and the higher 
the frequency will be. This assumes that 
these two waves are traveling at the same 
speed as each other. It is also true that 
tlie peaks of any given sound wave will 

arrive at a given place rrwre frequently if 
that wave liappens to be traveling more 
quickly and less frequently if that wave 
is traveling more slowly. (This is an im
portant point to remember in connection 
with the practical side of organ tuning, as 
I will mention later on.) 

It is the frequency of a sound that hu
mans interpret as pitch. A sound wave 
that makes our eardrums vibrate faster we 
describe as "higher" in pitch than one that 
makes our eardrums vibrate more slowly. 
We do not hear wavelen{!,th directly: we 
hear frequency. (This is also an important 
point for organ tuning.) Frequency, being 
a measurement of how often a particular 
thing happens, is described in terms of 
how often that thing (vibration) happens 
per second. This is,. of course, just a con
vention: it could have been _per minute, or 
per year, or per millisecond. 

Sounds tliat we tend to experience as 
"music" have wavelengt:4s and frequen
cies that are consistent and well organized. 
Other sounds have frequencies and wave
lengths that are in many respects random. 
This is actually a distinction that-even 
absent oversimplification-cannot be 
defined perfectly or in a cut-and-dried 
manner. It is not just scientific, it is also 
partly psychological and partly cultural. 
However, for tlie (also cultural) purpose 
of thinking about tuning musical sounds, 
it is enough to describe those sounds as 
follows: a musical sound is one made 
up of soun_d waves with a frequency 
that remains constant long enough 
for a human ear to hear it, which 
may be joined by other sound waves 
with frequencies that are multiples 
of the frequency of that first wave. A 
conglomeration of sound waves in which 
the peaks are spaced irregu!arly will not 
be heard as music. To put arbitraiy num
bers to it, a musical sound might have a 
wave with a frequency of 220 vibrations 
per second, joined by waves that cause 
vibrations of 440, 660, 880, ll00, and 
1320 per second. (Vibrations per second 
or cycles per second are abbreviated Hz.) 
In a musical sound, the lowest (slowest, 
largest wavelength) part of the sound (220 
Hz, above) is called the fundamental, and 
the other components of the sound ( 440 
Hz, etc.) are called overtones or upper 
partial tones-upper partial,s for short. 
A sound consisting of only one frequency 
with no overtones will be heard as a mu
sical sound; however, this is very rare in 
non-computer-generated music. Essen
tially every device for producing music 
produces overtones, some ( oboes, for 
example) more than others (flutes). (By 
convention we usually label or describe or 
discuss a musical sound by referring only 
to its fundamental, but that never implies 
that there are no overtones.) 

There is categorically no such thing as 
an organ pipe or harpsichord string that 
produces a fundamental with no upper 
partials. (Though of course the mix and 
balance of upper partials can vary infinite
ly.) This fact is crucial in the science and art 
of tuning, and for the relationship between 
tuning and esthetic considerations.1 

What is an interval? 
Any two musical notes form some 

interval with each other. We are accus-
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tomed to identifying intervals by the 
notes' linear distance from each other in 
the scale, and the terminology for com
mon intervals (second, fifth, etc.) comes 
from that practice. However, in fact in
tervals arise out of the ratio between the 
frequencies of the fundamentals of two 
notes. The number of possible intervals 
that exist is infinite, since the number of 
possible frequencies is infinite. However, 
the common intervals in music are some 
of those in which the frequency ratios 
are simple: 1:1, 2:1, 3:2, 4:3, and a few 
others. And of course these are the inter
vals that have common names: 1:1 is the 
unison, 2:1 is the octave, 3:2 is the 2er
fect fifth, 4:3 is the perfect fourth, and so 
on. To put it another way,_ if we say that 
two notes are a 2erfect fifth apart-as in, 
say, E above middle C and A below mid
dle C-that means that the frequency of 
the higher note is in the ratio of 3:2 to 
the frequency of the lower note, or 1 ½ 
times tliat frequency. (A below middle 
C is often 220 Hz, so E above middle C 
should be 330 Hz.) If two notes are an 
octave apart, then the frequency of the 
higher one is twice the frequency of the 
lower one, for example middle C at 256 
Hz and C above middle C at 512 Hz. 
The names-both of the notes and of 
the intervals-are arbitrary conventions, 
the existence of notes witli these ratios a 
natural fact. 

The question of why those particular 
intervals have been important enough to 
so many people that they have formed 
the basis of a whole system of music
indeed many different systems-is a 
complicated one that probably cannot 
be answered in full. It seems self-evi
dent to people brought up listening to 
music based on fi:ft:hs and thirds, etc., 
that those intervals "sound good" and 
that they should form the basis for har
mony-itself in turn the basis for music. 
E:xrilanations for this have been sought 
in the structure of the universe, in vari
ous mathematical models, and through 
neurological research. However, for tlie 
purpose of thinking about how to tune 
intervals on keyboard instruments, the 
interesting and important thing is that 
the intervals that we use in music and 
consider consonant are the intervals 
that are found in the overtone series de
scribed above, and in fact found amongst 
the lower and more easily audible par
tial tones. The octave (2:1) is the interval 
between the first upper partial and the 
fundamental. The perfect fifth (3:2) is 
the interval between the second and first 
upper partials. The perfect fourth (4:3) 
is the interval between the third and 
second upper partials. The major third 
(5:4) is tlie interval between the fourth 
and third upper partials. This may in fact 
explain some of the ap2eal of those har
monies: in a major triad, all of the notes 
other than the tonic are found in the 
overtone series of the tonic. ( Of course 
this is only actually true if you accept the 
notion that notes an octave apart from 
one another are "the same" note. This 
appears to be a universal human perce_p
tion, and has recently been found to Ee 
shared by other primates. Possible neu
rological sources of this perception have 
also recently been found.) For example, 
starting with the note C, the first few up
per partials give the notes C, G, C again, 
E, G again. These are the notes of tlie C 
major triad. 

What does it mean for an interval 
to be in tune? 

If intervals are ratios, then there ought 
to be a simple definition of what it means 
for an interval to be in tune: the ratio of 
frequencies should actually be what the 
theoretical definition of the interval says 
it should be. Thus, if a given note has a 
frequencyof(forexample) 368.5 Hz, then 
the note a perfect fiffu above it should 
have a frequency of 552. 75 Hz. Or if a 
note has a frequency of 8.02 Hz then the 
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note a major third above it should have a 
frequency of 10.025 Hz. Also, since these 
commonly used intervals are related to 
the overtone series, it makes sense to be
lieve that their being really in tune this 
way is important: if tliey are not exactly in 
tune, then, presumably, they fail to cor
respond exactly to the overtones. And it 
may be this correspondence to overtones 
that gives those intervals their artistic 
meaning and power. 

The very last statement above, how
ever, is speculative and perhaps subjec
tive-a proposed value judgrpent aoout 
the effect of a kind of sound. It is also 
quite possible that some interested par
ties-listeners, composers, performers, 
instrument builders-might happen to 
prefer the sound of a given interval in a 
tunin_g that is not theoretically correct. It 
is indeed very common for instruments 
on which intonation can be shaded in 
performance (that is, most non-keyboard 
instruments, including the voice) to be 
played with a kind of Rexible intonation. 
N ates are moved a little bit up or down 
to express or intensify sometliing about 
the melodic shape or the harmony. This 
is somethin_g that keyboard instruments, 
with limited-exceptions on the clavichord, 
simply cannot do. However, it is an idea 
that can influence choices that are made 
in setting a key:board tuning. 

So another definition of what it mi_ght 
mean for an interval to be in tune is tliis: 
an interval is in tune if it sounds the way 
that a listener wants it to sound. 0 bvious
ly, this is almost a parody of a subjective 
definition, but it also might be the closest 
to a true one. If the tuning of an interval 
does indeed fit some theoretical defini
tion but the musician(s) hearing that 
interval want it to sound a different way 
then, as a matter of real musical practice, 
it probably should be that other way ( that 
is, assuming careful and open-minded 
listening). This notion, ancf in general 
the interaction between certain Ends of 
theory and certain kinds of esthetic pref
erences, have also been important in the 
history of keyboard tuning. 

What is the problem with 
keyboards? 

The very premise of the existence of 
keyboard "tuning and temperament" as 
a subject is that there are special issues 
or problems with keyboard instruments 
from the IJ0int of view of tuning. Under
standing clearly what these proolems are 
is the prerequisite to understanding key
board tuning systems themselves, to un
derstanding the role of tuning in the his
tory of keyboard repertoire and, should 
the occasion arise, to engaging success
fully: in the act of tuning itself 

The first issue or problem is simply 
that keyboard instruments must ve 
tuned. That is, prior to playing anything 
on a keyboard instrument, a set of hard 
and fast choices must be made about 
what pitch each note will have. This is 
perhaps obvious, but still important to 
notice. Of course the instrument can 
be tuned differently for another occa
sion-more readily with a harpsichord 
or clavichord than with an organ. But at 
any moment of playing, eacli note and 
each interval is going to be whatever it 
has been set up to be. 

The second problem is an extension of 
the first, and is the crucial issue in key
board tuning. The number of keys on tlie 
keyboard is simply not enough to repre
sent all of the notes that in theory exist. 
That is, the notion that, for example, c 
and b# or ~ and ap are the same as one 
another is a fiction or, at the very best, an 
a_pproximation. This is where the math of 
tlie so-called "circle of fifths" comes into 
play. We are all taught that, if you start 
at any note-say c-and keep moving up 
by a filth, you will come back to the note 
at which you started: c-g-d-a-e-b-f#
c#-g#/ap -d#/ep -a#/bp -f-c. This circle 
provides a good working description 
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of the way that we use these notes, but 
it glosses over the fact that if the fifths 
are pure (theoretically correct) it sim
ply doesn't work: the circle is actually a 
spiral. Going one way ("up") it looks like 
this: c-g-d-:_a-e-b-f#-c#-g#-d#-a#
e#-b#-f-c-g, etc. Goin_g the other way 
("down") it 1ooks like tliis: c-f-bb -eb -
ab -db-gb-cb-fb-bw-elb-aw-dw-gw, 
etc. If each fifth is really in the ratio of 
3:2-the frequency of the higher note 
is 1 ½ times the frequency of the lower 
note-then none of the enharmonic 
equivalents work. The b# will simply not 
be at the same frequency as the c, llie glb 
will not be the same as the f, and so on. 2 

This in tum means that it is impossible 
to tune all of the fifths on a keyboard in
strument pure: not just difficult but liter
ally impossible. 

The third issue or problem ofkeyboard 
tuning also arises out of the first and ex
ists in a kind of balance or conflict with 
the second. On keyboard instruments 
the tuning of one class of interval deter
mines the tuning both of other intervals 
and of the scale as a melodic phenom
enon. If you tune a keyboard instrument 
by fifths, then the thirds, sixths, etc. will 
be generated by those fifths. If you tune 
the fifths pure, the thirds will come out 
one way, if you tune the fifths somethmg 
other than pure ( as you must with at least 
some of them), the thirds will come out 
some different way. This is an esthetic 
matter rather than (like the second issue) 
a practical one. 

These three issues have defined and 
determined the choices made in the 
realm of keyboard tuning over several 
centuries. Next month I will discuss 
what some of those choices have been 
and how they have arisen. ■ 

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

Notes 
1. Overtones are also important to the art 

of registration on the organ, and I discussed 
them in the April 2008 DIAPASON column 
dealing with registration. 

2. I have posted a worksheet with some 
of the actual numbers at the Princeton Early 
Keyboard Center website: <www.pekc.org>. 

Music for Voices 
and organ 
by James McCray 

Easy settings for summer choirs 

Why is it that summer belongs to chil
dren? Even grown-ups who relish summer 
find it mixed with more joyous memories 
than the other three seasons combined. 

-Hugh Downs 
Perspectives 

Summer is that penumbra for the 
year, its arrival like an oasis in the desert. 
While hibernation is not recommended, 
some kind of change of routine clearly 
is needed during these halcyon days. As 
the preacher in Ecclesiastes says, "For 
everything there is a season, and a time 
for every matter under heaven." The 
overriding shibboleth, however, is that 
for most people this is not a time to coast 
but rather a time to refuel. 

In summer, church choirs have ei
ther an abbreviated singing sched
ule, or take all summer off from their 
weekly responsibilities, and it is a well
deserved change for the singers and 
their director. The majority oI church 
choir positions are part-time, some 
even volunteer situations. Only a few 
of the larger churches have full-time 
positions for the organist and/or choir 
ilirector, so many directors need some 
kind of respite after working two very 
busy jobs most of the year. 

We all have become accustomed to 
school schedules that reward us with 
the annual summer break, so convinc
ing choirs to sing through the summer 
is a daunting task, indeed. In the Middle 
Ages even the most mistreated peasant 
never worked more than 150 days a year. 
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Seasonal slack times in the fields and an 
abundance of holidays somehow made 
life more bearable for these oppressed, 
provincial people. Today's Europeans 
continue to enjoy far more holidays 
than American workers. The great nine
teenth-century French nove!Ist and es
sayist, Stendhal, firmly stated the need 
for "solitude and leisure" as "indispens
able for the process of crystallization." 
There are those who would suggest 
survival instead of crystallization in our 
modem society. 

So, as we face each day with the threat 
of terrorism, a recession, and the most 
horrible economic times in many years, 
let summer wash you clean; but, be care
ful that it does not cause you to lose 
sight of your goals. A reduction, not a 
stoppage, of intellectual activities is sug
gested. Seek a reasonable balance and 
continue your growth efforts through 
music workshops, learning new music, 
and reading. Treat these glorious weeks 
not as a vacation, but more importantly 
as a refueling station. 

For those directors whose positions 
require choral participation in the sum
mer church services, the reviews below 
are of easy anthems, most needing less 
than 20 minutes of rehearsal. Enjoy your 
summer but remember that Rally Sun
day, which for most church choirs is the 
second Sunday in September, is lurking 
in the shadows of that big shade tree. 

Two Songs for Gathering and Send
ing, Joh.ii L. Bell. SATB and key
boara, GIA Publications, G-6526, 
$1.30 (E). 

Each work is one page in length, and 
both have four repeated verses. The first, 
"One Is the Body," has a brief keyboard 
introduction and then doubles the voices 
throughout. The second, "Jesus Christ, 
Here Among Us," opens with a refrain, 
which is then repeated after each verse. 
Very simple, straightforward music. 

Great the King of Israel, George F. 
Handel, arr. John Simonds. Two-part 
mixed chorus and keyboard, Theodore 
Presser Co., 392-42390, $1.30 (E). 

Taken from Judas Maccabaeus, this 
spirited anthem is arranged with two 
texts; the second one is designed for 
Advent. The choral parts are imitative, 
with both written in treble clef, and the 
keyboard part is primarily chordal, on 
two staves. 

0 God Our Help inAJ!esPast, Mark A. 
Miller. Unison mixecl voices and key
board, Abingdon Press, 0687028027, 
$1.25 (E). 

Although the familiar text of Isaac 
Watts is used, the music is not the well
known ST. ANNE tune. The rh)'!TI.mic, 
syncopated music has a gospel feel to 
it, and an accompaniment tape is avail
able for sale (0687-3-722, $15.00). The 

melody is retained as the music moves 
through a series of modulations. This 
may take a little work, but is certain to 
enliven summer services. 

Easy Choir, Volume 7, compiled by 
Jack Schrader. Two- or three-part 
with keyboard, some with addition
al handbells, Hope Publishing Co., 
B427, $8.95 (M-). 

The ten settings are for various times 
in the church year, including Christmas, 
and are hand-picked by the editor from 
successful SATB anthems; they have 
been reduced in required voices so that 
smaller SAB choirs may perform them. 
Additional rhythm parts and full orches
trations plus a _performance CD (8328C) 
are also available from the publisher. 
This very attractive collection with a wide 
variety of musical styles is highly recom
mended for small church cl:ioirs, and a 
bargain at less than a dollar an anthem. 

I Give You a New Commandment, Pe
ter Aston. Two-part and organ, GIA 
Publications, G-4331, $1.10 (E). 

British composer Aston originally 
published this work with the Royal 
School of Church Music. It may be per
formed with women alone or in a mixed 
two-part version. The singers almost 
always move together without counter
pomt, and often in unison. A gentle set
ting of the text from John 14. 

NEW AND CLASSIC KEYBOARD MUSIC 
BY EMMA LOU DIEMER 

HOLIDAYS OF THE YEAR for Piano or Keyboard. (New!) 
14 arrangements of familiar tunes: We Gather Together, For All the Saints, Silent Night, Ave Maria, 

and others. 
Emerson Music Publishers, Inc. www.emersonmusic.com. 800-518-7214. 

SPIRITUALS FOR PIANO or Keyboard. 
16 arrangements of beloved spirituals including Go, Tell It on the Mountain, I've Got Peace Like a 

River, Steal Away, Were You There, and others. 
Santa Barbara Music Publishers. http://sbmp.com. 805-962-5800. 

VARIATIONS ON OLD ONE HUNDREDTH for Piano and Organ. (New!) 
Variations on Old One Hundredth, Meditation on Old One Hundredth, Old One Hundredth Rag, Grand 

Old Finale on Old One Hundredth. 
Zimbel Press/Subito Music. www.subitomusic.com. 973-857-3440. 

SUITE SUNDAY for Organ and Piano or Harpsichord or Synthesizer. 
Praise, Song, Dance, Prayer. 
The Lorenz Corporation. www.lorenz.com. 800-444-1144. 

FOR KEYBOARD AND OTHER INSTRUMENTS: 

TIME PIECES for Trumpet and Organ or Keyboard. (New!) 
Quiet Time, Happy Time, Simple Time (based on SIMPLE GIFTS), Closing Time. 
Zimbel Press/Subito Music. www.subitomusic.com. 973-857-3440. 

ARIA AND SCHERZO for C instrument and keyboard. 
The Lorenz Corporation. www.lorenz.com. 800-444-1144. 

PSALMS FOR FLUTE AND ORGAN OR PIANO. 
Seesaw Music Corp./Subito Music Corp. www.subitomusic.com. 973-847-3440. 

PSALMS FOR TRUMPET AND ORGAN OR PIANO. 
Tap Music Sales. tapmusic@tapmusic.com. 641-792-0352. 

PSALMS FOR ORGAN AND PERCUSSION. 
C. Alan Publications. www.c-alanpublications.com. 336-272-3920. 

PSALM 1 and PSALM 122 for Bass Trombone or Tuba and Organ. 
Ensemble Publications. www.enspub.com. 607-592-1778. 

PSALM 121 for Organ, Brass, and Percussion. 
C. Alan Publications. www.c-alanpublications.com. 336-272-3920. 

PSALMS FOR PIANO. 
Dixon-Broyles Productions. JoanDeveeDixon.com. 

(Recordings of the psalm settings are available at JoanDeveeDixon.com) 
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God Is There, Sandra Ford. Unison 
or two-eart treble voices and key
board, Abingdon Press, 0687028825, 
$1.20 (E). 

This simple anthem has four verses, 
with the first two sung to the same mu
sic. The third moves into a modulation 
for new music, then the fourth verse 
returns to the opening material with an 
optional second part. 

God Be Merciful unto Us, Daniel 
Pinkham. Unison and organ, ECS 
Publishing Co., No. 5394, $1.50 (E). 

Althougl:i more challenging than other 
unison music reviewed here, Pinkham's 
setting of Psalm 67 has a melodic, /et 
quirky vocal line that often is double in 
the organ accompaniment. While the or
gan chords have dissonance, they are nev
er intrusive, so the music flows quietly. 

Maria, Mater Gratiae, op. 47, no. 2, 
Gabriel Faure. SA or TB with or
gan, Alexander Broude Inc., AB 948, 
$1.20 (M-). 

This beautiful Latin motet usually has 
the voices movin_g together, with their 
part doubled in tlie keyboard. The mu
sic is sensitive and somewhat dramatic, 
and the keyboard part consists of busy, 
running lines. 

The Lord Bless You, J. S. Bach. SA or 
TB and organ, Concordia Publishing 
House, 98-1474, ($1.50) (M). 

This famous setting was originally a 
duet in one of Bach's wedding cantatas, 
and is most often sung by a men's chorus. 
The vocal lines are imitative, but with 
short phrases, making singing easier. 
Both English and German texts are pro
vided for performance. This wonderful 
setting of a text of Psalm 113 is charming 
music, and is highly recommended. 

I Ask One Thing of the Lord, Hein
rich Schutz. Two-part and keyboard, 
Concordia Publishing House, 98-
3540, $1.25 (M-). 

Taken from Schiitz's Symphoniae 
sacrae, this edition by David Music has 
both German and English texts for per
formance. The realized keyboard music 
is chordal and very simple. The vocal 
lines are independent of each other. This 
is probably best for a women's choir. 

Book Reviews 

Organisms: Anecdotes from the World 
of the King of Instruments, by Jenny 
Setchell. Pipeline Press, $16 (USD); 
<www,eipeorgan.co.nz>. 

This book contains a collection of 

highly memorable anecdotes provided 
by some of the best-known figures from 
the world of concert organists, including 
Christopher Herrick, Sir David Will:.. 
cocks, Peter Hurford, Keith John, and 
Colin Mitchell, as well as tales from less
er-known but no less interesting charac
ters. Many of the problems encountered 
are those that beset us all, even in the 
humblest parish church organ; others al
most defy oelief. What is ap_parent here 
is that what can go wrong will frequently 
manifest itself at moments such as the 
entry of the bishop or at a sold-out con
cert with an audience of thousands or 
during a doctoral recital. 

In some 250 pages, Jenny Setchell has 
divided the anecdotes into several cat
egories. The opening pages include the 
problems surrounding giving concerts, 
from rehearsing against extra accompa
niment in the form of church cleaners, 
being locked in and out of churches 
(some ingenious adventures here), or
ganists wlio have gone off with the key, 
problematic pistons that would not re
tain settings, alarms that would not reset, 
and unexpected audience interaction. 

In the category covering what hap
pens in church, there is excellent advice 
on surviving sermons (just read what Co
lin Mitchell has done instead of listening 
to the e~g Word), choirs, congrega
tions, and particularly weddings and fu
nerals with the manifold probfems from 
those involved, especially the mother
in-lawl There are several wonderful sto
ries about organs behaving badly-how 
many of us l:iave encountered ciphers, 
often on the loudest stop, at the most 
inopportune moment! Animal lovers are 
also catered to-just take a look at the 
cover and then read this section to find 
out why a tiger is stretched out on to)'.J 
of the consofe. Domestic cats, bats, ana 
birds also feature in. Other little snip
pets about organists themselves include 
Their reactions to hearing their pieces 
played (Thiman and Langlais) as well as 
The problems of vertigo in accessing con
soles that are many feet above the nave. 
Which organist was so forgetful that he 
would drive somewhere, catch the train 
back, then report his car as stolen?l And 
as for hand-pumping blowers ... ! 

Organ tuners, often unfairly maligned, 
also put forward their views-just imag
ine the terror and panic building up if a 
piece contains a note that is held for not 
just seconds but also very rarely for min
utes. Also highly amusing is a collection 
of misprints on programs, etc., and a few 
poetic gems aoout our favorite instru
ment, f articularly the anonymous re
write o "The church's one foundation." 

Why did Sir David Willcocks put his 
wife in the swell-box at Salisbury Ca
thedral during a live broadcast, why was 

Roy Massey threatened with contempt 
of court, how did Faythe Freese rid a 
church in Kiel of encamping terrorists, 
why was Mark Quarmby scaling a cliff 
in Australia when he should have been 
playing at a funeral, and what happened 
when Todd Wilson dozed off during a 
service? For the answers to all of these 
and accounts of so many other situations, 
perhaps almost implausible to the non
organist, read this splendid collection of 
anecdotes that is ideal for dipping into 
but may just be so moreish iliat you'll 
read it in one sitting! 

It really is so good that you'll want to 
buy two co2ies, to send one to a friend/ 
relative for oirthday etc. The lovely line 
illustrations by Terence Dobson add a 
further dimension to the verbal hilarity. 
Perhaps Jenny Setchell will be able to 
offer a second book on this wonderful 
subject in the future. 

-John Collins 
Sussex, England 

Schoenstein & Co. Organs by Orpha 
Ochse; OHS Press, Richmond, Vir
ginia, 2008, softbound, 160 pages, 
$25.99; available through OHS cata
log at <www.ohscatalog.org>. 

During my career as an organbuilder, 
when I told someone what I did for a 
livin~, I often got the response, "Oh, I 
didn t know anybody did that anymore." 
This book is one indlcation that someone 
does "that" and does it successfully. The 
book starts where Louis Schoenstein's 
Memoirs of a San Francisco Organ 
Builder leaves off. After a short history of 
the company's early years, it begins with 
the sale of the furn to Jack Befhards in 
1977 and traces the history, growth and 
philosophy of the last 30 years. 

A chapter is devoted to Jack Bethards, 
his background as a business manager, as 
a professional musician, his experience 
in arts and theatre management, and ex
pertise in early twentietl:i-century popu
lar and light classical music. He is a man 
of many talents and, coming as he did to 
organbuilding late, learned the business 
inside and out. 

Bethards immediately set the compa
ny's course firmly in the Romantic tradi
tion, with the intention of expanding the 
tonal color and dynamic range of the 
organ. His rather unorthodox thoughts 
are laid out in logical order. Witl:iout 
precedent, his goal is to explore any and 
all avenues that might contribute to the 
expansion of the organ's expressive pow
ers, particularly those of an orchestral 
character. The important features are 
steady wind, their own "Expansion Cell" 
under each pipe to reduce wind turbu
lence, wind pressures between 3½ and 
5½ inches, a positive attitude toward 

Log On and take the tour! 
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chambers, swell shades operated with a 
ten-stage motor and opening nearly 90 
degi:ees, double expression (swell boxes 
inside swell boxes) and AGO standard
ized consoles with multiple electronic 
aids in the form of pistons and couplers. 

The remainder of the book is dedi
cated to the organs built since 1977 
and is divided roughly into decades. 
The first decade saw the maintenance 
business continued and the building of 
quite a number of small organs: mostly 
two-manual instruments with one three
manual included. The next decade saw 
the expansion of the business from the 
immediate area of San Francisco to the 
surrounding states of Arizona and Utah. 
Beginning in the 1990s, the company 
had a tremendous eXj'.lansion, with new 
installations dotting the country from 
coast to coast. There was a correspond
ing expansion in the size of the organs, 
including two four-manual and eight 
three-manual organs. 

During this time, the company was 
also responsible for the development of 
many new stops. This makes for fascinat
ing reading, out is difficult to imagine 
wl:iat they actually sound like. Double 
expression boxes are common and usu
alfy more than one division is under ex
pression. There is duplexing even in the 
largest of organs. Extensions upward or 
downward are common, and electronic 
extensions are standard. 

Jack Bethards admits that some of the 
success of the company has been due to 
the revived interest in Romantic organ 
repertoire, but feels that the company 
has carved out a niche for the American 
Romantic organ. Dr. Ochse has writ
ten an easy to read book with a wealth 
of information. This includes complete 
stoplists, photos, and descriptions of 23 
organs. The appendices include a com
plete opus list, names of nearly 90 em
ployees and staff, recordings of Schoen
stein organs, and a list of articles about 
the company. The book is a must for or
gan builaers and laypersons alike. 

