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Trinity Church at Columbus
Installs New Casavant

Casavant Freéres Ltée, St. Hyancinthe,
Quebec, has completed the installa-
tion of a three-manual organ in Trinity
Episcopal Church, Columbus, Ohio. Al-
though