-Jay Zoller 
Newcastle, Maine 

DVD Reviews 

Jeanne Demessieux (1921-1968): 
Complete Organ Works. A Film by 
Federico Savio. Maxi.me Patel, or
ganist. Fugato, Fug 025, made in It
aly; ruµning time: 148 minutes; pic
ture format: NTSC 16:9; disc format: 
DVD-9; region code: 0 (worldwide). 
Available from the Organ Histori
cal Society, DVDFUG025, $28.95, 
<www.ohscatalog.org>. 

Maxime Patel plays the six-manu
al, 141-rank Georg Tann organ at the 
Stiftsbasilika in Wal9-sassen, Germany: 
Nativite, op. 4; Six Etudes, op. 5; Sept 
Meditations sur le Saint-Esprit, op. 6; 
Triptyque, op. 7; 12 Choral-Preludes on 
Gregorian Themes, op. 8; Te Deum, op. 
11; Repons pour les Temp_s Liturgiques; 
Prelude et Fugue en Ut [ clans le mode 
lydien], op. 13. 

"A Film by Federico Savio" best de
scribes this DVD. From the performer's 
walk to the church to the hlghlights of 
the Baroque basilica, the pliotography 
and setting forth of ideas in film is ex
cellent. Because Maxime Patel recorded 
the complete works of Teanne Demes
sieux, I had interpreted the project to be 
more pedagogical than it actually proved 
to be. 

Context is so important. The auditory 
stimulation was mismatched to the litera
ture being playe_cl. It was disconcerting 
to hear flute chili; the narrow scaling oI 
the strings, and the undeniably German
ic tonal quality of the small solo reeds. 
The large scaling of French "fonds" was 
missing. The visual context was also mis
matched as we heard brilliant 20th-centu
ry compositions while viewing ornate de
tails of a "Baroque" basilica in Germany. 

I thought tliat the placement of the 
organ specifications on the inside of the 
outer wrapper, visible through the plastic 
DVD case, was further evidence that this 
film was not first about the sounds and 
music, but about something more. Also, 
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for a DVD project of this magnitude, an 
organ demonstration would nave been a 
good bonus item, even in French with 
English/German subtitles. 

From a pedagogical standpoint, the 
availabiliry of the recorded works is in
valuable, but would be more so had 
they been recorded on an instrument 
of Demessieux's time. When the sounds 
do not instruct one in the registrational 
intentions of Demessieux by using a late-
19th, early-20th century instrument in 
France, some of the teaching value of 
this DVD is lost. 

The notes by Dominique Trefouel 
indicate that Maxime Pate[ chose to re
cord these works in "a single session" 
(Preface). With the technology available 
to us, this is 9.uite possibly a limiting de
cision and placed a greater demana on 
the performer than necessary. I would 
have preferred more passion and inter
pretive creativity in the performances. It 
seemed an irrelevant and possibly fool
ish decision to record this concert in a 
"single session." 

The camera shots of the pedal work 
and the manual work were excellent. 
There was careful detail provided to the 
viewer of how the artist used the console. 
We could see the calm a_p:EJroach to per
formance that Patel exuded. 

The explanation about the organ was 
very brief in the brochure, mentioning 
two consoles, but not explaining why this 
organ in particular was chosen for such 
a project. It was interesting to see both 
consoles used; shots of the back console 
afforded the viewer an understanding of 
the placement of divisions in the balcony 
space (with the tracker console). 

I couldn't help wondering what moti
vated the project. It did not seem to be 
the intellectual pursuit of providing us 
with the works of Demessieux witli at
tention to correct performance practice. 
The film bore a dedication, but I couldn't 
help but feel that the organ building firm 
of Georg Jann might nave hel_eecf with 
the fundlng of this project. The film pre
sented itself as a wonderful PR piece for 
J ann's work. 

The photography and conception for 
the film are excellent as a music DVD. 
The performer is skilled and young. The 
depth required to approach the music of 
Demessieux takes incredible study and ex
posure to the instruments, the buildings, 
and the current celebrated performers of 
those works within France. With time, the 
effort put in by this artist on learning the 
notes of all these works will pay off He 
has much to experience to achleve mature 
performances of these works. 

In summary; the film is too musically 
heavy and tonally similar for one to sit ana 
watch it as entertaimnent for two hours. 
It can provide a reference for the com
positional sound of a work for students 
studying a particular work. The archi
tecturaf shots were well done and visu
ally _pleasing. I commend the idea and am 
glacf there is a place we can come to hear 
Demessieux's canon. However, I would 
much prefer that it had been recorded in 
France by a more seasoned artist. 

-Marjorie Ness 
Marjorie Ness, DMA, is assistant professor 

of music at Fitchburg State College, Fitch-
73urg, Massachusetts. Her article, "Six Etudes, 
Op. 5 of Jeanne Demessieux," appeared in the 
August 1987 issue of THE DIAPASON. 

New Recordings 

Wind Song. Marijim Thoene, organ, 
and Anne Chabreck, flute; Dolison 
organ, Opus 73, at St. Joseph Abbey, 
St. Beneilict, Louisiana. Raven OAR 
910, $14.98, <www.ravencd.com>. 
Also available from the Organ Histor
ical Society, <www.ohscatalog.org>. 

C. P. E. Bach, Sonata in G Minor; 
Roger Bourland, Cantilena for Organ 
and Flute, Clarinet or Saxophone; Daniel 
Pinkham, Miracles for Flute and Organ; 
Franz Augustinus Kropfreiter, Victimae 
Paschali Laudes and Veni Creator (from 
Four Pieces for Organ); Jehan Alain, 
Trois mouvements pour Flute et Orgue, 
op. 64; Judith Vander, Powwow Suitefor 
Organ and Flute. 

JULY, 2009 

Here is a recording, the second on this 
instrument by Marijim Thoene, which 
presents a wonderful program of works 
for flute and organ, many of which are 
heard for the first time. Dr. Thoene is a 
native Californian who has studied at the 
Peabody Conservatory, the University of 
Southern California, and holds an MM 
and a DMA in Church Music/Organ Per
formance from the University of Michi
gan. Studies also included work at the 
Queen's College and University College 
in Oxford, the Organ Academy in Pistoia, 
Italy, and the University of Salamanca. 
Marijim Thoene has been on the facul
ties of the University of New Orleans and 
Our Lady of Holy Cross College in New 
Orleans and maintains an active recital 
career. The first disc, Mystics and Spirits, 
is a solo recording except for one cut that 
includes a commissioned work for flute 
and organ. Returning to the instrument 
for her second recording, Thoene collab
orates with flutist Anne Chabreck in Ms. 
Chabreck's first commercial recording. 
Chabreck is a native of New Orleans ana 
recently completed her MM degree in 
flute performance from Louisiana State 
University. Along with her work with the 
Louisiana Flute Society, Chabreck is pic
colo player for the Gulf Coast Sympnony 
in Biloxi, Mississippi. 

Wind Song was recorded in May 2006 
after the devastation of Hurricane Ka
trina. The abbey was fortunate that the 
instrument installed in 2000 suffered no 
damage whatsoever, and the only prob
lem tliat the abbey ex_eerienced from this 
massive storm was a little water on the 
floor, far away from the organ!! 

The organ occupies the north transept 
of the church, witli the organist at ground 
level at the three-manual- console, which 
is connected by mechanical action en
closed in a glass case that reaches up first 
to the smaller Positive case and then on 
up to the main case, which houses Great, 
Swell and Pedal. Some of the pipes from 
a previous unnamed instrument were re
tained and reused in the present opus af
ter being revoiced. The Dobson organ is 
well suited to this music, which demands 
a big lush sound with lots of color, with a 
space that is well matched to the organ 
in a live acoustic that lets the organ sing 
in an uninhibited manner. What is par
ticularly wonderful about this recording 
is that the large acoustic lets the sound 
truly bloom on the recording, but mike 
placement is done so that maximum clar
ity of both flute and organ is _preserved. 

Since this is a working abbey, the art
ists had to prepare for the recording in 
practice sessions that fit around the reg
ular cycle of the Liturgy of the Hours, 
a series of more than a-half dozen daily 
services held by the monastic commu
nity that punctuate the day. The record
ing itself was done over a period of three 
nights in order to not con£1.ict with the 
schedule of the monks in residence. 

Probably the best known work on the 
recording is the first one, the Sonata 
in G Minor, once attributed to Johann 
Sebastian Bach as BWV 1020, but now 
through further research attributed to 
his second son, Carl Philipp Emmanuel 
Bach. One hears the qualities that would 
be associated with the classical style, 
including symmetrical phrase structure 
and the singing bel canto 9.uality of the 
melodic lines. The playing liere is direct, 
and the artists were successful in follow
ing the dictum of C. P. E. Bach in his es
say on the True Art of PlaY.ing Keyboard 
Instruments, that the melodic lines be 
interpreted as if they were sung instead 
of being played on musical instruments. 

Roger Bourland's Cantilena is a work of 
many moods during its almost ten-minute 
duration, from Zen-like serenity to joyful 
acclamations proclaimed by organ and 
flute together. There is a hauntingly beau
tiful recitative for solo flute, and then the 
voices of the organ and flute are joined so 
seamlessly by these artists that at times 
they are almost indistinguishable. 

Daniel Pinkham's Miracles for Flute 
and Organ is a five-movement set of tone 
poems that describe various miracles per
formed by Christ as told in the Gospels. 
The sections are entitled I. The Miracle 
at Cana; II. The Miracle on the Lake; III. 
The Miracle at Bethesda; IV The Miracle 
in the Country of Gerasenes; and V. The 

Miracle at the Roadside. Here both the 
flute and the organ conspire together to 
paint pictures of the events as told in these 
stories; for example, in the Miracle on the 
Lake, Pinkham evokes the images of a 
storm (with the pedals evoking thunder 
and the flute in the upper range to sug
gest flashes of lighting), but as the storm 
is calmed by Christ, organ and flute com
bine to suggest an almost other-worldly 
peace that overcomes the lake when the 
word is spoken for all to be calm. 

Two o1 the real finds on this record
ing are the pieces by Franz Kropfreiter 
(1936-2003), who was the organist at St. 
Florian Church in Linz, Austria, a posi
tion once held by Anton Bruckner. Later 
in life he joined the Augustinian mon
astery in Linz and became the director 
of the monastery choir as well as the 
boys' choir. He was a prolific composer, 
although for many listeners this will be 
their first introduction to his music de
spite his considerable musical output. 

The three pieces by Jehan Alain were 
composed in 1935 for flute and piano 
and were later transcribed for organ 
by the composer's sister, Marie-Claire 
Alain. Here is Alain as we know him, 
with extensive use of modal scales and 
driving motor rhythms in the fast move
ments; the music is wonderfully played 
by both artists. 

The final work, dedicated to Marijim 
Thoene, is the Powwow Suite for Organ 
and Flute by American composer Judith 
Vander, who receivedhertrainingin both 
music composition and ethnomusicology 
at the University of Michigan. Her three
movement work is a fascinating evoca
tion of what one would experience at a 
weekend gathering of Native Americans 
as they ce1ebrate their tradition of song 
and dance. The three movements are en
titled I. Flag Song; II. Round Dance; and 
Ill. War Dance. This is very accessible 
music, and joining Marijim Thoene and 
Anna Chabreck to conclude this record
ing is percussionist Kaan Yayrnan. 

What a fine recording this is! The 
repertoire is interesting and in many in
stances not available anxwhere else, the 
playing is first class, and the organ is a 

true gem in a wonderful acoustic. It is 
these types of musical projects that give 
us all hope that the organ nas a bright fu
ture ahead for people that truly are inter
ested in new music of meaning, beauty 
and depth. This is a disc that is very easy 
to recommend with great enthusiasm. 
Congratulations to both Marijim Thoene 
and Anne Chabreck. 

-David Wagner 
Madonna University 

Livonia, Michigan 

Organ Music of Seth Bingham, Vol
ume 1. Christopher Marks, organ
ist; First PlYIJ!outh Congregational 
Church, Lincoln, Nebraska; Schoen
stein & Co. organ, four manuals, 95 
ranks, 6,327 pipes. Raven OAR 990, 
$14.98 (plus shipping), 
<www.ravencd.com>. 

Pastoral Psalms, op. 30; Five Pieces, 
op. 36; Baroques, op. 41; Variation Stud
ies, op. 54. 

Cl:mstopher Marks, assistant professor 
of organ at the University of Nebraska, 
has cfone us all a service by reviving the 
consistently attractive and imaginative 
organ music of Seth Bingham (1882-
1972). It is, as Dr. Marks accurately ob
serves, an amalgam of the French and 
American symplionic styles (Prof. Bing
ham's wife was French, and he studied 
with Widor, Guilmant and d'Indy), and 
to judge by the splendid IJlaying, Marks 
is an ideal interpreter for the music. 

I will confess to a favorable IJrejudice 
for this splendid music; during the 1950s 
I was privileged to know the courtly Prof. 
Bingham ana to have him as a teacher 
in a comIJosition class at the Union 
Theological Seminary. One summer I 
was suostituting at tne Madison Avenue 
Presbyterian Church some months after 
Bingnam had ended his 38-year tenure 
there. A venerable custodian asked if I 
had known him. When I answered in the 
affirmative, the custodian said, "Every
thing he played was a spiritual gem." To 
me that was the highest possible praise. 

In these four collections are twenty
eight pieces, a few being less than a 
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minute in length. Some, such as the 
"Rhythmic Trumpet" rrobably are still 
familiar to many, but all deserve repeat
ed hearing. Let us hope that Dr. Marks's 
musical playing and understanding will 
bring renewed- interest in these signifi
cant compositions. 

Organ Ovations and Improvisations. 
Tom Trenney, organist; St. Mark's 
Lutheran Church, Baltimore; 2005 
Patrick J. Murphy & Associates or
gan, Opus 46, three manuals, 38 
stops. Raven OAR-870, $14.98 (plus 
shipping), <www.ravencd.com>. 

Improvisation: Variations on "Immor
tal, Invisible" ST. DENIO in seven move
ments; Bach: Fug_ue in G Major, BWV 
577, Prelude ana Fugue in D Major, 
BWV 532; Schumann: Canon in B Minor, 
Canon in B Major; Parker: "Allegretto" 
from Sonata in E-fiat Minor; Lemare: 
Irish Air from County Derry ("Danny 
Boy" or "Londonderry Air"); Mendels
sohn: Sonata No. 3 in A; improvisation: 
Suite on HYFRYDOL in four movements. 

This recording begins with an imagi
native improvisation in seven brief sec
tions on the hymntune ST. DENIO and 
concludes with an improvised suite on 
HYFRYDOL. In between are various 
familiar selections from the organ rep
ertoire. Tom Trenney is deveioping a 
reputation as a superior improviser, and 
these examples illustrate his musical 
imagination and technique. 

Two Bach works folfow the first im
provisation: the "Jig" Fugue is lightly 
played on colorful flutes througl:iout, 
Then the Prelude and Fugue in D Major 
is given a brisk and clear performance. 
Robert Schumann's canons in B mi
nor and B major follow, reminding us 
again what great music they are. Tl:iese 
are followed by another Golden Oldie, 
Horatio Parker's sparkling "Allegretto" 
from his Sonata in E-fiat Minor, given 
a performance by Trenney that sounds 
exactly right. 

Lemare's arrangement of "Danny 
Boy," one of his pieces based on familiar 
tunes that he used as encores, is includ
ed, then Mendelssohn's Third Sonata is 
very well played. The final improvisation 
on HYFRYDOL lasts about ten minutes 
and is divided into four sections, includ
ing a fugue and concluding toccata. It is 
a most impressive tour de force. 

Riverside 2001. Timothy Smith, or
ganist; The Riverside Church, New 
York City, Aeolian-Skinner organ, 
five manuals, 206 ranks. Pro Organo 
CD 7146, <www.zarex.com>. 

This disc of chiefly well-known com
positions in the repertoire, most of which 
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have been often recorded, will be of in
terest to many for the opportunity to 
experience the endless variety of sounds 
from this landmark instrument. 

The spirit of the late Virgil Fox, who 
of course played at Riverside for many 
years, is invoked in the initial selection, 
his signature arrangement of Bach's 
"Now Thank We Alf Our God." While 
well played, those of us who clearly re
member Virgil Fox's astoundingly accu
rate rhythmic drive may feel that some
thing is not quite right. By contrast, the 
Toccata and Fugue in d comes off well 
in a colorful performance, as does the 
Herbert Howells Psalm-Prelude No. 3 
from Set I, with the requisite buildup in 
volume in the middle and back to an at
mospheric ppp. 

Additional compositions include Le
febure-Wely's potboiler Sortie in E
Flat, given a strident performance, and 
a lovely arrangement of "I Wonder as I 
Wander" by Robert Hebble. Works by 
Durufle and Ravel are also included. The 
grand finale is Mulet's Carillon-Sortie. 
Informative notes, written by Dr. Smith, 
are included. 

-Charles Huddleston Heaton 
Pittsburgh, Pennsylvania 
chas. heaton@verizon.net 

New Organ Music 

Jonas Blewitt, Twelve Voluntaries 
( op. 4) including A Complete Trea
tise on the Organ, €10. 

Starling Goodwin, Twelve Voluntary_s 
(sic) Jor the Organ or Harpsichora, 
€15. 

Thomas Carter, Fugues and Full 
Pieces, op. 37, €11.20. 

Francis Lfuley, Eight Voluntaries, 
op. 6, €15. 

Charles Wesley, Six Voluntaries, 
€16.50. 

Charles Wesley, Variations on "God 
Save the King" and on a Gavot 
from Handel's "Otho," €9. 

Eclited by David Patrick and pub
lished by him at Fitzjohn Music Pub
lications. Available through <WWW. 
impulse-music.co. uk/fitzjohnmusic. 
htm>. 

David Patrick has been busy continu
ing his production of sets of voluntaries 
by 18th-century composers, most of them 
far less known than they deserve to be. 
The greatest value of the volume devoted 
to Jonas Blewitt's op. 4 is the Treatise on 
the Organ ( described by Philip Sawyer in 
BIOS Journal 10, 1986), which contains 
a fascinating snapshot of the 18th-century 

organ, particularly the registration 2rac
tices of the day, applicabfe to the whole 
gamut of the Georgian voluntaries right 
up to Thomas Adams. Each stop is de
scribed individually, followed by rules for 
their proper use and for blending them
in the majority of cases he, Francis Lin
ley, and John Marsh are in agreement. 
Blewitt, like them, also comments that 
the swell pedal is frequently treated im
properlx; the foot bein_g moved too hastily 
up and down-some things do not appear 
to have changed much! Interesting are 
the masters mentioned as being worthy of 
study: Dr. Worgan, Mr. Battishill, and Mr. 
Baumgarten are hardly household names 
today, -but completely unknown are Mr. 
Groombridge and Mr. Raymond. 

The voiuntaries themselves were 
clearly written with a didactic aim, all
apart from nos. 9 (see below), 11, and 
12, which are in one movement-being 
in the traditional two movements. The 
first movements have more variety than 
in most sets, with Full Organ, Diapasons, 
and Swell included. The movements for 
Comet (nos. 1 and 8) and Trumpet (no. 
2) are not without melodic interest; also 
worth mentioning are the charming 
Flute movement in no. 3, the melodious 
Hautboy opening movement to no. 4, 
the movement for Corni with interlude 
on the Flute in no. 5, the loosely fugal 
second movement to no. 6 with its RH 
16th-note passages in thirds (that also 
occur in Voluntary 11), and the opening 
movement for Bassoon, Hautboy or Cre
mona to no. 8. 

Voluntary No. 9 is a multi-movement 
work intended to enable the performer 
to try out all the stops of an organ (in 
the original it is entitled "This voluntary 
may be play'd as a probationary perfor
mance") and to illustrate some of the 
suggestions mentioned in the treatise, 
sucli as the RH melodic line for a Vox 
Humane or Cremona against arpeggiat
ed l 6ths in the LH marl<ed for tlie Swell. 
There is also an eight-bar transition in 
which the LH plays simple chords on 
the Swell, allowing the RH to prepare 
the stops for the full organ movement 
that follows, without reliance on a reg
istrant. Not included in this modem 
edition is the preliminary address in 
which Blewitt writes about the novelty 
of submitting such a treatise to the pub
lic at large, the dedication of the work to 
Jonathan Battishill, or the collection of 
Psalm tunes comprising a Prelude, Giv
ing Out and an Interlude. The treatise 
provides a wealth of information about 
registration and, along with the treatise 
by Francis Linley_ (see below), is essen
tial reading for all who wish to play the 
Georgian repertoire. 

The Twelve Voluntarys by Starling 
Goodwin are all in two movements apart 
from no. 8, a dialogue between Great 
and Choir, which is in just one. The first 
movement of nos. 1-11 is the traditional 
homophonic slow movement marked 
either as Full Organ (nos. 1, 2, 7, 9) or 
as Diapasons (nos. 3--6 and 10). No. 7 
carries no indication, and no. 12 is a dia
logue between Full Organ and Vox Hu
mane (sic). Of the second movements, 
five are fugues, two are for Trumpet and 
Echo, three are for Comet ( two oT which 
do not have passages for Echo), and one 
is a lengthy movement for Trumpet, 
Echo and French Hom. The thick LH 
chords that were a feature of the first set 
are also present here. As in the first set 
there is much tuneful writing and some 
challenging moments that will require 
careful stuay. 

The Fugues and Full Pieces by Thom
as Carter contains four voluntaries, of 
which no. 1 has three movements, a 
slow chordal introduction followed by 
an andante that closely: resembles an al
lemande in style. The third movement is 
a largo for the Swell. The remaining vol
untaries are in two movements; the first 
movement of no. 2 is a loosely improvisa
tory eighth-note sequence over LH long
held cliords, and tliat of no. 4 is written 
in an unbarred cadenza-like notation 
concluding with a measured coda over a 
pedalpoint. The second movements are 
fugal in the style of Dupuis, that of no. 
4 being somewhat looser. These pieces 
offer something rather different to the 
usual voluntaries of the time and are well 

worth exploring. It is presumed that this 
Carter is the one born in Dublin ca. 1735 
and died in London in 1804 rather than 
the Thomas Carter of 1769-1800. De
spite being described as "book the first," 
tliere is no trace of a second book having 
survived, which, on the evidence of these 
pieces, is a great pity. 

The short-lived Francis Linley (1771-
1800) left "A Practical Introduction to 
the Organ in Five Parts," from which 
these Eight Voluntaries have been taken. 
Apart from no. 7 (three movements), 
tliey are in a two-movement format, the 
first movement being homophonic and 
marked either Diapasons (nos. 4, 7 and 
8) or Flute & Stop Diapason (nos. 2, 3, 
6), with no. 5 being a cantabile for the 
Swell, and no. 1 carrying no indication. 
The second movement is of the "second 
voluntary" !Jpe for solo stops-in no. 
7 it is another cantabile for the Swell. 
There are four jauntily tuneful move
ments for the Trumpet and its Echo on 
the Swell (no. 7 is in the unusual _key of 
A and finishes with a passage for full or
gan), one for the Flute, one Tor Swell and 
Flute, one for the Como or Diapasons, 
and one for the Principal and Echo. It 
is interesting that the comet voluntary 
is conspicuously absent. RH passages in 
thirds and in no. 6 plenty of 32nd notes 
for both hands will test the player's dex
terity. However, the most valuable part 
of this publication is Linley's concise de
scription of the organ of his day, with an 
observation on the blending of the stops 
and also accompaniment of voices; tliis 
is of great help to us today in register
ing these voluntaries in as historically ac
curate a manner as possible and should 
be read carefully by all players. With this 
welcome publication, we now have the 
three important treatises of the 1790s 
available in modem editions. 

Charles Wesley published far fewer 
works for organ solo than his much bet
ter known brother Samuel. The six vol
untaries are all multi-movement works 
covering a wide stylistic range, the fugues 
are well worked, and the slow cantaoile 
movements for the Hautboy exude a lyri
cal freshness. The first three are headed 
as introducing airs by Handel, as does 
the fifth, witliout this being mentioned 
in the heading. The final voluntary in
cludes the Air to Arms & Britons Strike 
Home, and also includes instructions on 
when to play the different movements if 
the whofe work is considered too long, 
perhaps sometlling to be considered for 
other multi-movement pieces. Re~·s
tration instructions prove quite quir , 
including in Voluntary I, a Marcl:i wi 
RH on Hautboy and LH on Bassoon; in 
Voluntary II and N, Mixture not very ( or 
"too" in no. N) loud; and in Voluntary 
VI the air is marked Trumpet RH and 
Bassoon stop for LH, which presumably 
is also expected when the RH is marked 
Hautboy. The variations on "God Save 
the King" are quite simple in compari
son with Samuel's sets, but effective nev
ertheless. The Gavot in the "Overture to 
Otho" is a more substantial work, Han
del's original work being followed by five 
variations of cumulative brilliance with 
markings of piano and forte. 

In each volume there is a brief intro
duction including source details; it is to 
be hoped that readers will be stimulated 
to explore and learn for themselves the 
riches of this heritage, which still seems 
to be better appreciated and more fre
quently studied and played in Europe 
than at home. Armed with the volumes 
of the Linley and Blewitt treatises, the 
player will be able to approach the prob
lems of registration from the standpoint 
of contemporary knowledge, and work 
out appropriate registrations for them
selves; but one must bear in mind that 
one may need to experiment to approach 
more closely the sound quality: of the 
18th-century organ, several of which 
have been recorded in a sympatheti
cally restored condition. Many of these 
pieces are not overly difficult, and sev
eral are certainly worth presenting in 
concerts-it is the stylish performance 
of them, especially the adding of appro
priate ornaments, that still presents the 
problems today. 

-John Collins 
Sussex, England 

THE DIAPASON 

1 
I 
; 

J 
I 



1 
! 

Text Interpretation and Cyclic Unity in Buxtehude's 
Nimm von uns Herr, du treuer Gott, BuxWV 207 Markus Rathey 

Buxtehude's chorale variations 
The number of chorale variations in 

Dietrich Buxtehude's organ works is 
considerably smaller than in the oeuvre 
of other northern and central German 
composers like Samuel Scheidt, Georg 
Bohm, and Jan Pieterszoon Sweelinck 
Among Buxtehude's organ works the 
chorale variations form a rather small 
group of six sets:1 

BuxWV 177, Ach Gott und Herr, 2 
variations 

BuxWV 179, Auf meinen lieben Gott, 
5 variations 

BuxWV 181, Danket dem Herren, 3 
variations 

BuxWV 205, Meine Seele erhebt den 
Herren, 2 variations 

BuxWV 207, Nimm van uns Herr, du 
treuer Gott, 4 variations 

BuxWV 213, Nun lob, mein Seel, den 
Herren, 3 variations 

An overview of Buxtehude's chorale 
variations would, however, be incomplete 
without considering the use of chorale
based variation in other genres. Among 
his organ works, we find traditional tech
niques of the chorale variation in his 
chorale fantasies. Here, each r:ihrase of 
the melody is treated "separately and in 
different voices,"2 whereas in the chorale 
partita (or chorale variation) the tech
nique of variation changes with each 
stanza of the hymn. 3 Yet another t_)pe 
of "chorale variation" in Buxtehude's 
oeuvre is the variation of chorale melo
dies in his numerous chorale cantatas. 
The chorale cantatas are based on the 
texts and melodies of Protestant hymns, 
in which each movement ( or larger sec
tion) treats a single stanza empfoying a 
different technique. 4 Buxtehude's clio
rale cantatas range from rather simple 
settings like In dulci jubilo, BuxWV 52, 
to complex compositions that transform 
the traditional melody into an expressive 
vocal concerto, like Jesu, meine Freude, 
BuxWV60. 5 

vl/hile there is no doubt that Buxtehu
de's chorale cantatas and chorale fanta
sies are significant contributions to their 
respective genres, his chorale variations 
stand, as far as their reception goes, in 
the shadow of these more elaborate com
positions. Kerala Sn_yder, in her seminal 
biography of Buxtehude, gives a rather 
negative assessment: 

Chorale variations play the least impor
tant role in Buxtehude's keyboard music. 
Not only are they few in number, but the 
style in which most of them are comf_>osed 
is not distinctive. [ ... ] With one signfficant 
exception [BuxWV 179] these variation 
sets do not form convincing cycles, and 
they appear to have been comf_>osed either 
for altematim performance or for teaching 
purposes. 6 

Similarly, Kathryn Welter states that 
Buxtehude's chorale variations have a 
"non-distinctive style."7 

Amfried Edler, on the other hand, 
in his recent history of keyboard music, 
finds more positive words for Buxtehu
de's chorale variations: 

The principle of a unifying climax in 
sound and tension can be seen [in Buxte
hude's chorale variations] to different de
grees; it is most obvious in Nun lob mein 
Seel den Herren (BuxWV 213), where the 
variations begin with a bicinium; then fol
lows a tricinium with cantus firmus in the 
upper voice until the set is closed by a tric
inium with bass cantus firmus.8 

For other chorale variations, however, 
the unifying elements are less obvious 
and often nonexistent. 

While the chorale partitas seem to lack 
the compelling structural coherence and 
the depth in text interpretation exhibited 
by the fantasies and the cantatas, they 
are more than simple Gebrauchsmusik, 
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compositions that fulfill a merely utilitar
ian purpose. The following essay will fo
cus on Buxtehude's chorale variations on 
the hymn Nimm van uns Herr, du treuer 
Gott, BuxWV 207, examining its musical 
structure, its function, and its contexts in 
contemporary piety. 

Nimm von uns Herr, BuxWV 207 
The variations are based on a Prot

estant chorale from the second half of 
the 16th century. The text has seven 
stanzas and was published in 1584 by 
the 16th-century poet and theologian 
Martin Moller (1547-1606); the words 
were traditionally combined with Mar
tin Luther's melody for the hymn Vater 
unser, im Himmelreich. (See Example 1: 
Melody, "Nimm von uns Herr.") 

First movement 
Buxtehude's set of variations consists of 

four verses. The first verse is a three-part 
setting, with the cantus firmus in mostly 
unembellished fashion in the upper 
voice. The occasional embellishments 
of the melody (mm. 8, 11, and 27) occur 
only at the beginning or the middle of a 
phrase, never at the end. This movement 
is basically a figuratively embellished 
chorale harmonization. The harmonic 
backdro_p is dissolved into a continuous 
sixteenth-note motion. The lower voices 
serve primarily as accompaniment. Only 
occasionally (in the interludes between 
the lines of the chorale or later in mm. 
21-24) does the alto voice develop a cer
tain degree of independence and engage 
into a motivic dialogue with the bass. 

The texture of the movement re
sembles the type we find in the chorale 
variations of Buxtehude's contemporary 
Johann Pachelbel, and even in the works 
of Tohann Gottfried Walther, who was of 
a later generation. Buxtehude himself 
used this type only rarely. The single 
chorale setting Jesus Christus, unser 
Reiland, BuxWV 198, is very similar to 
the first verse of BuxWV 207. In both 
pieces Buxtehude employs an analogous 
"running" sixteenth figuration in the 
lower voices, while the cnorale melody is 
played in the upper voice. Like BuxWV 
207/1, the piece is not a strict trio but 
rather a figuratively embellished chorale 
harmonization. The same is true for the 
first verse of the chorale variations on 
Danket dem Herren, BuxWV 181, and 
the second verse of the chorale partita 
Nun lob, mein Seel, den Herren, BuxWV 
213. Even though he used it only rarely, 
Buxtehude seems to have preferred thls 
type of chorale setting mostly in his cho
rale variations rather than in indepen
dent chorale preludes. Only one such in
dividual setting (BuxWV 198) has come 
down to us; however, it cannot be ruled 
out that other, similar compositions by 
Buxtehude have been lost. 

Second (and fourth) movement(s) 
The second movement of Nimm van 

uns Herr is a traditional bicinium, stand
ing in the tradition of similar pieces by 
Jan Pieterszoon Sweelinck and Samuel 
Scheidt. The melody in the upper voice, 
even less embellished than in the first 
movement, is accompanied by a lower 
voice of extraordinarily wide tessitura, 
spanning the range from alto (mm. 7-9) 
to a low bass voice (m. 28). (See Example 
2.) A comparison with similar settings 
by Sweelinck (Example 3) and Scheidt 
(Example 4) exhibits Buxtehude's roots 
in these traditions. All three examples 
begin with the first note of the cantus 
firmus; the accompanying voice enters 
later (here a quarter note) in unison, be
fore it reaches the third of the chorale 
melody through passing notes. 

The few embellishments of the mel
ody (mainly simple passing notes) in 
Buxtehude's bicinium are encountered 
at the same places as they were in the 
first movement: in the middle of the 

Example 1: Melody, Nimm von uns Herr 
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Be - hiit vor Krieg und theu-rer Zeit, vor Sen-chen, Feur' und gros-sem Leid. 

Example 2: Buxtehude, Nimm von uns Herr, BuxWV 207/2 

Example 3: Sweelinck, Psalm 140 
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Example 4: Scheidt, Cantio Sacra "Vater unser im Himmelreich," versus 4 

second and the beginning of the third 
phrase. Only the snort melismatic em
bellishment of the last phrase in the first 
movement finds no correspondence in 
the second movement. 

We pass over the third movement for 
a moment and come to the last section 
of Bmct:ehude's chorale partita. It is an
other bicinium with the cantus firmus in 
the upper voice and a vivid, motivically 
independent lower voice of wide tes
situra. The embellishments of the me
lodic line (again mainly passing notes) 
are at the same places as in the first bi
cinium-a feature that ensures a certain 
degree of motivic consistency between 
the two bicinia. 

"The Schoenstein 
0 firm has carved 

out an enviable 
reputation in recent 
years for excellent 
Symphonic-style 
organs. This large 
4-manual specimen 

Q is particularly well
equipped for its task, 
as it was built primar
ily to accompany the 
fine Anglo-Catholic 
liturgy at St. Paul's, 
and thus already 

0 

Monody and expression: the third 
movement of BuxWV 207 

The third movement is exceptional. 
It conforms to the type of chorale set
ting that is traditionally labeled as "or
gan chorale" ( Orgelchoral) or "monodic 
organ chorale" (monodischer Orgelcho
ral).9 The melody in the upper voice 
is highly embellished, while the lower 
three voices serve as an accompaniment 
and bridge the gaps between the chorale 
lines with short, imitative interludes. It 
is the type of chorale setting Buxtehude 
uses in most of his single-movement 
chorale preludes. 10 The structure is the 
same as in the chorale preludes: the up
per voice begins (here with a vivid em-

speaks with a decid
edly English accent. It 
provides the general 
tonal impression of a 
vast cathedral organ 
in what is really quite 
a small building. 
Nigel Potts exploits its 
potential and masters 
its tricks with aplomb 
[in his new Herald 
CD British Fantasies 
and Fanfares]." 

Peter Jewkes 
Sydney Organ journal 
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bellishment of the first note of the hymn) 
before the three lower voices enter with 
a mostly homophonic accompaniment. 11 

(See Examples 5 and 6.) 
While the majority of Buxtehude's 

settings of this type begin with a simple 
long note in the upper voice, 12 this one is 
opened by an extensive, octave-encom
passing embellishment of the first note 
of the cantus firmus, establishing the d
minor tonality, which is later confirmed 
by the entrance of the lower voices. 
Example 6, Buxtehude's setting of the 
hymn Komm, Heiliger Geist, shows that 
the composer occasionally employs a 
similar opening in other monodic cho
rale settings as well. 

While the movement stays within the 
mar~s of Buxtehude's style, it is unusual 
to find a setting of this type in the context 
of an otherwise rather simple chorale par
tita, breaking up the frame established by 
the other movements. It is also the only 
movement in the partita that requires 
pedal. The unusual structure of the set of 
variations requires explanation. 

One explanation could be that the 
chorale partita, in its current form, is 
not the partita Buxtehude composed. 
A reduction of the work to verses 1, 2 
and 4 would tum the composition into 
a more coherent set of three variations 
for manual only, with a three-part set
ting at the beginning and two bicinia 
foliowing. In tliat way, the composition 
would somewhat resemble the chorale 
variations on Nun lob, mein Seel, den 
Herren, BuxWV 213 (Bicinium-Trio
Trio). However, the sources for the par
tita do not justify the exclusion of the 
third movement. Not a single source 
(even those with that are incomplete) 
2reserves the chorale partita without 
the third movement. 13 One manuscript 
(the now lost Koni_gsberg manuscript, 
Sammlung Gotthold Ms 15.839, copied 
by Johann Gottfried Walther) contains 
only the third movement, but it is more 
likely that Walther (or the source he 
used) took the piece out of its original 
context than tliat the movement was 
inserted into the already existing set of 
the variations 1, 2, and 4. 

The combination of unembellished 
and highly embellished verses in a cho
rale variation was not entirely unusual in 
the 17th century. We find siini.lar combi
nations in the chorale variations by Hein
rich Scheidemann (-1596-1663), who, as 
Kerala Snyder suggests, could have been 
Buxtehude's teacher in Hamburg.14 But 
even if Buxtehude did not directly study 
with Scheidemann, the latter's pieces 
were widely disseminated in manuscripts, 
and Buxtehude surely had access to com
positions by the Hamburg organ master. 
In other words, Buxtehude's chorale 
variations on Nimm van uns Herr---even 
though they seem to be incoherent-stay 
within the mar_gins of both the compos
er's style and tlie style of northern Ger
man organ music in the second half of the 
17th century in general. 

Form and function 
How was Buxtehude's chorale partita 

used? We know from Lubeck sources 
from the 17th and early 18th centuries 
that chorales were sung "altematim," 
which means that the congregation and 
the organ alternated in the performance 
of the hymns. 15 One verse was sung by 
the congregation, which in Lubeck at 
this time still normally sang without the 
accompaniment of the organ. The next 
verse was then played by the organist 
while the con~egation "sang" the text 
of the stanza, which they knew by heart, 
in their minds. Then another verse was 
sung by the congregation, and so forth. 
Furthermore, the hymns were preceded 
by an organ prelude. 

We can assume that the chorale varia
tions on Nimm van uns Herr were also 
used in alternation with the sin~g of 
the congregation. They were probably 
performed in the following way: 

BuxWV207/l 
Congregation 
BuxWV207/2 
Congregation 
BuxWV207/3 
Congregation 
BuxWV207/4 
Congregation 

Organ prelude 
Verse 1 
Verse 2 
Verse 3 
Verse4 
Verse 5 
Verse 6 
Verse 7 
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Example 5: Buxtehude, Nimm von uns Herr, BuxWV 207/3 
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Example 6: Buxtehude, Komm, Heiliger Geist, BuxWV 199 
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The four movements fit perfectly into 
the seven-verse structure of the hymn. 
The first movement served as a prelude; 
the remaining movements replaced the 
even numbered verses, while the con
gregation sang the odd numbered. 

A comparison between the hymn stan
zas the organ replaced and Buxtehude's 
compositional realization suggests a cor
respondence between musical form and 
lyrical content. The first bicinium in the 
set of variations (movement 2) replaced 
the following stanza: 

Erbann dich deiner bosen Knecht. 
Wir bitten Gnad und nicht das Recht; 
Denn so du, Herr, den rechten Lohn 
Uns geben wolltst nach unserm Thun, 
So muBt die ganze Welt vergehn 
Und konnt kein Mensch var clir bestehn. 

Have mercy upon your evil servants. 
We ask for mercy and not for justice; 
For if you, Lord, wanted to give 
The earned reward to us for our deeds, 
The whole world would have to Eerish 
And no man could stand before thee. 

It would be too much to expect a set of 
chorale variations of this time to give a 
musical exegesis of the text; however, the 
movement clearly transfers the affect of 
the stanza into music. The restrained 
sonority of the two-part texture, the 
chromaticism and hushed thirt:)r-second 
notes accompanying the third phrase of 
the melody ("'for if you, Lord, wanted to 
give the earned reward," mm. 12-14), 
and the restless sixteenth-note motion 
towards the end of the setting ("and no 
man could stand before thee") capture 
the mood of the text, a feeling of trepida
tion and hope. 

The second bicinium, replacing the 
sixth stanz~, refl_ec~s the g~neral affect of 
the words m a similar fashion: • 

Gedenk an deins Sohns bittern Tod, 
Sieh an sein heilig Wunden rot, 
Die sind ja fur die _ganze Welt 
Die Zahlung und das Losegeld, 
Des trosten wir uns allezeit 
Und hoffen auf Bannherzigkeit. 

Remember your son's bitter death, 
Look upon His holy red wounds, 
That are indeed for the entire world 
The settlement and ransom, 
From this we gain consolation always 
And hope in your compassion. 

The restrained sonority of the two-part 
texture underlines the meditative char
acter of the text. An interesting melis
matic embellishment appears in the 
second phrase, emphasizing the words 
"look upon His holy red wounds." Fur
thermore, the textural similarity between 
the two settings (both are bicinia with 
the melody in the upper voice) under
lines the theological correspondence of 
stanzas 2 and 6. Both focus on the juxta
position of grace and justice, using mon
etary images ("reward" in verse 2 and 
"ransom" in verse 6). In other words, the 

musical structure reflects the theological 
structure of the hymn text. 

Stanza four of the chorale was re
placed with the extraordinarily embel
lished third verse of the partita. 

Warurn willt du doch zornig sein 
Uber uns anne Wfumelein"? 
WeiBt du doch wohl, du groBer Gott, 
DaB wir nichts sind als Erd und Kot; 
Es ist ja var deim Angesicht 
Unser Schwachheit verborgen nicht. 

Why would you be so angry 
Against us poor little worms? 
For you know well, great God, 
That we are nothing-but dirt and dung; 
Indeed before your face 
our weakness is not hidden. 

Between wrath and melancholy 
Even though is it possible to find cor

respondences between single words of 
the text and Buxtehude's way of embel
lishing the chorale melody ( the wrathful 
God, mentioned in the initial line, could 
be the reason for the rhythmically agi
tated embellishment of the first note of 
the melody), it is more important to see 
how the movement captures the mood of 
the entire stanza. The most agitated and 
graphic verse of the text finds its equiva
fent in the most agitated and expressive 
verse of the partita. That this correspon
dence between text and instrumental 
realization is more than a coincidence 
is revealed through a comparison with 
a vocal setting of the same hymn by Jo
hann Sebastian Bach. While Buxtehude 
himself in his chorale cantata Nimm van 
uns Herr, BuxWV 78, leaves out verses 
4-6 of the hymn and only sets 1-3 and 
7, Bach in his chorale cantata BWV 101 
(composed in 1724) employs all seven 
verses ( even though some appear in free 
paraphrase). Bacli writes a similarly agi
tated aria when he sets the fourth verse 
of the hymn. 16 He even features an agi
tated broken minor chord at the very 
beginning, just as Buxtehude does. The 
paraphrase of the fourth stanza in Bach's 
cantata can be read as a theological com
mentary on the chorale text, enforcing 
the dramatic affect of the hymn text: 

Warum willst du so zornig sein? 
Es schlagen deines Eifers Flammen 
Schon iioer unserm Haupt zusammen. 
Ach, stelle doch die Strafen ein 
Und trag aus vaterlicher Huld 
Mit unserm schwachen Fleisch Geduld. 

Why would You be so angry? 
The flames of Your zeal already 
Strike together over our heads. 
Ah, leave off Your punishments 
And out of paternal favor deal 
Patiently with our weak fl.esh.17 

The similarities between Bach and 
Buxtehude are rooted in a similar type of 
religiosity. In the fourth verse, the liymn 
talks about the remembrance of mortal
ity, an aspect of central importance to 
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the piety of the 17th and early 18th cen
turies. The recognition of one's own fal
libility and transience was a precondition 
for salvation. Only one who reco~ed 
one's sinfulness was also able to embrace 
God's grace. The Lubeck Superinten
dent August Pfeiffer, at this time serving 
at the same church as Buxtehude, in his 
Anti-melancholicus, oder Melancholey
Vertreiber (1691), gives a very graphic 
description of the final hours: 

I take fri_ght as well whenever I think 
that my limos, which I so carefully nour
ished and clothed and so tenderly cared 
for in my lifetime and which did me such 
steadfast service, should moulder and rot 
in the earth, and become a stinking carcass, 
dung, and filth, and perhaps be carried off 
by a thousand worms or maggots.18 

Pfeiffer's text uses metaphors similar 
to the fourth stanza of tlie hymn. The 
memento mori, the remembrance (and 
awareness) of death, was a cornerstone 
of contemporary piety. Again, if one 
verse deserved an embellished treat
ment in the course of the chorale partita, 
it was the fourth one. Even if we mistrust 
a literal identification of single embel
lishments with individual words of the 
chorale text, we must concede that the 
emotional quality of the fourth stanza, a 
quality that found its equivalent in the 
contemporary religiosity,lends itself to a 
more emotional treatment in the set of 
chorale variations. 

Conclusions 
The initial question remains: What 

is a convincing cycle? The structure of 
the set of variations was obviously deter
mined by the text of the chorale. It also 
reacts to the necessities of its intended 
performance practice (altematim). The 
partita was not intended for perfor
mance in a recital, but was planned as a 
composition that needed the integration 
of congregational singing. In this con
text, tlie set of variations appeared as a 
prelude and an embellished organ cho
rale that was framed by two bicinia, with 
the congregation adding another layer of 
structure to the performance. One could 
label the resulting form a ritomello
structure-only that the "ritomello" was 
not provided by the composer because it 
was sung by the congregation. 

In this way, BuxWV 207 is different 
from Buxtehude's partita Auf meinen 
lieben Gott, BuxWV 179, where the five 
stanzas of the hymn are transfigured into 
five dances, forming the movements of a 
conventional dance suite. That piece was 
composed for use at home, specifically 
for individual religious edification in the 
realm of domestic piety. Each of the five 
instrumental movements replaces the 
singing of the five stanzas of the chorale, 
and Buxtehude chose the form of a suite 
as the external idea to connect the move
ments. 19 In our example, the circumstanc
es of the performance already provided a 
"convincing" cyclic concept, in which the 
composer only had to insert the move
ments of the chorale partita. This granted 
him the liberty to react to the individual 
texts of the chorale melody. The chorale 
variation is characterized not so much by 
a lack of structure, but by the freedom 
given the composer through the existent 
structure in the altematim practice. 

When we perform Buxtehude's cho
rale variations today, we mostly do so in a 
concert setting and not in the context of 
the liturgy. However, a modem perfor
mance that simpl)' strings togetlier the 
four movements of BuxWV 207 neglects 
an important aspect of historical perfor
mance practice. Even if we do not ask 
our concert audience to sing the verses 
of the hymn (but why shouid we not?), 
we could insert hymn settings of the cho
rale between the single movements. This 
would also enable tlie listeners, most of 
whom are probably unaware of the ac
tual melody, to recognize the hymn tune 
in the variations. This could be especially 
helpful for the highly embellished third 
movement of the chorale partita. ■ 
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D. B. Johnson Memorial Organ, Aeolian-Skinner Opus 1257 
Winthrop University, Rock Hill, South Carolina 
Restoration by Letourneau Pipe Organs David Lowry and Andrew Forrest 

Winthrop University began in 1886 
in Columbia, South Carolina as the 

Winthrop Training School, to train wom
en teacliers. Robert Winthrop, chair of 
the Peabody Foundation in Boston, was 
the 2hilanthropist who made the effort 
possible, with a generous gift: of $1,500, 
plus a personal check for $50 for books 
to David Bancroft Johnson, the Colum
bia Superintendent of Schools, who was 
the scliool's mentor. The state legislature 
soon found reason to establish a Normal 
and Industrial School for Women, and 
in 1895, Rock Hill was the chosen city. 
Winthrop's name was retained. Some 
decades later the name was changed 
to Winthrop State College for Women. 
Eventually it became Winthrop College. 
Men were admitted in 1974, and a :few 
years later the name changed to Win
throp University. Some 6,500 students at 
baclielor and master de~ee levels popu
late the campus toda)l-The Department 
of Music is in the College of Visual and 
Performing Arts. 

The College Auditorium and Conser
vatory of Music (the wording engraved 
in stone high up on the outside fiu;ade) 
were built in 1938-39 with funds from 
the WPA (Work Projects Administra
tion). For fourteen years the concept 
of an organ for the College Auditorium 
(later designated the James F. Byrnes 
Auditorium) was a dream of the music 
department head, Dr. Walter B. Rob
erts. Under Roberts' guidance, alumni 
raised $15,000, and the State of South 
Carolina appropriated $35,000. Ulti
mately, the 1952 contract with the Aeo
lian-Skinner Organ Company of Boston, 
Massachusetts, was for $59,865. Some 
months later another $3,000 was applied 
to the contract for the 32' Contre Basse. 
The Class of 1914 (which in that fateful 
year was so penniless that it was unable 
to leave a class gift:) achieved its goal in 
1955 by donating $1,400 for the Deagan 
chime stop. The total of the initial expen
diture added up to $64,265. 

A 1951 letter from G. Donald Har
rison, president and tonal director of 
the Aeolian-Skinner Organ Company, 
thanks Dr. Roberts for tlie invitation to 
design an organ for Winthrop, but Har
rison goes on to say: 

. . . as the college is a state school, bids 
will be necessary. I feel that in view of this 
it would be useless for us to put in a bid 
as we are bound to be the highest bidder 
with absolutely no chance oflanding the 
contract. 

President Sims just a week later, July 17, 
responded that 

. . . the determination of which organ of
fered the most for the price could not be 
made on a mere dollar basis ... I cannot 
~arantee that the committee will eventu
ally select the organ you submit, still I do 
want you to feel tliat anyJ)roposal you make 
will receive careful consiaeration ... 

A month later, Harrison sent a speci
fication of the pro2osed instrument and 
a iustification of the tonal design that 
reflects the philosophy now known as 
"American Classic." 

Fifteen or more years ago, I developed 
a type of organ which combined both Clas
sical and Romantic material in one instru
ment, the sole idea being to produce an 
organ that was capable ot giving authentic 
renditions of all types of worthwhile organ 
music and an instrument that would suit 
players such as Virgil Fox, on the one hand, 
and Professor Fritz Heitmann at the Berlin 
Dom, on the other. 

Harrison himself was in the audito
rium in August 1955 for the final voicing 
of the organ. It was ten months later that 
Harrison died in his apartment in New 
York City, while finishing the rebuilding 
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The distinctive Aeolian-Skinner four-manual console and bench (photo by Andrew 
Forrest) 

The 8'-4' Trompette en chamade rank sits immediately behind the Great I Pedal 
chamber grille and speaks on nearly 9" wind. (photo by Andrew Forrest) 

of the E. M. Skinner organ (Opus 205A) 
in St. Thomas Church, Fifth Avenue. 

Today the D. B. Johnson Memorial 
organ stands as one of the few Aeolian
Skinner organs with Harrison's signa
ture that is not a rebuild of a previous 
instrument. It reflects Harrison's 1950s 
conce_pt of what his American Classic 
sound should be, and he obviously took 
advantage of calculating his design for 
the 3,500-seat space, whlch boasts a two
second reverberation time. Virgil Fox 
played the inaugural recitals November 
2 and 3, 1955. 

For the first ten years after the instal
lation, the college organists (a title no 
longer used) were Jeannette Roth, Wil
bur Sheridan, Wilmer Hayden Welsh, 
and George Klump. David M. Lowry 
became college organist in 1965. Low
ry became professor emeritus in 1996, 
and has remained the part-time organ 
professor since. Many undergraduate 
and graduate students have performed 
their degree recitals on the Byrnes Au
ditorium organ. Lowry has been heard 
in nearly 100 performances-solo recit
als, lecture-recitals, ensemble concerts, 
symphony orchestra programs, and the 
annual Festival of Carols. 

The roster of guest artists on the organ 
is remarkable, due greatly to the support 
of Dr. Roberts for its first few years, then 
with the continued support of Dr. Jess 

T. Casey for over thirty years. That list 
includes Marie-Claire Alain, Robert An
derson, Robert Baker, David Craighead, 
Catharine Crozier, Virgil Fox, Fernando 
Germani, Jerald Hamilton, Yuko Hayashi, 
Anton Heiller, Paul Jenkins, Wilma Jen
sen, Marilyn Keiser, Jean Langlais, Si
mon Preston, Alexander Schreiner, Larry 
Smith, Murrax: Somerville, John Chap
pell Stowe, and many others. 

As with the purchase of the instrument, 
the search for a builder to restore the in
strument fell into a category of specialized 
work where the low bid did not have to 
be the winner. A panel of judges read the 
proposals, and ilie voting for the winner 
was under the supervision of a state agent. 
Letourneau Pipe Organs of Saint-Hya
cinthe, Quebec won tlie contract. In 1967, 
Fernand Letourneau, at just 23 years of 
age, was present in Rock Hill installing an 
organ for another firm when Marie-Cfaire 
Alain played a recital in Byrnes Audito
rium. Following the concert, he came to 
a private party for her and engaged her 
in conversation about Dom Bedos de 
Celles. It was a significant moment in his 
life that he has never forgotten, and he 
made it very clear to Winilirop authorities 
that he was in total agreement about not 
changing anything tonally on the organ. 
Andrew Forrest, artistic director of the 
firm, achieved total cooperation with all 
the artisans in the project. 

Half of the Great division, showing the 
16' Contra Geigen, the 8' Holzflote, the 
4' Rohrflote, the 2¾' Quint and the IV
rank Fourniture (from back to front) 
(photo by Andrew Forrest) 

The other half of the Great, showing the 
8' Diapason, the 8' Spitz Principal, the 4' 
Principal, the 2' Super Octave and the 
Cornet Ill-VI (from back to front) (photo 
by Andrew Forrest) 

Today the restored organ stands as 
one of the country's prized historic in
struments, in that the number of nearly 
pure G. Donald Harrison signature or
gans becomes ever more rare. 

-David Lowry, DMA, HonRSCM 
Professor of Music Emeritus 
Curator for the Restoration 

The Aeolian-Skinner Organ Com
pany's tumultuous history is well docu
mented and the cast of characters still 
seems familiar nearly forty years after 
the company's demise. The books The 
American Classic Organ and Aeolian
Skinner Remembered- by Charles Cal
lahan vividly illustrate the ideas, exter
nal pressures and internal tensions that 
shaped the company until 1972 and, in
deed, there remain many parallels in the 
daily machinations of an organ shop over 
thirty-five years later. Specifically, The 
American Classic Organ provides help
ful insights into the motivations of G. 
Donald Harrison, the company's tonal 
director from 1933 through to liis death 
in 1956. Jonathan Ambrosino has also 
done much to document Aeolian-Skin
ner and Harrison's rise to prominence 
through his writings for numerous jour
nals and his scholarly liner notes for JAV 
Recordings' series of recordings on vin
tage Aeolian-Skinners. 

Aeolian-Skinner's Opus 1257 in Byrnes 
Auditorium at Winthrop University is a 
remarkably unaltered example of Aeo-
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The signature nameplate (photo by Andrew 
Forrest) 

The unenclosed Positiv and 16' Flauto 
Dolce extension, with the Swell shutters 
behind (photo by Andrew Forrest) 

han-Skinner's work in 1955. Harrison's 
work in the 1950s was marked by a num
ber of prestigious rebuilding projects, 
and against this backdrop, the Wintlrrop 
contract represented a real opportunity 
for Harrison to design a large instrument 
free from outside influences. All decisions 
regarding the organ's tonal design, from 
its stophst to scaling and winding details, 
were 1eft to Harrison, and the console 
plate bearing his si~ature indicates a 
particular interest in the final result. Fol
lowing the organ's installation during the 
early summer of 1955, Harrison traveled 
to Rock Hill to personally su_pervise the 
tonal finishing for several days during 
the month of Au~st. As such, the D. B. 
Johnson Memorial Organ is a landmark 
instrument: in addition to its celebrated 
status as a superbly effective pipe organ, 
it also represents one of the last signifi
cant Aeohan-Skinners supervised from 
beginning to end by Harrison. 

Jumping ahead to the 21st century, the 
D. B. Johnson Memorial Organ was still 
in remarkably good form some 52 years 
after it was completed, thanks to Profes
sor of Music Emeritus David Lowry's ef
forts. Fundraising for the restoration was 
generously proviaed by Winthrop alum
ni plus local individuals and businesses, 
with the project being spearheaded by 
Shirley Fishburne and David White 
and the university's Alumni Association 
and Development Offices. An in-house 
recording of the instrument's au revoir 
bash on May 21, 2007 gives a good ac
count of repertoire from Bach to Howells 
to Diemer, rendered with conviction and 
color. Nonetheless, the instrument was 
in growing need of attention by then: the 
console's pistons were temperamental at 
best, one of the pneumatic swell engines 
had failed entirely, and with increas
ing regularity, individual notes or entire 
stops .had become unrehable or outright 
inoperative. From the very be~ning of 
the project, it was imperative that the 
instrument remain tonally unchanged, 
and our approach here was to treat Opus 
1257 with great deference. Largely a 
mechanical restoration, the instrument 
is today ready to serve for additional de
cades as an acclaimed concert and teach
ing instrument. 

The most obvious indicators of the 
recent work are the discrete changes to 
the instrument's four-manual console, 
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though the console had also undergone 
some earher restorative efforts. The 
organ's original remote combination ma
chines hacfbeen replaced by a primitive 
Sohd State Logic (now Sohd State Or
gan Systems) capture system in the early 
1980s-following repeated floods in the 
auditorium basement-and three of the 
console's four manuals had also been re
covered with new ivories. As part of the 
2007-2009 restoration project, the con
sole was upgraded witli new sohd-state 
eguipment, including capture and cou
pling systems. The console now boasts 
256 levels of memory, a USE-based 
system for storing and recalhng memory 
levels, the usual complement of general 
and divisional pistons, and a new general 
piston sequencer. The new coupling sys
tem also permits a Great-Choir manual 
transfer and restores the console's All 
Swells to Swell feature (now program
mable on general pistons as desired). 
At the request of David Lowry; one new 
coupler was added for additional flexibil
ity, the Positiv to Choir 16'. 

The console's original silver wire 
and bronze plate contact system was 
restored with new silver wire contacts, 
while the four manuals' bushings were 
replaced and the ivory key coverings 
cleaned and pohshed. New thumb pis
tons and toe pistons-in the Aeolian
Skinner style-were provided, using 
the same contact mechanism as the 
originals, while the original _pneumatic 
stopknob actions were replaced with 
new electro-repulsion solenoids from 
Harris Precision Products. The walnut 
console shell and elegant dog-leg bench 
were both stri_pped, repaired as needed 
and refinished. 

The organ itself was dismantled in 
late May of 2007, and the console, reed 
stops, and other restorable components 
were packed and ship);ed to our work
shops in Quebec. All 8 and smaller flue 
pipes were also removed from the cham
bers and packed carefully for storage in 
various locations within Byrnes Auclito
rium. Subsequent to the organ's return, 
the chambers were cleaned and painted 
by John Dower and Company. 

Once in our workshops, all of the or
gan's various pneumatic actions were re
covered with new leather, including wind 
reservoirs, concussion bellows, expression 
motors, pouchboards, note and stop pri
maries, and tremolo units. The organ's 
reed stops were carefully dismantled, 
cleaned and measured; resonators were 
repaired as needed and then each stop 
was checked on a voicing jack. As much as 
possible, the existing reed tongues were 
reused, with new tongues being provided 
only where the existing tongue was dam
aged. The single exception to this was the 
bass octave or the Choir 16' Enghsh Hom, 
which was revoiced to cure a clironic slow 
speech problem. 

We returned to Winthrop University 
with the organ in October 2008 to begin 
reinstalling the organ's many compo
nents. During this process, the two wind 
reservoirs that had proved impossible to 
remove were recovered with new leath
er, and all of the organ's wind chests and 
wooden framing were wiped down. The 
organ's flue pipes were also cleaned prior 
to reinstallation, with tuning scrolls be
ing soldered closed and re-cut for the 16' 
ana 8' octaves. The longest pipes of the 
32' Contre Basse extension l:iad origii:tal
ly been mitered to fit under the chamber 
ceiling and were fitted with baling wire 
shngs in the early 1960s for support, with 
the shngs coming down through holes in 
the plaster ceiling above. To provide bet
ter access to the top of the cbamber, we 
built a new access 1adder and platform, 
and the mitered 32' pipes were fitted 
with new twill tape ilings. Again, the 
shngs pass through the cl:iamber ceiling 
to a sturdy metal frame in the attic above. 
The tuning scrolls on these large pipes 
had also, over time, succumbed to grav
ity and unrolled and ultimately proved 
impossible to salvage; these scrolfs were 
cut off and custom-made tuning sleeves 
hned with felt were provided for tuning. 

The organ's wind system and electro
pneumatic windchests were then reas
sembled, with care taken to replace all 
wind trunk collars with new spht leather 
gaskets. The organ was also entirely re-

wired within the chambers, joining the 
new SSOS couphng system to the new 
Reisner electro-magnets that were retro
fitted in our worksl:iops. Wind pressures 
throughout the organ were restored to 
those 1isted in the 1955 specification, as 
the Swell and Choir divisions had shpped 
shghtly. The wind reservoir feeding the 
8' -4' Trompette en chamade rank: and 
the Pedal 16' -8' -4' Bombarde unit was, 
however, restored to the 8½" pressure as 
it was when we began our restoration. 

Following the reassembly of the in
strument and testing, a team of voicers 
began their work that continued into Jan
uary 2009. All of the organ's 3,820 pipes 
were thoroughly regulated for proper 
volume and speech, but few alterations 
were made in cases where there were ob
vious problems between adjacent pipes. 
New aajustable toe blocks were fitted for 
the bass octaves of the Great 16' Contra 
Geigen and the Swell 16' Flauto Dolce, 
allowing much finer regulation for these 
pipes. The relatively simple but time
consuming regulation process yielded 
some unexpected results, with particular 
improvements in the clarity and overall 
refinement of the 32' and 16' registers. 

A detailed inventory was also taken 
on site of most flue stops in an effort to 
flesh out G. Donald Harrison's scaling 
practices at the end of his career. Gen
erally, the pipework confirms that Har
rison favorecf narrow basses and broader 
trebles, coupled with a fine, refined style 
of voicing. Reed stops are generally small 
to average in scale-the 8' Trompette 
en chamade and the Swell 8' Trompette 
were built to the same scale!-but are 
on generally high wind pressures. A sur
prising variety of shallot types were also 
used to good effect. 

Prior to our restoration, two tonal al
terations had been made to Opus 1257. 
The first change was a revision of the 
Swell III-rank Plein jeu, as the orign:tal 
was felt to be insufficient against the 
powerful Swell reed chorus. Modified 
in 1965 by Arthur Birchall, the mixture 
was transposed up a fifth, going from 2' 
pitch to l½' pitch. From a detailed ex
amination of the pipes, it appears that as 
many of the 1955 pipes were reused as 
was practical, requiring_ but 31 new pipes 
to complete the revisea stop. Despite its 
non-original composition, our restora
tion of the organ left the III-rank Plein 
jeu in its 1965 form, as the mixture is 
a good fit with the rest of organ and in 
particular, addresses the Swelf reeds in a 
telling fashion. 

The 8' -4' Trompette en chamade was 
also modified during the 1970s by mov
ing up the break between natural and 
harmonic-length resonators, with the 
first harmonic pipe moving from c25 to 
f#31. This curea persistent tuning prob
lems in this ran~e and what DavicfLowiy 
remembers as 'an unfortunate tone akin 
to a New York City taxi cab." At the same 
time, the unit chest for this stop was also 
moved to the very front of t:.6.e Great
Pedal chamber from its original location 
beside the Pedal main chest for better 
projection. An angled plywood baffle was 
also added above the pipes, providing 
protection from dust contamination and 
clirecting sound out of the chamber. 

In conclusion, our work on the D. B. 
Johnson Memorial Organ at Winthrop 
University is one of the most interesting 
and best-documented restorations we've 
been privileged to carry out in recent 
years. Opus 1257 is a persuasive, musi
cal instrument through which Harrison's 
tonal philosophy shines; it has much to 
offer today's tonal discussions. We are 
grateful to have had this opportunity to 
restore and perhaps more importantly, 
learn from this magnificent pipe organ. 

-Andrew Forrest, Artistic Director 
Letourneau Pipe Organs 

In celebration of the restoration of 
the D. B. Johnson Memorial Organ, 
Winthrop University presents the Win
throp Organ Festival August 13-16. 
The scheaule includes recitals, lec
tures, a masterclass, workshops, and 
lunch on Saturday. Presenters include 
Richard Elliott, David Lowry, anq. Rob
ert Ridgell. For information: 803/608-
1934; <DavidLl205@aol.com>. 

GREAT (3¾" wind pressure) 
16' Contra Geigen 
8' Diapason 
8' Spitz Principal 
8' Holzflote 
4' Pribritcci al 
4' Ro 5te 

2½' Quint 
2' Super Octave 
l' Fourniture IV 
2' Comet III-VI 
8' Trompette en chamade (Pos) 
4' Clairon en chamade (Pos) 

Chimes (Ch) 

16' 
SWELL (expressive) (6" w.p.) 
Flauto Dolce (ext) 

8' Geigen Principal 
8' Stofiped Diapason 
8' Vio e de Gambe 
8' Viole Celeste 
8' Flauto Dolce 
8' Flute Celeste (t.c.) 
4' Prestant 
4' Flauto Traverso 
2' Fifteenth 

l½' Plein jeu III 
16' Fagot 
8' Trom&ette 
8' Haut ois 
8' VoxHumana 
4' Clairon 

Tremulant 

CHOIR (expressive) (5" w.p.) 
8' Viola 
8' Viola Celeste 
8' Dulciana 
8' Concert Flute 
4' Prestant 
4' Flute harmonique 

2½' Ses3luialtera II 
16' Eng"shHom 
8' Cromome 
4' Rohr Schalmei 

Tremulant 
8' Trompette en chamade (Pos) 
4' Clairon en chamade (Pos) 

Chimes 

POSITIV (3" w.p.) 
8' Nason Flute 
4' Koppelflote 
2' Principal 

l¾' Tierce 
l½' Lari~ot 
¼' Cym el III 
8' Trompette en chamade (8¼" w.p.) 
4' Clairon en chamade (ext) (8¼'' w.p.) 

PEDAL (5" w.p.) 
32' Contre Basse (ext Gt 16') (6¼" w.p.) 
16' Contre Basse (6¼" w.p.) 
16' Geigen (Gt) 
16' Bourdon 
16' Flauto Dolce (Sw) 
8' Princi~ 
8' Gedec Pommer 
4' Choral Bass 
4' Nachthom 
2' Blockflote 

2½' Mixture IV 
32' Fagot (half-len~ ext Sw 16') 
16' Bombarde (8¼ w.p.) 
16' Fagot (Sw) 
8' Trompette (ext) (8¼'' w.p.) 
4' Clairon (ext) (8¼'' w.p.) 
8' Trompette en chamaae (Pos) 

Chimes (Ch) 

Mixture Compositions (as of 2009): 

Great IV Foumiture: 
cl to bl2: 22-26-29-33 

cl3 to b24: 19-22-26-29 
c25 to b36: 15-19-22-26 
c37 to b48: 12-15-19-22 

c49 to f#55: 8-12-15-19 
g56 to c61: 5 - 8-12-15 

Great III-VI Comet: 
cl to fl.8: 15-17-19 

f#l9 to f42: 12-15-17-19 
f#43 to ±54: 8-12-15-17 
f#55 to c6 l: 5-8-8-10-12-15 

Swell III Plein jeu: 
cl to fl.8: 19-22-26 

f#l9 to f42: 15-19-22 
f#43 to ±54: 12-15-19 
f#55 to c6 l: 8-12-15 

Positiv III Cymbel: 
cl to f6: 36-40-43 

f#7 to bl2: 33-36-40 
cl3 to fl8: 29-33-36 

f#l9 to b24: 26-29-33 
c25 to f30: 22-26-29 

f#31 to b36: 19-22-26 
c37 to f42: 15-19-22 

f#43 to b48: 12-1.5-19 
c49 to c61: 8-12-15 

Pedal IV Mixture: 
cl to g32: 19-22-26-29 
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A conversation 
with Ken Cowan 

S ince the be~g of this century, 
the recital calendar of THE DIAPA
SON has included numerous listings 

for Ken Cowan. A native ofThorold, On
tario, Canada, Cowan was first taught or
gan by his father, David Cowan; he sub
sequently studied with James Bigham, 
with John Weaver at the Curtis Institute 
of Music, and with Thomas Murray at 
the Yale Institute of Sacred Music. He 
has held organist positions at St. Bar
tholomew's, St. James Episcopal Church, 
and the Church of St Mary the Virgin in 
New York City, and St. Clement's Cliurch 
in Philadelphia; during his college years 
he was on the roster orassociate organists 
for the Wanamaker Grand Court organ 
in Philadelphia. He _presently serves as 
Assistant Professor of Organ at Westmin
ster Choir Colleg_e of Rider University in 
Princeton, New Jersey; Rider University 
has honored him with the 2008 Distin
guished Teaching Award. 

A featured artist at the 2004 AGO 
convention in Los Angeles and during 
the 2008 AGO convention in Minne
apolis (as one of several players during 
a concert recorded for Pipedreams), 
Ken Cowan has also performed at many 
AGO regional conventions, as well as at 
conventions of the Organ Historical So
ciety and the Royal Canadian College of 
Organists. His discography comprises 
numerous recordings (for the JAV la
bel) on Skinner instruments, including 
The Art of the Symphonic Organist, re
corded on the 1921 Skinner organ at the 
Parish Church of St. Luke, Evanston, 
Illinois. (Note: John Speller's review of 
this recording in THE DIAPASON praised 
Cowan's choice of repertoire, demon
stration of the organ's colors, and skill 
with buildup and decrescendo, calling 
the disc "one of the finest I have heard 
in some time." See THE DIAPASON, Au
gust 2004, p. 14.) WithJustin Bischof, he 
recorded Aaron Davi Miller's Double 
Concerto for organ with the Zurich Sym
phony Orchestra, on the Kleuker organ 
in the Tonhalle in Zurich (Ethereal Re
cordings). Cowan's repertoire is broad, 
but favors nineteentli- and twentieth
century composers, from Bossi to Liszt, 
Wagner to Widor, Dupre to Roger-Du
casse, and much in between. He is as
sociated with transcriptions, yet these 
do not dominate either his recital pro
grams or his recordings. As a performer 
he seems relaxed, takmg any ilifficulties 
in stride. Ken Cowan is represented by 
Karen McFarlane Artists. 

JR: Let's talk about your DNA! Your 
father is an organist, and other 
grandparents were too, correct? 

KC: Yes, two grandmothers and great
grandmother Cowan. Thurza Cowan was 
an organist, and I think she must have 
been pretty good too, because the reper
toire that is still sitting around my house 
in Canada shows she played some really 
difficult things. 

JR: Were those the days when you 
had to have a pumper? 

KC: A little bit after that, I think it 
was. She played a Woodstock organ. I 
saw a_picture of the old console, and it 
looks like a theatre organ console. But it 
would have been electrified, I think. 

JR: And your grandmothers? 
KC: My father's mother and my moth

er's mother both played, each as a local 
parish organist. 

JR: Did your grandmother teach 
your father? 

KC: No, actually; that's not our fam
ily's habit. My fatlier studied with a lo
cal organist named George Hannahson, 
actually a very good player; the brothers 
Hannahson did a lot of the church music 
in the area. Except for the things that my 
dad showed me to get me started at the 
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organ, I think everybody in my family 
wlio learned an instrument always stud
ied with somebody outside the family. 

JR: Were your first lessons with your 
father? 

KC: He got me started with the in
strument. He didn't teach me piano, so 
we alwa_ys had it in mind that I would 
eventually find an organ teacher outside 
of our house. 

JR: Did you insist on organ lessons, 
or did he suggest you should take 
them? 

KC: No, it was me. He insisted that 
I study the maximum amount of piano 
possible before I ever touched tlie or
gan. Ever since I was three years old, I 
would hang around the organ bench, and 
I knew wliat all the stops were. I knew 
the difference between a Lieblich flute 
and a Rohr flute when I was little-be
fore I could play anything. And I was the 
token key-holder in the family-if the 
reeds needed to be tuned, I would be 
carted down to the church. The arrange
ment was that if I was well-behaved- in 
church, he would play whatever my fa
vorite organ tunes were before we would 
go home. I still remember that. 

JR: So what were your favorite organ 
pieces when you were a wee lad? 

KC: They were a little different from 
what they are now! (laughter) Probably 
mostly little songs that I knew how to 
sin_g at the time. Or wedding pieces and 
old-campy hymns, I used to like those 
too-and I mew all the words. Some
where I have a tape of myself singing 
along, I think-locked away! Anyway, 
I was fortunate that there was a really 
nice Casavant organ from the '20s in the 
church where my father played, a three
manual organ, so it was great just to get 
to know registratipn on a nice instrument 
first. And we always had a lousy piano
which is still there, actually! So to have 
this really nice organ-I couldn't resist 
but to learn how to play it-or try. 

JR: How old were you when you 
started pla~g the organ? 

KC: I 1mew how to play a hymn on the 
organ, but I really started to learn pieces 
around eighth grade, so twelve or thir
teen. I knew how to play the piano pretty 
well by then. In fact, I got a lot more 

interested in piano after I realized how 
much I really liked playing the organ. I 
learned about some organ pieces that 
had been arranged for piano-I remem
ber one was the Liszt B-A-C-H-I guess 
if you don't realize that it's a hard piece 
.... So I improved a lot as a pianist after 
I decided I wanted to try to become as 
good an organist as I possibly could, and 
realized at that time, too, that piano was 
the key, at least for a lot of it. A couple 
years after that, stud_ying some Bach and 
other things, I heard music of Dupre for 
the first time. So I went along for a while 
just learning all the pieces that made me 
think "oh, that's a really neat piece!" It 
wasn't the most logical progression, but 
it worked out all right 

JR: What was your first recital like? 
KC: First recitals on the organ-I 

was 13 or 14. At that time it was mostly 
playing the Widor Toccata, the Bach Toc
cata and Fugue in D Minor, Fantasy and 
Fugue in G Minor-I used to work on 
lots of Bach pieces when I was in high 
school, so I always programmed that. I 
could p_ractice tlie same pieces quite a 
lot, unfil:e now where there are piies and 
piles of things to get through in a short 
amount of time. But at least when I be
gan performing I was confident that "I've 
oeen pla~g this Bach piece for a few 
montlis, it'll probably be all right" 

JR: What was your first church posi
tion? 

KC: I was sort of the perpetual assistant 
organist! I worked that way alongside my 
daa for the last year or so of higli school, 
so I guess outside of any kind of familial 
supervision was when I went to college. I 
was assistant at St Clement's Churcn
and that was being thrown into the deep 
end of the pool, because Peter Conte was 
the organist at that time and of course ran 
a pre~ tight ship, and still does there. I 
stayed at St. Clement's the whole time I 
was in college in Philadelphia, and worked 
for a couple years at St. M~ the Virgin, 
and then at St. James Madison Avenue, 
and then at St. Bartholomew's. 

JR: You had said that when you were 
first studying, you weren't sure about a 
career. Atwliat point did you know that 
this was going to be your life's work? 

KC: I EhinK that when I went away to 
college I knew pretty well that music was 

Joyce Johnson Robinson 

Working on piano technique, ca. 1981 

going to be what I would do primarily. 
And I never had any doubt that certainly 
I'd always be involved in music in my 
life. But I ~ess I was brought up in a 
casual enough way that no one ever said 
"You must be a musician." And there are 
2lenty of other interesting things out 
there to do! So it was by the time I went 
away to Curtis for college. I was fortu
nate that they were willing to take me in, 
and it was a great e:;;perience. I've been 
fortunate, in every place and with every
one with whom I've studied-I really 
made some lucky choices. 

JR: At this point, could you identify 
who your big influences are? 

KC: I thi.nK now it's sort of a conglom
eration. But there's no one that I've ever 
studied with who hasn't been an influ
ence, and recordings are very valuable 
too. I remember when I was in high 
school-even though it wasn't a com
plete immersion in music like college, I 
remember clearly what I learned from 
James Bigham, who was my teacher at 
that time-a major influence and a mas
terful player and teacher. At Curtis, of 
course, I was studying with John Weaver, 
and he had a different approach to teach
ing and was demanding about what was 
to oe expected week to week. 

My experience at Curtis was great, I 
still remember bringing in-I tnink it 
was my second year there-the Liszt 
Ad nos, and I was trying to be conser
vative, in the sense of not using count
less general pistons. At that time the 
organ at Curtis Hall had just twelve 
general pistons, so I learned it using 
only one level, and I thought, "welI, 
that's a bit of restraint here"-a mere 
twelve generals, with lots of division
als. I finished playing through it, and 
we talked about the music, andJohn 
Weaver said, "Now, I just shoul tell 
you, that when you're approaching the 
registration of a piece like this, you 
can't always count on having a dozen 
general pistons. I just bet that through 
use of more divisional pistons, I could 
work out all the registrations for this 
piece with no compromise whatso
ever, on six general pistons." And the 
amazing thing is-tliat he could! He 
was really impressive in that way, be
cause, having decades of touring expe
rience, he's mindful that there weren't 
always multiple memory levels. So he 
was very encouraging about people 
not being a slave to a computer com
bination action. For example, if you 
hit a piston for a chorale prelude reg
istration that had a flute here and a 
cornet there, you'd be asked-"Can't 
you remember these stops? Why do 
you have to hit a piston?" 

Then of course, Thomas Murray is 
sort of a wonder in his own way. I en
joy just watching him at an organ-how 
he approaches the instrument, how to 
choose registrations-musically and reg
istrationally always doing the most with 
the least, and loving every minute of it. 
I think a lot of people associate him with 

THE DIAPASON 



David Cowan and Ken Cowan, March 1993 

"oh, and he hits 500 Swell pistons." Actu
ally he doesn't; he uses the fewest num
ber to get the greatest effect. I didn't 
realize that until really watching. 

Martin Jean began teaching at Yale the 
sarne year I began studying tliere, and he 
was a really interesting person to study 
with as well. I had lessons with hirn for a 
semester at Yale while Torn Murray was 
on sabbatical; in addition to a coaching 
here or there at other times, students in 
the Yale department were free to coach 
with faculty outside of their own studio. 
Martin was full of curiosity about corn
positions and their possible interpreta
tions, so I would always leave lessons 
with hirn pondering rnany possibilities. 
And I rernernber along the way I had a 
few lessons with McNeil Robinson, and 
he, in terms of how to learn a piece of 
music in a really thorough way, is just 
masterful. But you don't have to study 
with someone for five years to get some
thing irnrnensely valuable, tliat you'll 
never forget. 

JR: Were you fairly confi.dent with 
your registration ability before you 
studied with John Weaver and Tom 
Murray? 

KC: I guess I was. Since I was a little 
kid I was fascinated with how stops were 
built, what the different ones did, the 
difference between the various colors, 
and so on. And there were enough nice 
instruments around that I pretty rnuch 
understood how that worked-also, rny 
dad was good at registration hirnsel±; 
that helped. If you're around someone 
just an nour a week, that's different 
than being around somebody all the 
tirne-as an aside, you can at any point 
say, "hey, how corne you would do this, 
as opposed to something else?" And 
then Jirn Bigham, with whorn I stud
ied in high school, just has an amazing 
imagination for registration and a huge 
instrument at Holy Trinity Lutheran; 
that was another great stroke of good 
fortune for rne. 

JR: When Jou studied with John 
Weaver an Tom Murray, did you 
work more on interyretation, or did 
they spend a lot of time with regis
tration? 

KC: A little of everything. Torn Mur
ray in particular is very attentive to 
registration; even if he doesn't change 
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something radically, he is very sensi
tive to the finest details. Even if you can 
row your own boat to start with, rd say 
to study with Weaver is to learn his sys
tern of managing a big instrument. He's 
quite amazing in that he can ·register an 
entire recital in a couple of hours, and it 
will sound as though be's played the or
gan for a long tirne, just because he's so 
clear about exactly what he's going to do 
at every point in a piece. Torn Murray is 
known as this "orchestralist," who gives 
each color in an instrument its best op
portunity to shine, so just to watch hirn 
ao what he does is really an education! 

JR: At Curtis, you were required to 
play pieces from memory. How many 
pieces have you memorized? 

KC: Oh, probably hundreds. I think 
frorn year to year tliere are _pieces-es
pecially pieces that I learned when I was 
in high school-that I find I can usu
ally play without really thinking about it 
rnuch at all. Frorn year to year rll carry 
around a few recital programs' worth 
of repertoire, at any given tirne, and I 
try to keep on expanding that. During 
school semester, for example, there's 
just not time to practice the number 
of hours a day that rd love to, so rll 
always practice technical things on the 
piano, even if I don't touch an organ. 
I find that to maintain a few hours of 
music is manageable, but it takes a lot 
rnore tirne to be constantly learning 
dozens of pieces. 

JR: Do you have some favorite piec
es? Desert island pieces? 

KC: rve always loved Bach, and I 
think as is the case with so rnany people 
I ended up playing the organ because of 
the music of Bacli. As things have gone, 
I've gotten into a lot of repertoire that 
is far frorn Bach-rve always loved sym
phonic organs, orchestral transcriptions 
and that sort of thing. But I think I could 
do just fine with sorne of the great works 
by Bach. 

Now as far as what's fun to play in a 
concert, on, say, a particular type of or
gan-for Skinner organs, they're great at 
something English Romantic; the Willan 
Introduction, Passacaglia and ,Fugue is a 
fun piece to play because it relies quite 
a lot on the interpreter, as does. Liszt, 
Reubke, Reger-if you hear three peo
ple play the same piece by Liszt, or Re-

At the Wanamaker console, ca. 1998 (shortly after the console reassembly) 

ger, or Reubke, it will sound completely 
cl.ifferent, as I think it should. 

Many people who play those pieces 
think that it couldn't possibly be done 
any other way than their own, because 
they require a very strong interpretive 
perspective, but in reality there are of 
course many possible interpretations. 
I love playing transcriptions, because 
on an American symphonic organ, x:ou 
really push the instrument to the edge 
of what it's able to do, and that's always 
kind of fun. And historically it's been 
controversial because for rnuch of the 
twentieth century the attitude of rnost 
organists was "why would you do such 
a thing? Go learn some more legitimate 
organ pieces!" 

JR: It's nice stuff! 
KC: Yes, there are so rnany great piec

es that weren't originally cornposea for 
the organ. I think once you do learn rnost 
of the standard organ repertoire, it's fun 
to look beyond it a little bit and see how 
an instrument can work at interpreting 
something else. I have to confess, too, 
that I started listening to records of tran-

scriptions when I was in high school. I 
have old recordings by George Thalben
Ball, for example, and I still rernernber 
getting two recordings of transcriptions 
by Torn Murray and Thomas Trotter, 
I think both rnade in the '80s, and so I 
thought, ''Wow! That instrument sounds 
great-and very expressive. Wouldn't it 
be fun to learn how to do that?" 

Anybody who gets into this kind of or
chestral stuff might be pigeon-holed with 
"Oh, all he plays is Wawier," or, "All he 
plays are transcriptions, which of course 
I don't think is true of anybodywho does. 
One of the keys to having success with 
transcriptions, though, is to know when 
it's a good idea not to rlay something, 
because one of the pitfalls about the or
gan is you cannot bring exactly the same 
program to every instrument, or else 
you11 win sorne and lose sorne. I find as 
with sorne of the big Romantic works, a 
transcription can sound great on an ideal 
instrument and it can sound like a dismal 
failure on the wrong instrument. I hope 
to usually be a goocI judge of when's the 
tirne, and when's not the tirne, to play a 
particular part of the repertoire. 

The Cathedral of Christ the Light 
0 AK LAN D, CAL I F O R N I A 

We are pleased to announce 
the completion of the first 
phase of our organ project 
with the Cathedral of Christ 
the Light in time for the 
Mass of Dedication held on 
September 25, 2008. The 
remainder of the instrument 
will be constructed in our 

workshops over the 
coming six months and 
will be installed during 
the late summer of 
2009. The completed 
instrument will feature 
four manuals, 75 
independent stops 
(excluding borrows), 90 
ranks and 5,335 pipes. 
The design of the organ's 

twin fac;ades was developed in collaboration with 
the Cathedral's architect, Craig Hartman of 
Skidmore, Owings & Merrill, and will suggest a 

natural forest with numerous wooden pipes. 
We are honoured to have been selected by the Cathedral of Christ the Light's 

Organ Committee to design and build this significant new pipe organ for 
Oakland's resonant new Cathedral. For more information, visit our website at 
the address below or the Cathedral's website at www.ctlcathedral.org. 

ORGUES LETOURNEAU LIMITEE 

United States 
1220 L Street NW 

Suite l 00 - No. 200 
Washington, DC 

20005-4018 
Tel: (800) 625-PIPE 
Fax: (202) 737-1818 

LetoUSA@aol.com 
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3:~~m 
Canada 
16355 avenue Savoie 
Saint-Hyacinthe, Quebec 
J2T3Nl 
Tel: (450) 774-2698 
Fax: (450) 77 4-3008 
mail@letoumeauorgans.com 
www.letourneauorgans.com 
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JR: How about the future of this in
strument with young people? 

KC: I'm always gfad when I know 
someone is bringing kids to a recital. 
And in a way, ifs a good reason to think 
about programming very carefully. Ev
ery once in a while I'll play a program 
that might get a little too-mature for 
the newcomer. 

If I were only _playing for myself, I 
could go on for days listening to very 
intense-sounding organ music. But I'm 
not just playing for me; though I guess 
some people would say )'OU shoufd al
ways Ee playing as though no one else 
is there-but someone else IS there. 
(laughter) So I am usually quite cogni
zant of the fact that there may be some 
young person there who's never heard 
an organ recital before. 

JR: Do you ever program a specific 
piece with children in mind? 

KC: If I know they're going to be 
there, yes. Things that are very effective 
with kids are pieces that are program
matic and tell a story, or pieces that re
ally are "visual" in how the instrument 
is used. Kids immediately get a kick out 
of the fact that there are all these dif
ferent colors and that wow, the organ
ist plays with his feet, and beyond that 
things hke Saint-Saens' Danse Macabre 
are great for kids, because they under
stana-they can tell what's going on in 
the story as it's going along. Of course, 
that's a transcription,-but tliere's George 
Akerley's A Sweet for Mother Goose 
nursery rhyme suite-that would be 
just the thing. I've heard some people 
do things hke Carnival of the Animals 
and so on-that's another work that's 
not originally an organ piece, but can 
certainfy get children's interest in the 
instrument. And they all love the Toc
cata and Fugue in D Minor! 

Ken at console of First United Church, St. Catharines, Ontario (ca. 1989), playing 
Bach Passacag/ia) 

JR: How do _you plan a program? 
Fast-slow, or loud-soft, or keys? 

KC: Having interesting key relation
ships can be nice, particularly if you 
segue from one piece to the next. More 
importantly, just not flogging people 
with the same kind of piece over and 
over again is a good rule of thumb. For 
example, I wouldn't play half a program 
of, say, a prelude and fugue Ey Bach, 
followed l:iy a preludium Ey Buxtehude 
followed by Prelude and Fugue on the 
Name of BACH, and so on-but con
trasting forms, contrasting styles. I've 
never been much into the philosophy 
that "we should always go in chrono
logical order." It's more a question of 
how can you give a good psychologi
cal flow to it? I guess that's the rignt 
way to describe it. And it's different on 
recordings, too. I think how you listen 
to a recording is a little different. In a 
concert, you can go from fast and furi
ous to very intimate, to scherzo, back 
to this, back to that. On a record, if _you 
do exactly the same thing, _you end up 
with people constantly adjusting the 
volume control. 

Programming is a constant challenge. 
And tlien the trap is, when you find a 
combination of things that )'OU think 
works really well, to then be able to get 
out of it. I remember reading an article 
years ago about Glenn Gould's thoughts 
on why he stop:i:ied playing concerts; he 
said he was feeling that sometimes he 
settled in on the same small number of 

At the Woolsey Hall console, ca. 1999 

pieces, the philosophy being, "well, the 
Beethoven worked in Toronto, it'll_prob
ably work in New York, too, so I'll play 
it again!" And again, and again-ana so 
on it goes. Trying something new, even 
if it meffu~~oing out on a limb, is a good 
idea, I • . 

JR: You've long been an Organ His
torical Society convention favorite. 
How did that get started? 

KC: Good fortune, I guess! When I 
was working at St. Clement's in Philadel
phia, I think it was 1996 the OHS had 
their convention in Philadelphia; at that 
time we were doing an Evensong at St. 
Clement's as part of the convention, and 
they wanted Peter to play something, 
and he was already going to play a recital 
at the Wanamaker Store, so ne said, "I'll 
play the prelude, and why don't you have 
my assistant play a short program after 
the Evensong?" I think there was some 

0rganmaster ~hoes Visit Us Online: 
www.organmastershoes.com 
Fast Service • Ship Worldwide The Right Shoe On The Pedals! 

28 

• Whole & Half Sizes 
• 3 Widths (N, M, 
• Genuine Leather . 

Our Suede Leather Soles 
help you feel what pedal 

your foot is touching! 

Men's Classic Oxford 
Size 6.5-13, $58* 
Size 14-16, $95* 'plu, postage 

Call To Order FREE catalog: (413) 773-0066, 9-5pm, Mon-Fri 
44 Montague City Rd., Greenfield, MA 01301 USA 

trepidation at first; "who is this guy?" I 
guess they hked it. And one thing led 
to another there; I've been back several 
times since. 

JR: Yes, including in 2007 with your 
wife! Tell me about her, and how you 
cooked up this scheme. 

KC: We met in graduate school; 
she went to Yale too. While we were 
students there, I had alwaxs hked an 
old recording I had of T ascha Heifetz 
and Richard Elsasser playing the Vi
tali Chaconne, as arranged by Leopold 
Auer. So on one of JAV's Skiri.ner series 
recordings, Joe Vitacco asked me to go 
out to Jefferson Avenue Presbyterian 
in Detroit, and I checked out the organ 
and it's a great instrument-huge sound, 
and very mellow sound. I thought this 
would be a good accompanying organ, 
and that it would be neat to try and do 
a violin piece. So I asked Lisa to come 
along then, and that was the beginning 
of pfaying together. In the last seven or 
eight years, we've been asked to play 
duo progr:ams together, so we've always 
been on the lookout for good repertoire 
that has been written for violin and or
gan, and things that transcribe well. 
We'll often do an early piece, maybe 
something that's contemporary written 
for those instruments; from the Roman
tic period, Rheinberger wrote some vio
lin and organ works. I'll often transcribe 
a concerto accompaniment for the end, 
and do a violin concerto as a violin and 
organ piece. And then we'll usually do a 
soio piece each, too. 

JR: The review of the OHS conven
tion in the February 2008 issue of 
THE DIAPASON mentions Lisa playing 
behind a screen. 1 

Photo for a newspaper ad in the St. 
Catharines Standard, ca. 1994 

KC: We did the Karg-Elert Fugue, 
Canzona and Epilogue, for organ and 
violin, and a quartet of women's voices 
is included at the end. I think Karg-Elert 
may have started this tradition hlmself, 
but there's been a long practice of :i:iut
ting the violinist and the singers either 
offstage or in the Swell box. And at this 
particular church it worked, because you 
could o_pen the door behind the Swell 
box and there was a hallwax in behind. 
So everyone crammed in behind the 
chamber and you could have this di
minuendo to nothing at the end. It was 
very unexpected color coming out of the 
organ chambers suddenly! It was a lot of 
fun, and everyone was a very good sport 
about the whole thing. The instrument 
was a Kimball organ, and certainly played 
repertoire well, but maybe accompanied 
even better. So it was nice to show that 
side of things. 

JR: At the AGO convention in Min
neapolis you played some new 
works. Do you play new pieces from 
memory? 

KC: Sometimes I do, sometimes I 
don't. One of the things I've been work
ing on this week is memorizing them. I 
find if I have a deadline, it doesn't take 
long to get things hke that learned. I 
probably spent a week or so learning 
each of the preludes and fugues. But 
then the question is-what do you want 
to do witli it? There's no question that 
I play a piece better after a year than 
after a week. So the rest of tlie time is 
spent just trying to refine things and 
get a clear interpretation, especially 
with brand-new pieces. The composer 
Henry Martin is a pianist and is prob
ably known for composing 24 Pre7udes 
and Fugues for piano, and he teaches 
jazz and music tlieory at Rutgers, New
ark. The reason for the commission was 
that Michael Barone really hked his 
piano pieces, and so commissioned him 
to write a couple for organ. Not know
ing what his musical taste is-of course, 
wl:ien you learn a piece hke that, I found 
I was initially sort of cautious in an inter
pretive sense-if it's not written in the 
score, well, is it OK to do something? 
Well, he has a great imagination, and 
is a good sport about everything. That 
was actually nice to discover. Interpre
tive freedom is good! So I really ffked 
them-they're dffficult, but I think will 
make nice pieces. 

JR: Teaching versus performing-do 
you enjoy tlie balance that you have 
right now? 

KC: Absolutely! I think it would prob
ably be hard for me to only teacl:i, be
cause you end up living musically only 
through your students, instead of being 
able to do something yourself-so you 
need an outlet. On the other hand, it's 
great to work with other people-ifs so 
satisfying and exciting when students 
work very hard and get a lot better, and 
you can help them along their way. This 
year, it was only the second time in recent 
memory that I didn't play Easter Sunday 
some place. So before cooking dinner for 
family, I went to Trinity Church where 
two of my students play, and I had a bet-
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With father, David Cowan, at First United Church, St. Catharines, 1989 

At First United Church, St. Catharines, 1990 

ter time listening to them accompany' 
the Easter service than I would have ff 
I'd done it myself! I've always been in
terested in teaching, so I have no regrets 
there at all. 

JR: Tell us about your position at 
Westminster. Do you teach service 
playing, or does your teaching con
centrate just on recital literature? 

KC: Mostly my colleagues Alan 
Morrison, Matthew Lewis, and I end 
up concentrating on creating some 
kind of structured 2rogram of study 
for each student. I ao at times make 
students learn hymns and accompani
ments as part of their lessons. I find 
that you can teach somebody about as 
much about creative possibilities at the 
organ through hymns and accompani
ments, at least from a registration point 
of view, as from anything else, because 
so often with a lot of the primary: parts 
of the repertoire-Bach, Franck, Vi
erne, and so forth-you frequently 
follow convention or instructions for 
registration; in service playing you 
have a blank slate, and can really get 
acquainted with the organ in a more 
individualistic way. 

The school's strong emphasis on cho
ral training provides a great background 
for developing graduates who can be
come very effective church musicians. 
There are classes in improvisation, 
courses in organ literature, tliere's a class 
on accompanying at the organ, which is 
:[!rimarily a service playing course. Then 
the sacred music department offers 
courses on the history of church music, 
theology, choral pedagogy' and manage
ment of programs, worship planning, 
and congregational song. A broad range 
of guest lecturers in tlie or_gan and sa
crea music departments adclress other 
specific topics. It could be a masterclass 
on organ pla~ng or literature on some 
occasions, or frequently ~est perspec
tives on the general field of church mu
sic in America. 

JULY, 2009 

JR: Do you see any consistent pat
terns of problems among your stu
dents? 

KC: Nothing that applies to every
body. In fact, tliat's one of the fun chal
lenges of teaching-it's all problem solv
ing, but everybodf s a different case. For 
example, some students don't learn ped
al technigue in a structured way, and I'm 
surprisea that students coming in at the 
graauate level sometimes don't under
stand very much about registration-that 
can be a big project. But that's certainly 

Ken Cowan today 

not unique to everybody; some of them 
are great at that. Nuanced registration is 
a hard thing to teach in a short time. And 
if you encounter people who are trained 
to do only one thlng in a particular situ
ation, it can be a real challenge to make 
them more curious and sensitive to the 
precise character of each sto}J or chorus 
on different instruments, and how they 
combine with others. Then comes the is
sue of how to control the instrument in 
the context of a complex piece if theyve 
never been trained to manage a console 
with a combination action. 

JR: Do you have responsibilities at 
Westminster besides teaching? 

KC: I also am the coordinator of 
the organ and sacred music program. 
That involves plenty of meetings, plan
ning, and discussions with other faculty 
about how to proceed with programs 
and curriculum. In the past year we 
have revised the entire curriculum in 
organ and in sacred music. This year 
began the implementation of those re
visions, which is a big undertaking, but 
a necessary step to try to keep the pro
gram from getting behind the times. Of 
course, I'm not doing that on my own, 
but I certainly have to stay involved with 
how things develop. And then another 
task for sacred music at Westminster will 
be to find a faculty member to succeed 
Robin Leaver, who just retired. Hope
fully' we'll soon be looking for the next 
teacher of sacred music there, but in the 
current economic climate, universities 
can be tentative about filling vacancies. 
Always something, you knowflt's the sort 
of place where I can stay there until ten 
o' dock every night and have plenty more 
to greet me the next morning. 

JR: Are you ever able to go hear oth
er organists or other concerts? 

KC: Here and there. There's not as 
much time as I'd like there to be, be
cause I'm often away weekends, when 
a lot of great concerts happen. Going to 
conventions and so forth, I can hear a lot 
of things in a short amount of time, just to 
keep track of who's doing what. Ana then 
the nice thing living between New York 
and Philadelpma is oftentimes there will 
be good concerts on week nights. Plus, 
Princeton has some really good music se
ries right in town. So whenever possible, 
I attend performances. 

JR: Do you have any big projects 
planned? 

KC: For Wesbninster, keeping the de
parbnent growing stronger is a priority. As 
far as playing goes, it's asKing myself, what 
do I want to pfay now that I liaven't played 
before? And I've got lined up some record
ings that I've been promising to make and 
that I haven't gotten around to yet, so I'll 
just keep chipping away at them. A new 
CD on the big Sclioenstein organ at First 
Plymouth Church in Lincoln, Nebraska, 
was just released this February on the Ra
ven label. That disc has German Roman
tic repertoire (Reger, Reubke, Karg-Elert) 
and a transcription of the Liszt Mephisto 
Waltz #1. But otherwise it's a question of 
just balancing responsibilities out-and 
Hnding some time for fun, too. 

JR: Thank you so much, Ken! ■ 

Notes 
1. Frank Rippl, "OHS 52nd National Con

vention, July 11-17, 2007, Central Indiana," 
THE DIAPASON, February 2008, vol. 99, no. 
2, pp. 24--29. 
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Cover feature 
Ruggles Pipe Organs, 
Conifer, Colorado 
Fairmount Presbyterian Church 
Memorial Chapel, 
Cleveland Heights, Ohio 

From the builder 
When I was asked to make recom

mendations for a new organ for Memo
rial Chapel, I recalled fond memories 
of playing the 1961 Holtkamp organ for 
senior high chapel services. At the time, 
it was actually more exciting to play the 
small, chamber-installed chape1 organ 
than the large 3-manual organ in the 
main sanctuary, because the lively acous
tics of the chapel were superior. The old 
organ served admirably until the ravages 
of time, a leaq roof and a curious remod
eling (1989) of the chapel took their toll. 
After discussions with Robert Moncrief 
and the committee, I agreed to design a 
free-standing encased instrument, with a 
plenum based on a Principal 8' for better 
congregational support. (The prior organ 
was based on a Principal 4'.) Robert and 
I worked out the stoplist together, which 
includes a separate Quinte and Tierce, 
a string stop, Octave 8' in the Pedal, 
Tremufa.nt and Zimbelstern. 

While onsite to meet with the organ 
committee, I examined the old organ. 
There was considerable water damage, 
but most of the pipework was salvageab1e, 
so I removed it to storage at my Conifer 
workshop. Being part of the fellowship 
of one of the original "green industries" 
( organbuilders have been recycling for 
centuries), I found that I could success
fully reuse some of the old pipework in 
the new organ, some of which was from 
an even older main sanctu:yy organ. Of 
greatest interest are the Dulciane, which 
was built by Aeolian, and the Holtkamp 
Mixture. The Dulciane is a most beauti
ful stop and its color works well in the 
new organ. The Mixture was based on a 
Principal 4' chorus, so I recon£gured and 
rescaled it to work with the new Principal 
8' plenum, making new pipes to fill in the 
missing pitches. Its four ranks add more 
fullness than brilliance. The Quinte and 
Tierce are of Principal scale and blend 
well with the plenum, and provide color
ful solo combinations as well. 

The largest pipe in the fac;ade is low 
E of the Principal 8'. All of the manual 
pipes are on one chest level behind the 
fac;ade, in the upper case. The Octave 8' 
and treble of the Sub bass are in the lower 
case, along with the blower and bellows. 
The lowest pipes of the Subbass are on 
the floor against the wall for best projec
tion. The bellows is a single-rise wedge 
style. The suspended action runs straight 
up (via rollerboards) to pallet boxes at 
tlie front of the case, providing a simple, 
direct connection to the pallets. 

The casework was designed along clas
sic lines, without molding or decoration, 
to feel at home with the simple lines of 
the chapel interior. I used redwood for 
the side panels and pipe shades to pro
vide some· color contrast with the wnite 
oak. The center flat's descending doves 
were inspired by the dove motif in the 
stained-glass wall at the opposite end of 
the room. While seeking inspiration for 
the side tower shades, I was listening to a 
CD that contained Mendelssohn's lovely 
anthem "O for the wings of a dove," and 
I had my answer. The Celtic knot was an 
idea that Pastor Louise Westfall particu
larly liked. 

Robert Moncriefs recital on October 
5, 2008 beautifully demonstrated the 
colors of the organ as a solo instrument 
and as accompaniment to solo voice and 
congregational singing. The May 3 con
cert by the Shelly-Egler Duo further 
showed the versatility of the organ, alone 
and with flute. Imagine my delight when 
I sat down for the program, looked up 
at the _pipe shades, then opened the pro
gram Eooklet to see the title of the sec
ond selection: The Dove Descending, by 
Dean K. Roush. After the concert, while 
I was speaking to Frances Shelly, she 
mentioned how much she enjoyed play
ing with this organ, especially how easy it 
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was to play in tune with it. She then in
quired about the temperament. Having 
lieard the old myth about the need for 
equal temperament for use with instru
ments one too many times, I was reas
sured of my convictions on this matter, 
by one with direct experience! 

It has been a great honor to have de
signed and constructed this new pipe 
organ for Fairmount Church. It is my 
hope that it will glorify our Creator and 
enrich the congregation and the com
munity in whicli it stands. I am thankful 
to the many people of the church who 
have sup_ported me while the organ was 
being planned and constructed, with 
their funds, hospitality, thoughts, ideas 
and good wishes. Many thanks go to Bob 
Moncrief for encouraging and seeing this 
project through to completion. 

~Charles Ruggles 

From the minister of music 
What a delightful surprise it is when 

parishioners appear at the organ con
sole following morning worship to say 
that they would like to give a significant 
gift toward a new pipe organ! Such was 
the case when Dr. Richard and Mrs. 
Maurine Ruggles made such an offer 
to me following an 8:30 chapel service 
and challenged the congregation to join 
them in providing for a new instrument 
built by their organbuilder son, Charles 
Ruggles, of Conifer, Colorado. In his 
youth, Charles had played senior high 
chapel services there and never dreamed 
that he would build a new organ for that 
space. In the intervening )'ears, Charles 
liad become a highly regarded builder of 
fine mechanical-action organs. 

Plans got underway for an instru
ment that could support a congregation 
of as many as 150 for Sunday morning 
communion services, weddings, funer
als, and chamber concerts. In a mod
est-sized instrument, every stop must be 
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judiciously chosen and must contribute 
well to the ensemble. The specification 
has proven to be quite versatile, with the 
special usefulness of having the Quinte 
and Tierce on Manual I separated for in
dividual purposes, and the Trumpet on 
Manual II, rather than in the Manual I 
chorus, for easy access in trumpet tunes 
for weddings and also as a solo voice in 
the pedal against Manual I stops. The 
Octave 8' in the pedal provides a firm 
foundation sound on top of the Subbass 
16', while also functioning as another 
solo voice in the pedal. Tne absence of 
a celeste is barely noticed, as the gentle 
tremulant with the Dulciane and/or Ge
dackt is lovely. The Trumpet is incisive 
as a solo voice, but is also able to blend 
well in the full chorus. The 8-foot stops 
on Manual I are full-voiced individually, 
but become richer when used together. 

A new organ provided the im2etus for 
refurbishing Fairmount's chapel, which 
had been built in 1956, when there 
were 1,350 Sunday School members 
in a congregation of 3,000. The chapel, 
which foTiowed the classic, stately lines 
of the sanctuary but included dramatic 
contemporary elements like a tall, hid
den window washing the rear wall of the 
chancel, had been meant primarily for 
youth worship. By the 1980s, its uses had 
expanded to activities that were served 
better by flexible seating and softer 
lines. To the detriment of music-mak
ing, this brought with it plush carpeting 
in the chancel and lower pile ca~etin_g 
throughout the room, along witli pad~ 
ded seats and other sauna-absorbing 
details. The most striking aspects of the 
chapel-a wall of contemporary stained 
glass at the end opposite tlie chancel and 
terra cotta sculptures on the chancel wall 
by William McVey, head of scul2ture at 
the Cleveland Art Institute-still were 
in place and had an important impact on 
the placement and appearance of a new 
instrument. The cusliioning done during 
the '80s had greatly muffled the former 
organ in its two-level chamber installa
tion at the side of the chancel, so it was 
logical to bring an organ case out into the 
cnancel, carefully negotiating the scul_p
tures on the wall. The _plush carpet of the 
chancel gave way to a handsome new oak 
floor, and the side chancel walls and pan
els between windows in the seating area 
were all reinforced with extra layers of 
hard surface, as suggested by acoustician 
Dana Kirkegaard. 

The challenge of the architects, Wolf 
and Maison of Cleveland, was to blend 
the classic 1956 building with the 1988 
renovation and the proposed 2008 or
gan. Charles Ruggles' desi~ for the new 
organ showed dean lines, blending oak 
frames around redwood panels, with 
understated ornamentation, notably re
flecting the doves in the stained glass 
window-wall. Curved walls that pro
truded from the chancel were restored 
to their original lines, and rich colors of 
paint helpea to make the design of the 
chapel more cohesive, incorporating the 
elements of the original chapel and the 
1980s renovation. Bright lighting further 
enlivens the worship space and high
lights the warmth of the wood chancel 
floor and the organ case. 

The improved acoustic was evident as 
the congregation began singing hymns at 
the first service in the chapel. The acous-

tic is warm and live and allows the organ 
to sing and fill the room with sound A 
service of dedication led by Pastor Lou
ise Westfall and a recital of works for 
the liturgical year ("For All Seasons") by 
Fairmount's minister of music on Sun
day, October 5, 2008, introduced the 
new instrument to the community. The 
instrument was further celebrated on 
Sunday, May 3, when the Shelly-Egler 
Duo (Frances Shelly, flute, from Wichita 
State University, and Steven Egler, or
gan, from Central Michigan University) 
pla)'.ed a program of works by Telemann, 
Bach, Widor, Dan Locklair, Dean K. 
Roush, and Bernard Wayne Sanders. 
This concert was co-sponsored by the 
Cleveland Chapter of the AGO. 

The new Ruggles organ is a wonder
ful complement to the 100-rank Schantz 
organ installed in Fairmount's sanctuary 
in 1996. Its importance to the Cleveland 
musical community and especially to 
nearby Cleveland Institute of Music or
gan students was highlighted by a gener
ous grant from Cleveland's Kulas Foun
dation during the fund-raising campaign. 
The challenge of Dr. and Mrs. Ruggles 
and other notable donors in the congre
gation has resulted in a beautiful worship 
and chamber music space and an elegant 
new instrument in Cfeveland Heights. 

-Robert Moncrief 
Minister of Music 

Fairrrwunt Presbyterian Church 
Cleveland Heights, Ohio 

Charles M. Ruggles, Opus 30, 2008 

MANUALI 
8' Principal 
8' Rohr-Hate 
4' Octave 

2%' Quinte 
2' Octave 

l¾' Tierce 
Mixture 

MANUAL II 
8' Dulciane 
8' Gedackt 
4' Flute 
2' Blockflote 
8' Trumpet 

PEDAL 
16' Subbass 
8' Octave 

Tremulant 
Zimbelstern 
Three usual couplers 

Mechanical key and stop action 
Slider windchests; winding: manuals 75 mm, 

pedallO0mm 
Compass: manuals 56 notes, pedal 30 notes 
Cone-tuned; Thomas Young temperament 

(1800) 
Case: white oak, with redwood panels and 

pipe shades 
Keys: cherry, with ebony sharps 
Drawknobs: rosewood 
Installation and £nishing: Charles Ruggles, 

Dana Hull 
Installation assistants: Clay Orndorff, Grant 

Orndorff 

Ruggles Pipe Organs 
303/838-0065 
<Rugglesorgans@aol.com> 
<www.ruggfesorgans.com> 

Photo credit: Keith Berr Productions 

31 



New Organs 

Visser & Associates, 
Magnolia, Texas 
NamDaeMun Presbyterian Church, 
Seoul, Korea 

The new organ for NamDaeMun 
Presbyterian Church in Seoul was built 
by Visser and Associates in 2007 and 
2008 and was completed in September 
2008. The sanctuary of the church was 
completely renovated and redesigned to 
include a pipe organ. The acoustics are 
wonderful for both speech and music 
and were designed by Pieter Visser. 

The manual divisions are on slider 
windchests with electric pull-downs and 
are divided in a major tierce layout. All 
the manual divisions are on 85mm wind 
pressure. The Pedal division is on elec
tro-pneumatic unit windchests. All the 
stops are on 90mm wind pressure ex
cept for the 32' Contra Bombarde and 
the 32' Bourdon, which are on 100mm 
wind pressure, and the Solo division, 
which is on 120mm wind pressure. The 
placement of the windchests: Great left, 
Positif right, Swell center high. The 
Pedal is dlvided on the far right and far 
left in the case. 

The console is built to AGO standards, 
with the stops in a French-style terrace 
layout. The organ has a multi-level com
bination action of 325 levels times three. 
Two of the 325 selectable combination 
actions are lockable for the church's staff 
organists. The organ also has a MIDI re
cord and playback system. 

The organ was designed by Pieter and 
Michael Visser. Its installation was su
pervised by Michael Visser with Korean 
assistance. The tonal finishing was done 
by Pieter Visser and Michael Visser. 
Voicing was done in a romantic style with 
the reeds leaning somewhat toward the 
French romantic. 

Marsha K. Seale, wife of Pieter Visser, 
played the dedication services and dedi
cation recital on September 21, 2008. 
Marsha played works by Max Reger, 
Johann Sebastian Bach, Felix Mendels
sohn, Frank Speller, Dan Locklair, and 
Charles Tournemire. 
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-Pieter Visser 

MANUAL 1-Positif 
Praestant 75% tin en fa<;ade 
Gedeckt wood 
Spitz Gamba 20% tin 1-12 Ged 
Celeste (TC) 20% tin 
Principal 75% tin 
Spirefiute 20% tin 
Super Octave 20% tin 
Sesquialtera II 70% tin 
Mixture IV 70% tin 
Dulzian 50% tin 
Krummhom 50% tin 
Tremulant 
Zimbelstem 
Chimes 

MANUAL II-Great 
16' Praestant copper en fa<;;ade 
8' 70% tin en fas;ade Praestant 
8' Viola 70% tin 1-12 zinc 
8' Rohrfl.ute 20% tin l-12wood 
4' Octave 20% tin 
4' K~afllfl.ute 20% tin 
2' W: ute 20% tin 
8' CometV(TG) 20% tin mounted 
2' Mixture V 70% tin 

16' Trumpet 50% tin 1-24 zinc 
8' Trumpet 50% tin 1-12 zinc 
4' Clarion 50% tin 

Tremulant 

MANUAL Ill-Swell (Expressive) 
16' Bourdon wood 
8' Princit1 50% tin 1-12 zinc 
8' Gedec wood 
8' Salicional 70% tin 1-12 zinc 
8' Celeste (TC) 70% tin 
4' Octave 50%tin 
4' Blockflute 20% tin 

2%' Nazard 20% tin 
2' Flautina 20% tin 

l¾' Tierce 20% tin 
2' Mixture IV 70% tin 

16' Fagot 50% tin 
1-12 HL &zinc 

8' Oboe 50% tin 1-12 zinc 
4' Clarion 50%tin 

Tremulant 

MANUAL IV-Solo 
8' Festival Trumpet copper, horizontal 

32-56 harmonic 
16' Fanfare copper l-12HL 

Enchamade 

PEDAL 
32' Bourdon wood 
16' Principal copper 1-12 Gt 
16' Subbass (ext) wood 
8' Octave ( ext) 75% tin en fas;ade 
8' Gedeckt (ext) wood 
4' Choralbass ( ext) 20% tin 
4' Mixtur IV 20% tin 

32' Contra Bombardezinc 1-12 HL 
16' Bombarde (ext) 50% tin 
8' Trumpet (ext) 50% tin 
4' Schalrney (ext) 50% tin 

Tremulant 

Visser & Associates 
26650 Dobbin Hufsmith Road 
Magnolia, TX 77354 
713/503-2891, 713/503-6487 
Pvisserorg@email.msn.com 
www.visserassociates.com 

2009 Summer Carillon Concert Calendar 
by Brian Swager 

Albany, New York 
Albany City Hall 
Sundays and July 4 at 1 pm 

July 4, David Maker 
July 5, Gordon Slater 
July 12, Anne Kroeze 
July 19, Alexander Solovov, Elena Sa

dina, and Sergei Gratchev 
July 26, Tiffany Ng 

Alfred, New York 
Alfred University, Davis Memorial Carillon 
Tuesdays at 7 pm 

July 7, Todd Fair 
July 14, Dennis Curry 
July 21, Laura Ellis 
July 28, Jeremy Chesman 

Allendale, Michigan 
Grand Valley State University, Cook Caril
lon, Sundays at 8 pm 

July 5, Patrick Macoska 
July 12, Gijsbert Kok 
July 19, George Gregory 
July 26, "Snow Spectacular"-Grand 

Valley Carillon Collaborative 
August 2, Ray Mclellan 
August 9, Open Tower 
August 16, Julianne Vanden Wyngaard 

Ames, Iowa 
Iowa State University 

September 5, Adrian Gebruers 

Ann Arbor, Michigan 
University of Michigan, Burton Memorial 
Tower, Mondays at 7 pm 

July 20, Todd Fair 
July 27, Tim Sleep 
August 10, Karel Keldermans 
August 17, Dennis Curry 
August 24, Steven Ball 
August 31, Doug Gefvert 

Belmont, North Carolina 
First Presbyterian Church 
Sundays at 7 pm 

August 23, John Bordley 

Berea, Kentucky 
Berea College, Draper Building Tower 
Mondays at 7:30 pm 

July 6, Sara and Ana Elias 
August 3, John Courter 

Bloomfield Hills, Michigan 
Christ Church Cranbrook 
Sundays at 5 pm 

July 5, Kim Schafer 
July 12, Joseph Daniel 
July 19, Gijsbert Kok 
July 26, Tim Sleep 
August 2, Dennis Curry 
August 9, Karel Keldermans 
August 16, Dave Johnson 

Centralia, Illinois 
Centralia Carillon 
August Carillon Weekend 

August 29, Doug Gefvert, 2 pm; Marcel 
Siebers 2:45 pm 

August 30, Julianne Vanden Wyngaard, 
2 pm; Carlo van Ulft, 2:45 pm 

Chicago, Illinois 
University of Chicago, Rockefeller Chapel 
Sundays at 6 pm 

July 5, Ray Mclellan 
July 12, Jeff Davis 
July 19, Jeremy Chesman 
July 26, Dennis Curry 
August 2, Sara and Ana Elias 
August 9, Carol Anne Taylor 
August 16, Jim Brown 
August 23, Julianne Vanden Wyngaard 
August 30, Marcel Siebers 

Cohasset, Massachusetts 
St. Stephen's Episcopal Church 
Sundays at 6 pm 

July 5, Margaret Angelini 
July 12, Gordon Slater 
July 19, Helen Hawley 
July 26, Sergei Gratchev 
August 2, Steven Ball 
August 9, George Matthew, Jr. 
August 16, Sally Slade Warner 

Culver, Indiana 
Culver Academies, Memorial Chapel Caril
lon, Saturdays at 4 pm 

July 4, John Gouwens 
July 11, Tim Sleep 
July 18, 25, August 1, September 5, 

John Gouwens 

Detroit, Michigan 
Jefferson Avenue Presbyterian Church 

July 30, Joseph Daniel, 7:30 pm 
August 23, Ronald Kressman, noon 

East Lansing, Michigan 
Michigan State University, Beaumont Tow
er Carillon, Wednesdays at 6 pm 

July 1, Margo Halsted 
July 8, Sara and Ana Elias 
July 15, Gijsbert Kok 
July 22, Wylie Crawford 
July 29, Ray Mclellan 

Erie, Pennsylvania 
Penn State University, Smith Chapel 
Thursdays at 7 pm 

July 9, Todd Fair 
July 16, Dennis Curry 
July 23, Laura Ellis 
July 30, Jeremy Chesman 

Fort Washington, Pennsylvania 
St. Thomas Church, Whitemarsh 
Tuesdays at 7 pm 

July 7, Adolph Rots and Auke de Boer 
July 14, Lisa Lonie 
July 21, Janna den Engelsman 
July 28, Carol Anne Taylor 

Frederick, Maryland 
Joseph Dill Baker Memorial Carillon 
Sundays at 6 pm 

July 12, Sara and Ana Elias 
July 19, Doug Gefvert 
August 2, Thomas Lee 
August 9, Dave Johnson 
August 23, Karel Keldermans 

Gainesville, Florida 
University of Florida, Century Tower 
Sundays at 3 pm 

July 19, Carol McCoy 
August 16, Laura Ellis 

Glencoe, Illinois 
Chicago Botanic Garden 
Mondays at 7 pm 

July 6, Ray Mclellan 
July 13, Jeff Davis 
July 20, Jeremy Chesman 
July 27, Dennis Curry 
August 3, Sara and Ana Elias 
August 10, Carol Anne Taylor 
August 17, Jim Brown 
August 24, Julianne Vanden Wyngaard 
August 31, Marcel Siebers 
September 7, Sue Bergren 

Grand Rapids, Michigan 
Grand Valley State University 
Wednesdays at noon 

July 1, Margo Halsted 
July 8, Gijsbert Kok 
July 15, George Gregory 
July 22, Julianne Vanden Wyngaard 
July 29, Ray Mclellan 

Grosse Pointe Farms, Michigan 
Grosse Pointe Memorial Church 
Tuesdays at 7:15 pm 

July 7, Phyllis Webb and Grosse Pointe 
volunteers 

July 14, Joseph Daniel 

Hartford, Connecticut 
Trinity College Chapel 
Wednesdays at 7 pm 

July 1, David Maker and Nicole Bernier 
July 8, Gordon Slater 
July 15, Sara and Ana Elias 
July 22, Helen Hawley 
July 29, Elena Sadina & Sergei Gratchev 
August 5, Steven Ball 
August 12, George Matthew, Jr. 

Kennett Square, Pennsylvania 
Longwood Gardens 
Sundays at 3 pm 

July 12, Adolph Rots and Auke de Boer 
July 19, Janna den Engelsman 
August 16, David Maker 
August 30, Karel Keldermans 

Luray, Virginia 
Luray Singing Tower 
Tuesdays, Thursdays, Saturdays and 
Sundays in July and August at 8 pm, David 
Breneman, carillonneur 

July 9, Adolph Rots and Auke de Boer 
July 11, Gerald Martindale 

Mariemont, Ohio 
Mary M. Emery Memorial Carillon 
Sundays at 7 pm 

July 12, July 26, August 9, August 30, 
September 7, Richard M. Watson 

July 4 (2 pm), July 19, August 2, August 
23, September 6, Richard D. Gegner 

July 5, Sara and Ana Elias 
August 16, Richard D. Gegner and Rich

ard M. Watson 

Middlebury, Vermont 
Middlebury College 
Fridays at 7 pm 

July 3, George Matthew, Jr. 
July 1 o, Sergei Gratchev 
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July 17, Gordon Slater 
July 24, Elena Sadina 
July 31, Julia Littleton 
August 7, Alexander Solovov 
August 14, George Matthew, Jr., 4 pm 

Minneapolis, Minnesota 
Central Lutheran Church 
Sundays at 11 :1 0 am 

July 12, Carlo van Ulft 
July 19, Linda Dzuris 
July 26, Sara and Ana Elias 
August 2, Julianne Vanden Wyngaard 

• Naperville, Illinois 
Naperville Millennium Carillon 
Tuesdays at 7 pm 

July 7, Ray Mclellan 
July 14, Jeff Davis 
July 21, Jeremy Chesman 
July 28, Dennis Curry 
August 4, Sara and Ana Elias 
August 11 Carol Anne Taylor 
August 18, Jim Brown 
August 25, Julianne Vanden Wyngaard 

New Haven, Connecticut 
Yale University, Yale Memorial Carillon 
Fridays at 7 pm 

July 3, Jonathan Lehrer 
July 10, Gordon Slater 
July 24, Helen Hawley 

Northfield, Vermont 
Norwich University 
Saturdays at 1 pm 

July 4, George Matthew, Jr. 
July 11, Elena Sadina & Sergei Gratchev 
July 18, Gordon Slater 
July 25, Alexander Solovov 
August 1, Julia Littleton 

Norwood,Massachusetts 
Norwood Memorial Municipal Building 
Mondays at 7 pm 

July 6, Margaret Angelini 
July 13, Gordon Slater 
July 20, Helen Hawley 
July 27, Sergei Gratchev 
August 3, Steven Ball 
August 10, George Matthew, Jr. 
August 17, Daniel Kerry Kehoe 

Ottawa, Ontario 
Peace Tower Carillon 

July and August, weekdays, 11 am, An-
drea Mccrady 

July 7, Roy Lee 
July 14, Rosemary Laing 
July 21, Gordon Slater 
July 28, Student recital 

Owings Mills, Maryland 
McDonogh School 
Fridays at 7 pm 

July 3, Sara and Ana Elias 
July 10, Adolph Rots and Auke de Boer 
July 17, Buck Lyon-Vaiden 
July 24, Lisa Lonie 
July 31, Richard M. Watson 

Princeton, New Jersey 
Princeton University, Grover Cleveland 
Tower, Sundays at 1 pm 

July 5, Adolph Rots and Auke de Boer 
July 12, Janno den Engelsman 
July 19, Margaret Pan 
July 26, Carol Anne Taylor 
August 2, Doug Gefvert 
August 9, Edward Nassor 
August 16, Scott Brink Parry 
August 23, Jonathan Lehrer 
August 30, Lisa Lonie 
September 6, Thomas Lee 

Rochester, Minnesota 
Mayo Clinic 

July 13, Carlo van Ulft, 7 pm 
August 16, Randel Wolfe, 4 pm 

Rochester, New York 
University of Rochester, Hapeman Memo
rial Carillon, Mondays at 7 pm 

July 6, Todd Fair 
July 13, Dennis Curry 
July 20, Laura Ellis 
July 27, Jeremy Chesman 

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

July 4, Dave Johnson 
July 12, Carlo van Ulft 
July 19, Linda Dzuris 
July 26, Sara and Ana Elias 
August 2, Julianne Vanden Wyngaard 

Sewanee,Tennessee 
The University of the South 
Sundays at 4:45 pm 

July 5, J. Samuel Hammond 
July 12, Peggy McClure 
July 19, Sara and Ana Elias 
July 26, Anton Fleissner 

Simsbury, Connecticut 
Simsbury United Methodist Church 
Sundays at 7 pm 

July 5, David Maker 

JULY, 2009 

July 12, Mariah Klaneski 
July 19, George Matthew, Jr. 
July 26, Margaret Angelini 

Springfield, Massachusetts 
Trinity United Methodist Church 
Thursdays at 7 pm 

July 2, Anne Kroeze 
July 9, Daniel Kerry Kehoe 
July 16, Gordon Slater 
July 23, Helen Hawley 
July 30, David Maker 

West Hartford, Connecticut 
First Church of Christ Congregational 
Thursdays at 7 pm 

July 2, Daniel Kerry Kehoe 
July 9, Gordon Slater 
July 16, Sara and Ana Elias 
July 23, Ellen Dickinson 
July 30, First Church Carillonneurs 

Williamsville, New York 
Calvary Episcopal Church 
Wednesdays at 7 pm 

July 1, Stephen F. Schreiber 
July 15, Dennis Curry 
July 22, Laura Ellis 
July 29, Jeremy Chesman 

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

July 1, Sara and Ana Elias 
July 8, Adolph Rots and Auke de Boer 
July 15, Doug Gefvert 
July 22, Janna den Engelsman 
July 29, Carol Anne Taylor 
August 5, John Widmann 
August 12, Edward Nassar 
August 19, Doug Gefvert; Irish Thunder 

Pipes and Drums 
August 26, Karel Keldermans 

Victoria, British Columbia 
Netherlands Centennial Carillon 
Sundays at 3 pm, April-December 
Saturdays at 3 pm, July-August 

Rosemary Laing, carillonneur 

Calendar 

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

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

UNITED STATES 
East of the Mississippi 

15JULY 
Richard Webster, with Beacon Brass Quin

tet; Methuen Memorial Music Hall, Methuen, MA 
8pm 

Brink Bush; Ocean Grove Camp Meeting As
sociation, Ocean Grove, NJ 7:30 pm 

Alan Morrison; Verizon Hall, Kimmel Center, 
Philadelphia, PA 7 pm 

Virginia Vance; Old Salem Visitor Center, 
Winston-Salem, NC 12 pm 

Jeff Verkuilen; St John Catholic Church, 
Little Chute, WI 12:15 pm 

Joyce Robinson, with violin; Sinsinawa 
Mound, Sinsinawa, WI 7 pm 

16 JULY 
Alan Morrison; Verizon Hall, Kimmel Center, 

Philadelphia, PA 7 pm 

17 JULY 
Ray Cornils; Community Church, Essex, NY 

7:30 pm 

18 JULY 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
John Gouwens, carillon; Culver Academies, 

Culver, IN 4 pm 

19 JULY 
Mary Preston; Loyola University, Chicago, IL 

3pm 
Anthony & Beard (Ryan Anthony, trumpet 

and Gary Beard, organ); Shepherd of the Bay 
Lutheran, Ellison Bay, WI 7 pm 

21 JULY 
Harold Stover; First Parish Church, Bruns

wick, ME 12:10 pm 
Felix Hell, John Weaver celebratory concert; 

Merrill Auditorium, Portland City Hall, Portland, 
ME 7:30 pm 

Bert Adams, FAGO 
Park Ridge Presbyterian Church 

Park Ridge, IL 
Pickle Piano & Church Organs 

Bloomingdale, IL 

WILLIAM AYLESWORTH 
D.M. 

EVANSTON, ILLINOIS 

PATRICK ALLEN 
GRACE CHURCH 

NEW YORK 

Christoph~r Bah.,ook 
St. Andrew's by the Sea, 

Hyannis Port 
St. David's, South Yarmouth 

Peter J. l:>asch 261 7th 6t. Llobok:en. N.J 07030 
Cordibus@aoLcom 201-653-5176 

Direcl:or of Music 8 Organist Lloly Redeemer Parish 

6502.Jackson 61: \Vest New York. NJ 0709=> 

A Professional Card in 
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For rates and digital specifications, 

contact Jerome Butera 
847/391-1045 

jhutera@sgcmail.com 

Dean W. Billmeyer 
University of Minnesota 

Minneapolis 55455 • dwb@umn.edu 

DAVID CHALMERS 
CONCERT ORGANIST 

GLORIAE DEI CANTORES 

ORLEANS, MA 

STEVEN EGLER 
Central Michigan University 
First Presbyterian Church 

Mt. Pleasant, Michigan 48858 
SOLO Shelly-Egler 

RECITALS Flute and Organ Duo 

Organist I Pianist 

Michael Gailit 
www.gailit.at 

office@gailit.at 
Konservatorium Wien University 

University of Music, Vienna 

john ffi. <Bcarhart III 
B.A.,M.Mus. 

St. John the Divine (Episcopal) 
2450 River Oaks Blvd. 

Houston, TX 77019 

JAMES HAMMANN 
DMA-AAGO 

University of New Orleans 

Chapel of the Holy Comforter 

LORRAINE BRUGH, Ph.D. 

/,ss~ciate l>rof©ssor 
University' Organist 

Yal~araiso l)niversity 
\(alparaisg, IN 

. ~:va!IJ9.edu 

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

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

Phone 718/528·9443 

i 
J.W.Steere 
1825·1900 

E-mail k_bigger@yahoo.com 

THOMAS BROWN 
UNIVERSITY 

PRESBYTERIAN CHURCH 
CHAPEL lilLL, NORTH CAROLINA 

TbomasBrownMusic.com 

DELBERT DISSELHORST 

Professor Emeritus 
University of Iowa-Iowa City 

JOHN FENSTERMAKER 

TRINITY-BY-THE-COVE 

NAPLES, FLORIDA 

CHRISTOPHER 

GARVEN 
Organist & Music Director 

Church of the Good Samaritan 
Paoli, Pennsylvania 

ROBERT GLASGOW 
In Memoriam 

May 30, 1925-Sept. 10, 2008 

WILL HEADLEE 
1650 James Street 

Syracuse, NY 13203-2816 
(315) 471-8451 
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ANDREW HENDERSON, OMA 
Madison Avenue Presbyterian Church 

New York, NY 

www.andrewhenderson.net 

MICHELE JOHNS 
A.Mus.D 

Organ - Harpsichord 

The University of Michigan 

School of Music 

KIM R. KASLING 
D.M.A. 

St. John's Univeristy 

Collegeville, MN 56321 

Harry H. Huber 
D.Mus. 

Kansas Wesleyan University, Emeritus 
University Methodist Church 

SALINA, KANSAS 

Brian Jo1ies 
Director of Music Emeritus 

TRINITY CHURCH 

BOSTON 

JAMES KIBBIE 
The Universily of Michigan 

Ann Arbor, Ml 48109-2085 
734-764-1591 FAX: 734-763-5097 

email: jkibbie@umich.edu 

<:labrlef fKno/ 
DAVID K. LAMB, D.Mus. 

ORGAN CONSULTANT 
www.gabriellmey.com 

RICHARD LITTERST 

First Church of Christ, Scientist 
Rockford, Illinois 

BETTY LOUISE LUMBY 
DSM• FAGO 

UNIVERSITY OF MONTEVALLO 
MONTEVALLO, AL 35115 

Director of Music/Organist 
First United Methodist Church 

Columbus, Indiana 
812/372-2851 

David Lowry 
THE EPISCOPAL CHURCH OF THE GOOD SHEPHERD 

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

ROCK HILL, SC 29733 

Christopher Marks 

University of Nebraska-Lincoln 
csmarks.organ@gmail.com 

(315) 278-1410 

JAMES R. METZLER 
p ARK CONGREGATIONAL CHURCH 

GRAND RAPIDS, MICHIGAN 

j~ due 2J{Jf:i:~l!))a//ace 

~~ FELLOW, AMERICAN GUILD OF ORGANISTS 

345 SADDLE LAKE DRIVE 

ROSWEU.-ATLANTA, GEORGIA 30076 

(770) 594-0949 

MARILYN MASON 
CHAIRMAN, DEPARTMENT OF ORGAN 

UNIVERSITY OF MICHIGAN 
ANN ARBOR 

" ... Ginastera's ... was by all odds the most exciting ... and Marilyn Mason played it 
with awesome technique and a thrilling command of its daring writing." 

The American Organist, 1980 

A two-inch 
Professional Card 

in THE DIAPASON 

LARRY PALMER 

For information on rates and 
specifications, contact: 

Professor of 

Harpsichord and Organ 

Meadows School of the Arts 

Jerome Butera 
jbutera@sgcmail.com 

847/391-1045 

SOUTHERN METHODIST UNIVERSITY 

Dallas, Texas 75275 

Musical Heritage Society recordings 

Arthur LaMirande 
LaMirande must be complimented upon investi

gating music that few of his fellow organists have 
had the foresight to examine and to bring before the 
public.-American Record Guide 

L'organiste traversa son programme entier avec 
une authorite, une solidite technique dune frafcheur 
de registration qui, loin de faiblir en fin d'exercice, 
accompagnerent les deux rappels d'aitleurs accorde 
sans la rnoindre hesitation.-La Presse, Montreal 

461 Fort Washington Avenue, Suite 33 
New York, NY 10033 

212/928-1050 alamirande2001@yahoo.com 
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Ellen Pond; King's Chapel, Boston, MA 
12:15pm 

Claudia Dumschat; Christ Episcopal, Roa
noke, VA 7:30 pm 

Robert Schilling; North United Methodist, In
dianapolis, IN 7:30 pm 

22JULY 
David Pickering; Methuen Memorial Music 

Hall, Methuen, MA 8 pm 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 7:30 pm 
Lou Carol Fix; Old Salem Visitor Center, Win

ston-Salem, NC 12 pm 
Blake Doss; First United Methodist, Appleton, 

WI 12:15 pm 
Mark McClellan; Sinsinawa Mound, Sinsina

wa, Wl?pm 

23JULY 
Gordon Turk, with harp & violin; Ocean Grove 

Camp Meeting Association, Ocean Grove, NJ 
7:30 pm 

Choral concert; Christ Church Grosse Pointe, 
Grosse Pointe Farms, Ml 8 pm 

25 JULY 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
John Gouwens, carillon; Culver Academies, 

Culver, IN 4 pm 

26JULY 
Ronald Wise; Boone United Methodist, 

Boone, NC 4 pm 
H. Ricardo Ramirez; Shrine of Our Lady of 

Guadalupe, La Crosse, WI 3 pm 

28JULY 
Ann Hartzler; First Parish Church, Brunswick, 

ME 12:10pm 
Thomas Baugh; Christ Episcopal, Roanoke, 

VA 7:30pm 
Paul Weber; St. Mary's Catholic Church, Me

nasha, WI 12:45 pm 

29JULY 
Robert Meylougan; Methuen Memorial Music 

Hall, Methuen, MA 8 pm 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 7:30 pm 
Mary Lou Peeples; Old Salem Visitor Center, 

Winston-Salem, NC 12 pm 
Jonathan Dimmack; Peachtree Road United 

Methodist, Atlanta, GA 7:30 pm 
Mark Paisar; First Presbyterian, Neenah, WI 

12:15 pm 
Sister Mary Arnold Staudt, OSF; Sinsinawa 

Mound, Sinsinawa, WI 7 pm 

30JULY 
Gordon Turk, with orchestra, Saint-Saens Or

gan Symphony; Ocean Grove Auditorium, Ocean 
Grove, NJ 7:30 pm 

Ann Elise Smoot; Verizon Hall, Kimmel Cen
ter, Philadelphia, PA 7 pm 

Bradley Hunter Welch; First Presbyterian, 
Virginia Beach, VA 7:30 pm 

1 AUGUST 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
John Gouwens, carillon; Culver Academies, 

Culver, IN 4 pm 

4AUGUST 
Edward Moore; First Parish Church, Bruns

wick, ME 12:10 pm 
Thomas Heywood; Merrill Auditorium, Port

land City Hall, Portland, ME 7:30 pm 
Kola Owolabi; King's Chapel, Boston, MA 

12:15pm 
Carol Williams; Riverside Church, New York, 

NY?pm 
Mary Kay Easty; First Congregational Church 

UCC, Appleton, WI 12:15 pm 

5AUGUST 
Anthony Williams; Methuen Memorial Music 

Hall, Methuen, MA 8 pm 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 7:30 pm 
Br. Benjamin Basile, CPPS; First Congrega

tional, Michigan City, IN 12:15 pm 
Don Verkuilen; First English Lutheran, Apple

ton, WI 12:15 pm 
Charles Barland; Sinsinawa Mound, Sinsina

wa, Wl?pm 

8AUGUST 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
Karen Beaumont; All Saints Cathedral, Mil

waukee, WI 2 pm 

9AUGUST 
Bruce Bengtson; Shrine of Our Lady of Gua

dalupe, La Crosse, WI 3 pm 

11 AUGUST 
Katelyn Emerson; First Parish Church, Bruns

wick, ME 12:10 pm 
Ahreum Han & Joshua Stafford; Merrill Audi

torium, Portland City Hall, Portland, ME 7:30 pm 

12AUGUST 
Alison Luedecke; Methuen Memorial Music 

Hall, Methuen, MA 8 pm 

Chelsea Chen; Ocean Grove Auditorium, 
Ocean Grove, NJ 7:30 pm 

David Bohn; Congregational UCC, Neenah, 
WI 12:15 pm 

Kirstin Synnestvedt; Sinsinawa Mound, Sin
sinawa, WI 7 pm 

14AUGUST 
Isabelle Demers; Trinity Wall Street, New 

York, NY 1 pm 
•Richard Elliott; Winthrop University, Rock 

Hill, SC 7:30 pm 

15AUGUST 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
•David Lowry; Winthrop University, Rock Hill, 

SC2pm 

16AUGUST 
•Robert Ridgell; Winthrop University, Rock 

Hill, SC 7:30 pm 
Daniel Sullivan; Shepherd of the Bay Luther

an, Ellison Bay, WI 7 pm 
Stephen Tharp; Madonna della Strada Cha

pel, Loyola University, Chicago, IL 3 pm 

18AUGUST 
Clarissa Brown; First Parish Church, Bruns

wick, ME 12:10 pm 
Ray Cornils, with the Kotzschmar Fesitval 

Brass; Merrill Auditorium, Portland City Hall, 
Portland, ME 7:30 pm 

Max Kenworthy & Nicholas Grigsby; King's 
Chapel, Boston, MA 12:15 pm 

19AUGUST 
Bryan Mock; Methuen Memorial Music Hall, 

Methuen, MA 8 pm 
Jon Riehle; First Congregational Church 

UCC, Appleton, WI 12:15 pm 
Bruce Bengtson; Sinsinawa Mound, Sinsin

awa, WI 7pm 

21 AUGUST 
Ray Cornils; St. Saviour's Episcopal, Bar Har

bor, ME 12:15 pm 

22AUGUST 
Scott Dettra; Ocean Grove Auditorium, Ocean 

Grove, NJ 7:30 pm 

23AUGUST 
Randolph Lyden; Shrine of Our Lady of Gua

dalupe, La Crosse, WI 3 pm 

25AUGUST 
Barbara Dennerlein; Merrill Auditorium, Port

land City Hall, Portland, ME 7:30 pm 

26AUGUST 
Raul Prieto Ramfrez; Methuen Memorial Mu

sic Hall, Methuen, MA 8 pm 
Scott Dettra; Ocean Grove Auditorium, Ocean 

Grove, NJ 7:30 pm 
Marillyn & Ralph Freeman; St. Paul Luther

an, Neenah, WI 12:15 pm 
Stephen Steely; Sinsinawa Mound, Sinsina

wa, WI 7pm 

27 AUGUST 
Joan Lippincott; St. Paul Cathedral, Pitts

burgh, PA 7:30 pm 

29AUGUST 
Gordon Turk; Ocean Grove Auditorium, 

Ocean Grove, NJ 12 noon 
•Choral works of Jim Stanton; St. Joseph 

Catholic Church, Corydon, IN 10 am 

30AUGUST 
Bradley Hunter Welch; Boone United Meth

odist, Boone, NC 4 pm 

UNITED STATES 
West of the Mississippi 

15JULY 
Lawrence Archbold; Carleton College, North

field, MN 12:15 pm 

19 JULY 
Louis Perazza; St. Mary's Cathedral, San 

Francisco, CA 3:30 pm 
Samuel Soria; Westwood United Methodist, 

Los Angeles, CA 3 pm 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 2 pm 

20 JULY 
Kevin Bowyer; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 7:30 pm 

21 JULY 
•Mark DeGarmeaux; Bethlehem Lutheran, 

Mankato, MN 12 noon 

22JULY 
Richard Collman; Carleton College, North

field, MN 12:15 pm 

23JULY 
Christopher King; First Congregational, Los 

Angeles, CA 12:10 pm 
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26JULY 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 2 pm 

27 JULY 
Tom Trenney; Spreckels Organ Pavilion, Bal

boa Park, San Diego, CA 7:30 pm 

28JULY 
•Charles Luedtke; Bethlehem Lutheran, 

Mankato, MN 12 noon 

29JULY 
Jack Mohlenhoff; St. John's Lutheran, North

field, MN 12:15 pm 

30 JULY 
Christopher Stroh, work by Cage; Basilica of 

St. Mary, Minneapolis, MN 7 pm 
Christopher King; First Congregational, Los 

Angeles, CA 12:10 pm 

2AUGUST 
Stephen Lind; St. Mary's Cathedral, San 

Francisco, CA 3:30 pm 
Christoph Bull; Westwood United Methodist, 

Los Angeles, CA 3 pm 

3AUGUST 
John Weaver; Spreckels Organ Pavilion, Bal

boa Park, San Diego, CA 7:30 pm 

4AUGUST 
•Jane Trondson; Bethlehem Lutheran, 

Mankato, MN 12 noon 

5AUGUST 
Marilyn Schempp; Northfield United Method

ist, Northfield, MN 12:15 pm 

9AUGUST 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 2 pm 

10AUGUST 
Ray Cornils; Spreckels Organ Pavilion, Bal

boa Park, San Diego, CA 7:30 pm 

11 AUGUST 
•Sandra Krumholz; Bethlehem Lutheran, 

Mankato, MN 12 noon 

12AUGUST 
Sue Walby; First Congregational, Northfield, 

MN 12:15 pm 

13 AUGUST 
Bob Henstein; Northfield United Methodist, 

Northfield, MN 12:15 pm 

14AUGUST 
Lori Ramig & Sarah Sorenson; Trinity Lu

theran, Northfield, MN 12:15 pm 

16 AUGUST 
Emma Lou Diemer; St. Mary's Cathedral, San 

Francisco, CA 3:30 pm 
Peter Fennema; Westwood United Methodist, 

Los Angeles, CA 3 pm 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 2 pm 

17 AUGUST 
Catherine Ennis; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 7:30 pm 

0 

18AUGUST 
•Christine Schulz; Bethlehem Lutheran, 

Mankato, MN 12 noon 

23AUGUST 
Lenore Alford; St. Mary's Cathedral, San 

Francisco, CA 3:30 pm 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 2 pm 

24AUGUST 
Dennis James; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 7:30 pm 

27 AUGUST 
Christopher Stroh, work by Cage; Basilica of 

St. Mary, Minneapolis, MN 7 pm 

28AUGUST 
Barbara Dennerlein; St. Andrew's Lutheran, 

Mahtomedi, MN 7:30 pm 

30AUGUST 
Paul Jacobs; St. John's United Methodist, Al

buquerque, NM 2 pm 
Christoph Tietze, Mendelssohn, Sonatas 2 

& 4; St. Mary's Cathedral, San Francisco, CA 
3:30 pm 

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

31 AUGUST 
Carol Williams; Spreckels Organ Pavilion, 

Balboa Park, San Diego, CA 7 pm 

INTERNATIONAL 

15 JULY 
Carol Williams; Markus Kirke, Copenhagen, 

DenmarkB pm 

16 JULY 
Stephen Tharp; Evangelische Stadtkirche, 

Karlsruhe, Germany 9 pm 
Cameron Carpenter; Notre-Dame des 

Neiges, Alps d'Huez, France 8:45 pm 

17 JULY 
Michael Gailit; Cathedral, Magdeburg, Ger

many 7:30 pm 
Suzanne Z'graggen; Cathedrale, Lausanne, 

Switzerland 8 pm 
Mario Duella, with flute; Santuario della Ma

donna delle Grazie, Portula/Novareia, Italy 5 pm 

18 JULY 
Flavio Desandre, with tenor; Musse suisse de 

l'orgue, Roche, Switzerland 5 pm 

19 JULY 
Craig Cramer; Frederiksborg Slotskirke, Hill

erod, Denmark 4 pm 
lain Quinn; Magdeburg Dom, Magdeburg, 

Germany4pm 
Stephen Tharp; Stiftskirche, Cappenberg, 

Germany5 pm 
Frederick Mooney; Marienkirche, Salzwedel, 

Germany5 pm 
Carolyn Shuster Fournier; Saint-Pierre-le

Jeune Church, Strasbourg, France 
Simon Johnson; St. Paul's Cathedral, Lon

don, UK 4:45 pm 
Hartwig Barte-Hanssen; Westminster Cathe

dral, London, UK 4:45 pm 
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A radio program for the king of instruments 

#0927 - What's New? .. . an international 
sampler and selective review of some of 
the latest organ music CD releases. 

#0928 -Twin Cities Tunes ... performances featuring 
soloists, instruments and composers recorded in and 
around Minneapolis and Saint Paul, Minnesota. 

#0929 - Lucky Seven ... back in the depths of history, 
the number '7' was deemed lucky, or at least 
significant, and our music proves the point. 

#0930 - Bach and Beyond ... works by J.S.B., variants 
on Bach themes, and music inspired by his example. 

From American Public Media, Pipedreams® is public radio's weekly 
program dedicated to the artistry of the pipe organ. Host Michael Sarene's 
celebration of the "king of instruments" is heard on stations nationwide. 
Visit www.pipedreams.org to locate a broadcast station in your area. 

AP0BA is a proud 
supporter of 
Pipedreams® 

www.apoba.com 

SPREAD THE WORD. PROMOTE THE SHOW. SUPPORT PUBLIC RADIO 

JULY, 2009 
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Livonia, Michigan 
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KARL WATSON 
SAINT LUKE'S 

METIJCHEN 

Davis Wortman 
ST. JAMES' CHURCH 
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DOUGLAS O'NEILL 
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Salt Lake City, Utah 
doneill@madeleinechoirschool.org 

801/323-9850 

-STEPHEN G. SCHAEFFER 
Recitals - Consultations 

Cathedral Church of the Advent 
Birmingham, Alabama 

www.AdventBirmingham.org 

Stephen Tappe 
Organist and Director of Music 

Saint John's Cathedral 
Denver, Colorado 

www.sjcathedral.org 

Marcia Van Oyen 
First United Methodist Church 

Plymouth, Michigan 

mvanoyen.com 

KEVIN WALTERS 
M.A., F.A.G.O. 
Rye, New York 

Cherie Wescott 
Concerts • Masterclasses • Coachirg 

405/942-3958 
e-mail: mimiscott1517@yahoo.com 

RONALD WYATT 
Trinity Church 

Galveston 

CHARLES DODSLEY WALKER, FAGO 
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SAINT LUKE'S PARISH 
1 864 POST ROAD 
DARIEN, CT 06820 
(917) 628-7650 
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3355 Queen Mary Road, Apt 424 
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DAVID SPICER 
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Renee Louprette; Westminster Abbey, Lon
don, UK 5:45 pm 

Andreas Sieling; Hallgrimskirkja, Reykjavik, 
Iceland 7:30 pm 

21 JULY 
Martin Setchell; Leicester Cathedral, UK 8 pm 
Robert Quinney; Westminster Abbey, Lon

don, UK? pm 
Gabrielle Tessier; St. James United Church, 

Montreal, QC, Canada 12:30 pm 
David Higgs; Jack Singer Concert Hall, Cal

gary, AB, Canada 2:10 pm 

22JULY 
Craig Cramer; St. Mariakirke, Helsingborg, 

Sweden 8 pm 
Michael Gailit; St. Markus Church, Copenha

gen, Denmark 8 pm 

23 JULY 
Craig Cramer; Roskilde Cathedral, Roskilde, 

Denmark8 pm 
Philip Crozier; Oude Jeroenskerk, Noordwijk, 

Holland 8:15 pm 

24JULY 
Frederick Mooney; Martkirche, Halle, Ger

many 8 pm 
Alberto Guerzoni, with soprano; Chiesa di S. 

Eurasia, Pralungo, Italy 9 pm 

25 JULY 
Ernst & Marianne Kubitschek, organ & vio

lin; Musse suisse de !'argue, Roche, Switzerland 
5 pm 

Erwin Messmer; Basilica Antica, Oropa, Italy 
9 pm 

26 JULY 
Craig Cramer; Orgryte Kyrka, Gothenburg, 

Sweden 4 pm 
Philip Crozier, with narrator; Saksk0bing 

Kirke, Denmark 8 pm 
Frederick Mooney; Pfarrkirche, Nieder-Moos, 

Germany5 pm 
Stephen Tharp; Ev. Stadtkirche, Karlsruhe, 

Germany9 pm 
Alessandra Mazzanti; Cappella di S. Marta e 

Chiesa di S. Giacomo, Campertogno, Italy 9 pm 
Hartwig Barte-Hanssen; St. Paul's Cathedral, 

London, UK 4:45 pm 
lain Quinn; Westminster Cathedral, London, 

UK4:45 pm 
Ben Giddens; Westminster Abbey, London, 

UK5:45 pm 

-
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Eagleville, 1N 37060 
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Douglas Cleveland; Hallgrimskirkja, Reykja
vik, Iceland 7:30 pm 

28JULY 
Gillian Weir; Cologne Cathedral, Cologne, 

Germany 8 pm 
•Maxine Thevenot; Oxford Town Hall, St. Al

dates, Oxford, UK 1 pm 
lain Quinn; St. John's College, Cambridge, 

UK 1:10 pm 
James O'Donnell; Westminster Abbey, Lon

don, UK? pm 
Dany Wiseman; St. James United Church, 

Montreal, QC, Canada 12:30 pm 

29JULY 
Martin Setchell; Konstantin Basilica, Trier, 

Germany 8:30 pm 
Maxine Thevenot; Parish Church of St. Mi

chael and All Angels with St. James, Croydon, 
UK1:10pm 

30JULY 
Philip Crozier; Ghent Cathedral, Ghent, Bel

gium 8 pm 
Elmar Jahn; Chiesa di Santa Maria Vergine 

Assunta, Viverone, Italy 9 pm 
Cameron Carpenter; Knox Presbyterian, 

Stratford, ON, Canada 11 :15 am 

31 JULY 
Carolyn Shuster Fournier; Skagen Church, 

Skagen, Denmark 12 noon 
Martin Setchell; St. Leonhard Kirche, Basel, 

Switzerland 6:15 pm 
Elisa Teglia; Chiesa di S. Lorenzo, Sostegno, 

ltaly9 pm 
Cameron Carpenter; Knox Presbyterian, 

Stratford, ON, Canada 11:15 am 

1 AUGUST 
Carolyn Shuster Fournier; Vejle Church, 

Vejle, Denmark 10:30 am 
Philip Crozier; Hassell Cathedral, Hasselt, 

Belgium 3 pm 
Claude Pahud; Musse suisse de !'argue, 

Roche, Switzerland 5 pm 
Felix Friedrich; Chiesa di S. Giovanni Bat

tista, Alagna, Italy 9 pm 
Cameron Carpenter; Knox Presbyterian, 

Stratford, ON, Canada 11 :15 am 

2AUGUST 
Frederick Mooney; Schlosskirche, Bad Hom

burg, Germany 5 pm 

NOACJZ 
THE NOACK ORGAN CO., INC. 

MAIN AND SCHOOL STREETS 
GEORGETOWN, MA 01833 

www.noackorgan.com 

Member: Associated Pipe Organ Builders of America 
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Duluth, Georgia 30096 www.parkeyorgons.com 
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Andrzej Chorosinski; Chiesa della Beata 
Vergine Assunta, Scopello, Italy 9 pm 

Alistair Reid; St. Paul's Cathedral, London, 
UK4:45 pm 

Maxine Thevenot; Westminster Abbey, Lon
don, UK 5:45 pm 

3AUGUST 
Carolyn Shuster Fournier; Jesuskirken Val

by, Copenhagen, Denmark 8 pm 
Andrzej Chorosinski; Chiesa di S. Bartolo

meo, Scopa, Italy 9 pm 

4AUGUST 
Philip Crozier; Cologne Cathedral, Cologne, 

Germany8 pm 
Simone Gheller; Chiesa di S. Maria delle Gra

zie, Varallo, Italy 9 pm 
James McVinnie; Westminster Abbey, Lon

don, UK? pm 

5AUGUST 
Gillian Weir; Holmens Kirke, Copenhagen, 

Denmark 12 noon 
Michael Harris; Chiesa di S. Stefano, Piede, 

ltaly9 pm 

6AUGUST 
Giovanna Franzoni; Chiesa di S. Margherita, 

Balmuccia, Italy 9 pm 
Purcell 350th Anniversary concert; University 

of British Columbia, Vancouver, BC, Canada 8 
pm 

7 AUGUST 
Martin Setchell; Magdeburg Dom, Magde

burg, Germany 8:30 pm 
Philip Crozier; St. Clemens, Rheda-Wieden

br0ck, Germany 6:30 pm 
Matteo Galli; Parrocchia di Brugaro, Chiesa di 

S. Antonio Abate, Cravagliana, Italy 9 pm 

BAUGUST 
Martin Setchell; Hannover Marktkirche, Han

nover, Germany 6 pm 
Stephen Tharp; Berlin Cathedral, Berlin, Ger

many 8 pm 
Giorgio Revelli; Musse suisse de l'orgue, 

Roche, Switzerland 5 pm 
Andreas Meisner; Chiesa di Maria Vergine 

Assunta, Grignasco, Italy 9 pm 
Eypor lngi Jonsson; Hallgrimskirkja, Reykja

vik, Iceland 7:30 pm 

9AUGUST 
Donato Cuzzato; Chiesa di S. Michele Arcan

gelo, Rastiglione, Italy 9 pm 
Neil Taylor; St. Paul's Cathedral, London, UK 

4:45 pm 
Sam Hanson; Westminster Abbey, London, 

UK5:45 pm 

10AUGUST 
Philip Crozier; Paderborn Cathedral, Pader

born, Germany 6 pm 
Donato Cuzzato; Chiesa di S. Antonio, Borgo

sesia, Italy 9 pm 

11 AUGUST 
Livio Vanoni; Chiesa di S. Maurizio, Vocca, 

Italy, 9 pm 
William Whitehead; Westminster Abbey, Lon

don, UK? pm 

12 AUGUST 
Massimo Nosetti; Chiesa dei SS. Giovanni e 

Giuseppe, Mallia, Italy 9 pm 

13 AUGUST 
Philip Crozier; St. Lorenzkirche, N0rnberg, 

Germany 8 pm 
Mario Duella, with soprano; Chiesa di S. 

Lorenzo, Crevola, Italy 9 pm 

14AUGUST 
Philip Crozier; Stadtkirche, Bad Hersfeld, 

Germany 7:30 pm 
Mario Duella, with soprano; Chiesa di Santa 

Croce, Rassa, Italy 9 pm 

15 AUGUST 
Dominique Breda; Musse suisse de l'orgue, 

Roche, Switzerland 5 pm 

16 AUGUST 
Martin Setchell; St. Andreas Kirche, 

Hildesheim, Germany 6 pm 
Philip Crozier; St. Moritz-Kirche, Mittenwalde, 

Germany5 pm 
Felix Hell; Apostel-Petrus-Kirche, Neuhaus 

(Schliersee), Germany 7 pm 
Maxine Thevenot; Cathedral Notre Dame, 

Paris, France 4:30 pm 
Norman Harper; St. Paul's Cathedral, Lon

don, UK 4:45 pm 
Marcus Wibberley; Westminster Abbey, Lon

don, UK 5:45 pm 

18 AUGUST 
Jonathan Addleman, with Baroque violin; St. 

James United Church, Montreal, QC, Canada 
12:30 pm 

19AUGUST 
Philip Crozier; Predigerkirche, Erfurt, Ger

many 8 pm 

21 AUGUST 
Philip Crozier; Dorfkirche, Waltersdorf bei 

Luckau, Germany 7:30 pm 

22AUGUST 
Philip Crozier; Dorfkirche St. Martin, Hornow 

bei Spremberg, Germany 5 pm 
Benjamin Righetti; Musse suisse de !'argue, 

Roche, Switzerland 5 pm 

23AUGUST 
Philip Crozier; Stiftskirche, Neuzelle bei 

Eisenh0ttenstadt, Germany 5 pm 
Liam Cartwright; St. Paul's Cathedral, Lon

don, UK 4:45 pm 
Sebastian Thomson; Westminster Abbey, 

London, UK 5:45 pm 

25AUGUST 
Matthieu Latreille; St. James United Church, 

Montreal, QC, Canada 12:30 pm 

29AUGUST 
Felix Hell, with Pfalztheater-Orchester 

Kaiserslautern; Paulskirche, Kirchheimbolanden, 
Germany 7:30 pm 

Jiirg Brunner; Musse suisse de l'orgue, 
Roche, Switzerland 5 pm 

30AUGUST 
John Hosking; St. Paul's Cathedral, London, 

UK4:45 pm 
Paul Derrett; Westminster Abbey, London, 

UK5:45pm 

31 AUGUST 
Felix Hell, with Pfalztheater-Orchester 

Kaiserslautern; Stiftskirche, Kaiserslautem, Ger
many 7:30 pm 

Maxine Thevenot; Cathedrale Notre Dame de 
Paris, Paris, France 4:30 pm 

Organ Recitals 

GAIL ARCHER, Trinity United Methodist 
Church, Wilmette, IL, February 22: Praeludi
um in g, Buxtehude; An Wasse"rf/,ussen Baby
lon, KlJrie, Gott heiliger Geist, Bach; Sonata I, 
op. 65, no. 1, Mende1ssohn; 0 Welt, ich muss 
dich lassen, op. 122, no. 3, Herzlich tut mich 
erfreuen, op. 122, no. 4, 0 Gott, du frommer 
Gott, op. 122, no. 7 (Elf Choralvorspiele), 
Brahms; Fantasie und Fuge iiber B-A-C-H, 
op. 46, Reger. 

F. ALLEN ARTZ, III, St Stephen's Church, 
Millburn., NJ, February 22: Praeludium in E, 
Lubeck; Concerto in a, BWV 593, Bach; Pre
lude and Trumpetings, Roberts; Sonata in d, 
op. 65, no. 6, Mendelssohn; Fugue No. 1 in B
flat (Six Fugues on the Name BACH for Organ 
or Pianoforte, op. 60), Schumann; Chaconne in 
g, L. Couperin; Andante sostenuto (Sympho
nie Gothique, op. 70), Widor; Partita on Jesu 
meine Freude, Walther; Prayer: Make us eter
nal truths receive (Dryden Liturgical Suite), 
Persichetti; Passacaglia inc, BWV 582, Bach. 

CORNEL ZIMMER ORGAN BUILDERS 

FOURTH GENERATION BUILDER ... 

A NEW GENERATION IN 

EXCEPTIONAL Q!lAUTY, 
CREATIVITY AND INTEGRITY. 

731 CROSSPOINT DRIVE 
DENVER, NC 28037 

PHONE: 1-866-749-7223 
FAX: 704-483-6780 

WWW.ZIMMER.ORGANS.COM ' MAlL@ZIMMERORGANS.COM 
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MARLON E. BALDERSTON, MYL
ENE FUREY, organ, & DAVID A. GELL, 
organ & harpsichord, with Westmont College 
Cliamber Ensemble, Valerie Malvinni, violin, 
and Carol Ann Manzi, soprano, The Unitar
ian Society of Santa Barbara, Santa Barbara, 
CA, February 8: Allegro (Hom Concerto in 
C), Organ Concerto in F, op. 4, no. 5, Violin 
Sonata No. 3 in F, Organ Concerto in A, op. 
2, no. 7, Ombra mai Ju, 0, had I Jubal's lyre, 
Where'er you walk, Lascia ch'io pianga, Or
gan Voluntary No. 11 in D, Organ Concerto 
in F, op. 10, no. 13, Handel. 

ROBERT BATES, All Souls' Episcopal 
Church, San Diego, CA, February 16: Pre,~ 
ludium in C, BuxWV 137, Wie schon leuchtet 
der Morgenstern, Buxtehude; Echo Fantasy, 
Sweelinck; Bergamasca, Scheidt; Agnus Dei 
(I:homme armi Organ Mass), Sandresky; 
Deux Danses a.Agni Yavishta, Deuxieme Fan
taisie, Alain; Charon's Oar, Bates; Passacaglia 
and Fugue in c, BWV 582, Bach. 

JAMES RUSSELL BROWN, Northern 
Illinois University, DeKalb, IL, February 8: 
Fantasia and Fugue in g, BWV 542, Bach; 
Ciacona in e, BuxWV 160, Buxtehude; Con
certo in b, Walther, transcr. Meck; Brande 
champanje, Almande, Susanne van Soldt 
manuscript; Annum per annum, Part; Toccata 
and Fugue in d!D, op. 59, Reger. 

RAYMOND CHENAULT, All Saints 
Church, Atlanta GA, February 17: Allegro 
deciso (Evocation Poeme Symphonique), Du
pre; Salve Regina (Symphony No. 2), Widor; 
Le Banquet Celeste, Messiaen; Choral No. 2 
in b, Franck; March in F, Guilmant; Cantilene 
Improvisee, Tournemire; Sortie, Dubois; Ave 
Maria, Ave Maris Stella, Langlais; Final (Sym
phony No. 1), Vierne. 

PETER RICHARD CONTE, The Epis
copal Church of Bethesda-by-the-Sea, Palm 
Beach, FL, February 22: Overture to Candide, 
Bernstein, transcr. Conte; Marche Religieuse, 
Guilmant; Pastorale, Mattheus-Final (Bach's 

Memento), Bach, transcr. Widor; Variations 
on a Theme of Arcangelo Corelli, Kreisler, 
transcr. Conte; Chorar No. 2 in b, Franck; 
Fantasy on Nursery Tunes, Elmore; Varia
tions on a Theme of Joseph Haydn, Brahms, 
transcr. Conte. 

ANGELA KRAFT CROSS, Grace Ca
thedral, San Francisco, CA, February 8: 
Choral No. 3 in a, Franck; Cantilene (Suite 
Breve), Langlais; AJ.legro risoluto (Sympho
nie VIII), Widor; Etoile du Soir (Pieces de 
Fantaisie), Vierne; Prelude et Fugue sur 
le nom d'Al.ain, Durufle; Alleluias sereins 
d'une ame qui desire le ciel (L'Ascension), 
Messiaen; Tango Toccata on a Theme by 
Melchior Vulpius, Decker; Homage to Henri 
Nouwen, Cross. 

DAVID GELL, First United Methodist 
Church, Santa Barbara, CA, February 25: Er
halt uns Herr, bei deinem Wort, Buxtehude; 
Plein Jeu a 2 Choeurs (3rd Tone), Trio (3rd 
Tone), Dialogue de Voix Humaine (2nd Tone), 
Duo (1st Tone), Cromhome en Taille (3rd 
Tone), Basse de Trompette (3rd Tone), Grand 
Dialogue (3rd Tone), Boyvin; Partita on Jesu, 
meine Freude, Walther; Variations on Holy, 
Holy, Holy, Lovelace; Galilee Suite, Freuden
berg; Little Partita on McKee, Gell; Toccata 
on Meironydd, Balderston. 

DAVID HATT, with Kevin Baum, tenor, 
Trinity Episcopal Church, San Francisco, 
CA, February 15: Sonata No. 7 in f, op. 
127, Rheinberger; In the Beginning Was 
the Word, Hatt; Fugue a la Gigue, Johnson; 
Introduction, Passacaglia and Fugue, op. 
127, Reger. 

CHARLES HUDDLESTON HEA-
TON, St. Bernard Roman Catholic Church, 
Mount Lebanon, PA, February 15: The Loop 
(Cityscape), Simmons; Trio Sonata Vin C, 
BWV 529, Bach; Pastel in B, Karg-Elert; Suite 
Mariale, Maleingreau; Three Rhapsodies, op. 
7, Saint-Saens. 

SARAH MAHLER HUGHES, Ripon Col
lege, Ripon, WI, February 1: Livre d'orgue, 
Du Mage; Livre d'orgue, Ferko; Minue 
frances, Anon. 17th-c. Spanish; Menuet 
(Suite Gothique), Boellmann; ln dulcijubilo, 
BWV 608, Bach; Oh! What a Beautiful. City 
(Four Spiritual Preludes), Hurd; Durch Ad
ams Fall, BWV 637, Bach; Go Down, Moses 
(Four Spiritual Preludes), Hurd; Da Tesus an 
dem K:reuze stund, BWV 621, Bach; Were 
You There (Four Spiritual Preludes), Hurd; 
Herr Gott, nun schleuss den Himmel auf, 
BWV 617, Bach; Deep River (Four Spiri
tual Preludes), Hurd; Prelude and Fugue in 
g, BWV 535, Bach; Prelude and Fugue No. 2 
in g, Brahms. 

THIEMO JANSSEN, University of Notre 
Dame, South Bend, IN, February 1: Prae
ludiumin C, BuxWV 137, Buxtehude;Jesu, du 
hist allzu schone, Bohm; Komm heiliger Geist, 
Herre Gott, BuxWV 199, Buxtehude; Fuga 
in g, Reincken; Cantilena anglica de fortuna, 
Sclieidt; Praeludium ind, BuxWV 140, Bux
tehude; Herr Gott, nun schleuj3 den Himmel 
auf, BWV 617, 0 Lamm Gottes unschuldig, 
BWV 618, Christe, du Lamm Gottes, BWV 
619, Erstanden ist der heil'ge Christ, BWV 
628, Erschienen ist der herr1iche Tag, BWV 
629, Toccata in C, BWV 566, Bach. 

BOYD JONES, University of Tennessee, 
Knoxville, TN, February 10: Praeambulum in 
d (two settings), Scheidemann; Passacaglia in 
d, BWV 161, Buxtehude; Toccata and Fugue 
in d, BWV 538, Allein Gott in der Hoh sei 
Ehr, BWV 662, Bach; Andante in D, Sonata 
in B-fiat, op. 65, no. 4, Andante with Varia
tions, Mendelssohn; Improvisation, op. 150, 
no. 7, Saint-Saens; "The Peace may be ex
changed" (Rubrics), Locklair; Variations on 
America, Ives. 

SCOTT LAMLEIN, The First Church 
of Nashua, Nashua, NH, February 8: Toc
cata in d, BuxWV 155, Buxtehude; March 
on the Hymn-tune Llanfair, Lind; Nocturne, 
Gawthrop; Under the widening sky, Schut-

tenhehn; To a Wild Rose (Woodland Sketches, 
op. 51), MacDowell; Maestoso, Smith; Cho
rale, Manz; Marche Triomphale, op. 65, no. 
59, Karg-Elert; Alleluy_as, Preston; Sonata in 
c, op. 65, no. 2, Mendelssohn; The Peace May 
be Exchanged (Rubrics), Locklair; Carillon
Sortie, Mufet. 

DAVID ROTHE, with the Chico State 
Brass Quartet, First Congregational Church, 
Oroville, CA, February 8: Fanfare and Cho
rus: Rejoice beloved Christians, Buxtehude; 
Sonata 'P_ian e forte, Gabrieli; How Brightly 
Shines the Morning Star, Matter; Rondeau 
(Sinfonies de Fanfares), Mouret; Rigaud.on, 
Campra; Sonata No. 2 (Hora Decima), Pezel; 
Alleluia (Cantata No. 142), Bach; Sonata No. 
7 (24 neue Quatricinia), Reiche; If thou but 
suffer God to guide thee, chorale setting, and 
from Orgelbiichlein, Bach; If thou but suffer 
God to guide thee, Pfautsch; Nun danket alle 
Gott (Cantata 79), Bach; March Triomphale: 
Now Thank we all our God, Karg-Elert 

DANIEL STIPE, Sewanee: The Univer
sity of the South, Sewanee, TN, February 5: 
Pageant, Very Slowly (Sonatina for organ), 
Sowerby; Fantasia in f, K. 608, Mozart; 
Scherzo, op. 2, Duru±le; Priere, Franck; Toc
cata, Paulus. 

STEPHEN THARP, Kiliansdom, Wiirz
burg, Germany, November 29: Overture aus 
dem Oratorium Paulus, Mendelssohn, arr. 
Best; Rorate Caeli, Adeste Fidelis, Attende 
Domine (Twelve Chorale Preludes), Demes
sieux; Funerailles, Liszt, transcr. Demessieux; 
Prelude et Fugue in As-dur, op. 36, no. 2, Du
pre; Hommage a Igor Stravinsky, Hakim. 

MARIJIM THOENE, Cathedral of Our 
Lady of the Angels, Los Angeles, CA, Feb
ruary 18: Acclamations sur le text des accla
mations Carolingiennes (Suite Medievale), 
Langlais; Piece d'Orgue, BWV 572, Bach; 
Habakkuk, op. 434, Hovhaness; Ave Maris 
Stella (Cinq Improvisations), Tournemire, 
transcr. Duru±le. 
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CLASSIFIED 
ADVERTISING 

RATES 

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

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

Regular Classified, per word 
Regular Classified minimum 
Display Classified, per word 
Display Classified minimum 

Additional to above charges: 

$ .95 
20.00 

1.30 
25.00 

Box Service (mail forwarding) 8.00 
Website placement (includes photo) 15.00 
($25 if not ordering print ad) 

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

Non-subscribers wanting single copies of the 
issue in which their advertisement appears 
should include $4.00 per issue desired with 
their payment. 

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

JULY, 2009 

Indianapolis, IN 46204 
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Classified Advertising 

MISCELLANEOUS 

Large music library for sale. CDs (classical, 
organ), organ books, methods, sheet music, 
collections, etc. All in good to excellent shape. 
Prices 50% or less of original. For list, contact 
sporter@boisefumc.org. 

PUBLICATIONS/ 
RECORDINGS 

Variations on an American Air is a set of vir
tuosic and entertaining variations on Stephen 
Foster's Old Folks at Home ("Swanee River") 
from 1851. This one will take some work! Hear 
Thomas Trotter play it at michaelsmusicservice. 
com; 704/567-1066. 

The Organ Historical Society has released 
Historic Organs of Indiana, 4 CDs recorded at 
the OHS National Convention in Central Indiana 
in July, 2007. Nearly 5 hours of music features 
31 pipe organs built between 1851-2004, by 
Aeolian-Skinner, Skinner, Henry Erben, Felge
maker, Hook & Hastings, Kilgen, Kimball, and 
many more builders. Performers include Ken 
Cowan, Thomas Murray, Bruce Stevens, Carol 
Williams, Christopher Young, and others. A 40-
page booklet with photos and stoplists is includ
ed. OHS-07 4-CD set is priced at $34.95 (OHS 
members, $31.95) plus shipping. Visit the OHS 
Online Catalog for this and over 5,000 other or
gan-related books, recordings, and sheet music: 
www.ohscatalog.org. 

CD Recording, "In memoriam, Mark Bux
ton (1961-1996}." Recorded at Eglise Notre
Dame de France in Leicester Square, London, 
between 1987 and 1996. Works of Callahan, 
Wider, Grunewald, Salome, Ropartz, and Boell
mann, along with Buxton's improvisations. $15 
postpaid: Sandy Buxton, 1 O Beachview Cres
cent, Toronto ON M4E 2L3 Canada. 416/699-
5387, FAX 416/964-2492; e-mail hannibal@ 
idirect.com. 

llD 

PUBLICATIONS/ 
RECORDINGS 

The OHS Catalog is online at www.ohscatalog. 
erg. More than 5,000 organ and theatre organ 
CDs, books, sheet music, DVDs and VHS vid
eos are listed for browsing and easy ordering. 
Use a link for adding your address to the OHS 
Catalog mailing list. Organ Historical Soci
ety, Box 26811, Richmond, VA 23261. E-mail: 
catalog@organsociety.org. 

Reflections: 1947-1997, The Organ Depart
ment, School of Music, The University of Michi
gan, edited by Marilyn Mason & Margarete 
Thomsen; dedicated to the memory of Albert 
Stanley, Earl V. Moore, and Palmer Christian. 
Includes an informal history-memoir of the organ 
department with papers by 12 current and former 
faculty and students; 11 scholarly articles; remi
niscences and testimonials by graduates of the 
department; 12 appendices, and a CD record
ing, "Marilyn Mason in Recital," recorded at the 
National Shrine of the Immaculate Conception 
in Washington, DC. $50 from The University of 
Michigan, Prof. Marilyn Mason, School of Music, 
Ann Arbor, Ml 48109-2085. 

Historic Organ Surveys on CD: recorded during 
national conventions of the Organ Historical Soci
ety. Each set includes photographs, stoplists, and 
histories. As many organists as organs and reper
toire from the usual to the unknown, Arne to Zun
del, often in exceptional performances on beautiful 
organs. Each set includes many hymns sung by 
200-400 musicians. Historic Organs of Indiana, 
31 organs on 4 CDs, $34.95. Historic Organs of 
Louisville (western Kentucky/eastern Indiana), 
32 organs on 4 CDs, $29.95. Historic Organs of 
Maine, 39 organs on 4 CDs, $29.95. Historic Or
gans of Baltimore, 30 organs on 4 CDs, $29.95. 
Historic Organs of Milwaukee, 25 organs in Wis
consin on 2 CDs, $19.98. Historic Organs of New 
Orleans, 17 organs in the Bayous to Natchez on 
2 CDs, $19.98. Historic Organs of San Francisco, 
20 organs on 2 CDs, $19.98. Add $4.50·shipping 
in U.S. per entire order from OHS, Box 26811, 
Richmond, VA 23261, by telephone with Visa or 
MasterCard 804/353-9226; FAX 804/353-9266. 

TOTAL PIPE ORGAN RESOURCES 

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

Fine Mechanical Action O~ans 

Telephone 888-0RGAi'l CO 
www.andoverorgan.com 

PEEBLES-HERZOG, INC. 
50 Hayden Ave. 

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

www.peeblesherzog.com 

Attention Organbuilders 
For information on sponsoring a 

color cover for THE DIAPASON, 
contact editor Jerome Butera, 

847/391-1045 
jbutera@sgcmail.com 

Send a copy of THE DIAPASON to a friend: 
Editor, The Diapason, 847/391-1045; 
e-mail: <jbutera@sgcmail.com> 

For Pipe Organ Parts: 

• - arndtorgansupply.com 
Or send tor our CD-ROM catalog 

Arndt Organ Supply Company 
1018 SE Lorenz Dr., Ankeny, IA 50021-3945 
Phone {515) 964-1274 Fax {515) 963-1215 

'R~~e,,. 
816 E. VICKERY BLVD. 

FORT WORTH, TX 76104 

{817) 332-2953 
MEMBER . lNT€RNP.110NAt SOCIETY 
Of ORGANBUltOERS , ASSOCIAitO 
?:PE OR.GAN SU!lOERS OF ;.,\1ER!CA 

PUBLICATIONS/ 
RECORDINGS 

The practical choice! Touch and perfor
mance practice through musical exam
ples. Harpsichord Technique: A Guide to 
Expressivity, 2nd Ed. w/ CDs, by Nancy 
Metzger. www.rcip.com/musicadulce. 

Aging of Organ Leather by Harley Piltingsrud 
tells how to test and select organ leathers for lon
gevity of 60 years or more. Treats other aspects 
of leather production and the history of testing for 
longevity. New 48-page edition in 1994, $9.95 + 
$4.50 shipping for entire order (within USA). Or
der online at www.ohscatalog.org. 

Request a free sample issue of The Diapason 
for a student, friend, or colleague. Write to the 
Editor, The Diapason, 3030 W. Salt Creek Lane, 
Suite 201, Arlington Heights, IL 60005; or e-rnail: 
jbutera@sgcrnail.corn. 

PIANOFORTE FOR SALE 

Brown and Allen/Boston square grand piano
forte. 73 keys. Very good condition. Best offer. 
Nelson, 847/367-5102 or312/304-5287. 

PIPE ORGANS 
FOR SALE 

11-rank Wicks pipe organ. $4,400. 248/471-
1515; 586/202-9960. 

1972 two-manual, 14-rank electro-pneumatic 
unit organ. Built by Burger of Minneapolis; sup
ply-house parts. Unified to 44 stops. Subbass, 
Gedeckt, and chimes NOT for sale. Make offer. 
Buyer to remove during July-August 2009. St. 
John's Lutheran Church, 803 First Street West, 
Park Rapids, MN 56470, 218/732-9783. 

GLUCK 

Classified Advertising Rates 
will be found on page 37. 

PIPE ORGANS 
FOR SALE 

1973 Schlicker tracker, 17 voices, 21 ranks 
-an exquisite organ in pristine condition. Move 
it and play it. Making room for a new instrument. 
Asking $90,000. For more information and ar
rangements to see and play the organ contact 
Teresa at St. John's Lutheran Church, Sink
ing Spring, PA. 610/678-1088 or tkissling@ 
stjohnss.org. 

Last Aeolian-Skinner built (1971) with many 
recent upgrades. Excellent condition. Three new 
keyboards, 33 stops, 46 ranks. Contact First 
Presbyterian, Grand Forks, ND, attn: Gretchen, 
701/775-5545 or gretchen@firstpresgf.org. 

Moeller Artiste chapel pipe organ opus 6705, 
1939, two-manual, four-rank, electromechanical, 
316 pipes. Asheville, North Carolina. Contact 
828/684-7919 or herbertandnancy@aol.corn for 
more information and photos. $9500, buyer to 
pay to remove. 

Continue organ, 8', 4', 2'; 8' principal c1-g3; 
playable at A-440 or A-415; portable. $39,000. 
A. David Moore Inc., telephone: 802/457-3914. 

Casavant opus 2086. A spendid 2-rnanual with 
drawknob console in good playing condition. 
The instrument is free-standing with two Swell 
boxes (partially enclosed Great). Four 16' stops 
in the pedal, including an Open Metal. Shipping 
boxes included. 603/529-0870. 

Portative organ: Designed for small choral or 
baroque ensembles. Four stops: 8', 4', 2', and 
1-1/3', with the last two divided into bass and 
treble registers and an adjustable point of di
vision (b24/c25 or c25/c#26). Adjustable pitch 
between A=440 Hz and A=415 Hz. Quarter
sawn white oak case. Available immediately. 
For more information, contact Letourneau Pipe 
Organs at mail@letourneauorgans.corn or 
888/77 4-5105. 

K 
ORGAN BUILDERS 

170 Park Suite 20A 
New York, NY 10038 

212.608.5651 

For Sale: This Space 
For advertising information contact: 

The Diapason 
847/391-1045 voice 

84 7/390-0408 fax 
jbutera@sgcmail.com e-mail 

THE~ ORGAN COMPANY 

1220 Timberedge Road 
Lawrence, Kansas 66049 

(785) 843-2622 
www.reuterorgan.com 

Muller 
Pipe Organ Company 
PO. Box 353 • Croton, Ohio 43013 

800-543-0167 
wwwMullerPipeOrgan.com 

THE DIAPASON 
3030 W. Salt Creek Lane 
Suite 201 

ph 847/391-1045 
fax 84 7 /390-0408 

e-mail jbutera@sgcmail.com 
web www.TheDiapason.com Arlington Heig~ts, IL 60005 
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Classified Advertising 

PIPE ORGANS 
FOR SALE 

1964 M.P. Moller pipe organ. 36-rankAmerican 
Classic specification including two celestes, two 
enclosed divisions and 32' reed. Three-manual 
console. No casework or fagades; instrument 
is in good condition but will need releathering. 
Asking $50,000 "as is" or can be rebuilt with 
some modifications. Available immediately. 
For more information, contact Letourneau Pipe 
Organs at mail@letourneauorgans.com or 
888/774-5105. 

8-rank Wangerin near Detroit is seeking a good 
home. I am in good condition and will bring joy 
to my new owner. Owner is asking $3,500 and 
buyer to remove. For information please contact 
248/356-0896 or mcclungave@comcast.net. 

1960s Walcker (German) 14-rank tracker 
organ. Open toe voicing on 2" wind pressure. 
Reverse console built into case. Footprint is 6' 
wide by 11 '6" deep (including console and pedal 
stops), 9'10" tall. All encased with 4' Principal 
fagade. Manual 1-8' Gedackt, 4' Octave, II Ses
quialtera, 11-111 Mixture. Manual 11-8' Gemshorn, 
4' Rohrflote, 2' Principal, 1-1/3' Quinte. Pedal-
16' Bourdon, 8' Flute, 4' Choralbass. Playing and 
in use regularly. Asking $16,500. For recordings 
and pictures contact djgeslin@gmail.com. 

REED ORGANS 
FOR SALE 

Mason and Hamlin, three manual and pedal. 
$9,500, including blower. Rare. A.O. Moore Inc., 
802/457-3914. 

MISCELLANEOUS 
WANTED 

Schlicker console wanted, three manuals, 
contemporary styling only. Flamed copper pipes 
wanted for fagade, contemporary styling only, not 
necessary to speak. Please call 201/835-5311 or 
Will1234@aol.com. 

MISCELLANEOUS 
FOR SALE 

Atlantic City Pipe Organ Company: 4" wp: 16' 
Gemshorn 44sc/61 with chests and racking
$3000; 8' OSI Harmonic Trumpet, 3" sc, 54 
reeds, parallel shallots-$1200; 4' OSI Oboe, 
2-1/2" sc, open bells-$850. 609/641-9422; 
acorgan@comcast.net. 

Solid State Logic single memory combination 
action, 16 Great, 16 Swell, 12 Pedal, 5 General, 
5 Swell, 5 Great, 4 Pedal, Gt to Pedal, Set, GC 
and Tutti, $450. Consoles, pipes and numer
ous miscellaneous parts. Let us know what 
you are looking for. E-mail orgnbldr@comcat. 
com (not corneas!), phone 215/353-0286 or 
215/788-3423. 

Classified Ads must be prepaid and may be 
ordered for 1, 2, 3, 4, 5, or 6 months. Contact 
jrobinson@sgcmail.com; 847/391-1044. 

If your company was not listed in THE DIAPA
SON 2009 Resource Directory, be sure to be part 
of the 2010 issue! Visit our website <www.The
Diapason.com> and from the left column select 
Supplier Login. For information, contact Joyce 
Robinson, 847/391-1044, <jrobinson@sgcmail. 
com>. 

Send recital programs to THE DIAPASON, 3030 W. 
Salt Creek Lane, Suite 201, Arlington Heights, IL 
60005; e-mail: jrobinson@sgcmail.com. 

ATTENTION ORGANISTS! If you don't feel 
like a complete person because you can't 
afford a luxury pipe organ that looks and 
sounds stylish and elegant, you need 
moreranks.com. We offer you fantastic 
deals on fantastic organs! Our stylish or
gans are priceless but not pricey. Wide 
selection in stock. Call now and receive a 
complimentary Choir to Swell 4' coupler 
and 15% off all 32' stops. Box Louis-Con, 
THE DIAPASON; jrobinson@sgcmail.com. 

SERVICES/ 
SUPPLIES 

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

Austin actions: Come to the source. Fast de
livery. Guaranteed. 860/522-8293; www.austin 
organs.com. 

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

Austin actions recovered. Over 40 years ex
perience. Units thoroughly tested and fully guar
anteed. Please call or e-mail for quotes. Tech
nical assistance available. Foley-Baker, Inc., 42 
N. River Road, Tolland, CT 06084. Phone 1-
800/621-2624. FAX 860/870-7571. foleybaker@ 
sbcglobal.net. 

Need help with your re-leathering 
project? All pneumatics including 
Austin. Over 45 years experience 
(on the job assistance available). 
615/27 4-6400. 

ALL REPLIES 
TO BOX NUMBERS 

that appear 

without an address 

should be sent to: 

THE DIAPASON 
3030 W. Salt Creek Lane, Suite 201 

Arlington Heights, IL 60005 

Classified Advertising Rates 
will be found on page 37. 

SERVICES/ 
SUPPLIES 

Releathering all types of pipe organ actions 
and mechanisms. Highest quality materials and 
workmanship. Reasonable rates. Columbia 
Organ Leathers 800/423-7003. www.columbia 
organ.com/col. 

THE DIAPASON'S website now presents featured 
artists in its SPOTLIGHTS section-with pho
tos, biographies, and contact links. Visit www. 
TheDiapason.com to view details: in the left
hand column, under Spotlights, click on Fea
tured Artists. 

Tours of the World's Largest Pipe Organ in At
lantic City's Boardwalk Hall are now available by 
reservation. The two-hour docent tours include 
the ballroom Kimball organ and the 33,000+ pipe 
Midmer-Losh organ, with its ?-manual console 
and 5-manual portable console. Tourgoers will 
see the 64' pedal stop, the immense 32' Diapa
sons, and areas of the organs not open to the ca
sual visitor. Tours cost $20, which goes directly 
to support the restoration of these instruments; 
children under 12 are admitted free. For reserva
tions: acchostour@gmail.com. For information: 
www.acchos.org. 

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

THE DIAPASON'S classified ads are 
now available on THE DIAPASON 
website-including photographs and 
convenient e-mail links directly to the 
sellers! Visit www.TheDiapason.com 
and in the left-hand column, look for 
SPOTLIGHTS, then click on Classified 
Advertisements. Follow the links to the 
classifieds that interest you, and click 
the e-mail button to contact the sellers. 
What could be easier? 

71/irriJ PreciJion Produc/J i~:dg:;fnh&~u::;z, 
7047 S. Comstock Avenue, Whittier, California 90602 U.S.A.• (562) 693-3442 

David C. Harris, Member: International Society of Organ Builders, American Institute of Organ Builders, Associated Pipe Organ Builders of America 

HAGERSTOWN 
ORGAN COMPANY, INC 

New • Rebuildfog • Solid-State Updatitrg 
Musical Instrumelll Digital Interface (t.1JD/J Sy.J;tems 

P.O. Box 945 • 901 Pope Avenue• Hagerstown, Maryland 21740 
(301) 797-4309 

New! 
Classified advertising on 
THE DIAPASON website: 
www.TheDiapason.com 

I PATRICKJ. MURPHY 
& ASSOCIATES, INC. 

ORGANBUILDERS 

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

PMurphyl29@aol.com • www.pjmorgans.com 

J/acrues Olin.kens 1~ 
Organpipes - since 1914 £ ) 

I I 
Flues - Reeds 

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

JULY, 2009 

GUZOWSKI & STEPPE 
ORGANBUI 

1070 N.E. 48th Court 
FT. LAUDERDALE, FL 33334 
(954) 491-6852 

L D E R S I NC 

NEW INSTRUMENTS 
REBUILDS -ADDITIONS 

TUNING & SERVICE 

,llicbael .f,lroscia 
®r!!«nlmilber, Jue. 

Box547 Bowdon, GA 30108 

770-258-3388 
Prosciaorgans.com 

Pipe Organs - Reed Organs 

W Zimmer & Sons, inc. 
pipe organ builders 

~I 429 Marvin Road Fort Mill, SC 29707 
Phone/Fax: 803-547-2073 

wzimmerandsons.com 

'" benzimmer@windstream.net 

REPAIRING TUNING ADDITIONS 

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 

Advertise in 

THE DIAPASON 
For rates and digital specifications, 

contact Jerome Butera 
847/391-1045 

jbutera@sgcmail.com 

7!kfuis & ~iliqrodt, ~n.c:-
Pipe Organ Builders Since 1915 -

10153 Bacon Dr. 
Beltsville, MD 20705 

1-800/952-PIPE 

THE DIAPASON 

H.W. DEMARsE 
TRACKER ORGANS 

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

CHARLES W. MCMANIS 

In Memoriam 
March 17, 1913-December 3, 2004 

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

Name 

Street 

City 

State Zip 

Please allow four weeks for delivery of first issue 
on new subscriptions. 

0 NEW SUBSCRIBER 
□ RENEWAL 

ENCLOSED IS 
0 $70.00-3 YEARS 
0 $55.00-2 YEARS 
0 $35.00-1 YEAR 

FOREIGN SUBSCRIPTIONS 
0 $85.00-3 YEARS 
0 $65.00-2 YEARS 
0 $45.00-1 YEAR 
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Karen McFarlane Artists 
33563 Seneca Drive, Cleveland, OH 44139,5578 

Toll Free: 1,866,721,9095 Phone: 440,542,1882 Fax: 440,542,1890 
E,mail: john@concertorganists.com karen@concertorganists.com 

Web Site: www.concertorganists.com 
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George Baker Diane Meredith Belcher Guy Bovet* Stephen Cleobury* Douglas Cleveland Ken Cowan 

Michael Unger 
AGO National 

Competition Winner 
Available 2008-2010 

Vincent Dubois* Stefan Engels* Thierry Escaich* Laszlo Fassang* Janette Fishell 

Gerre Hancock Judith Hancock Martin Haselbock* David Higgs Marilyn Keiser 

David Goode* 

Frederic Champion 
Canadian International 

Organ Competition Winner 
Available 2009-2011 

Susan Landale* CHOIRS AVAILABLE 

The Choir of Saint Thomas 
Church, NYC 

John Scott, Director 
March 16-23, 2009 

Spring 2010 

The Choir of New College 
Oxford, UK 

Edward Higginbottom, Director 

Olivier Latry* Joan Lippincott Alan Morrison Thomas Murray James O'Donnell* Jane Parker-Smith* April 10-25, 2010 

The Choir of St John's College 
Cambridge, UK 

Andrew Nethsingha, Director 
Spring 2011 

European artists available 
2008-2009 and 2009-2010 

Peter Planyavsky* Simon Preston Daniel Roth* Ann Elise Smoot Donald Sutherland Tom Trenney 

Thomas Trotter* Gillian Weir* 

t 

WEB SITE: 
www.concertorganists.com 
• IP-




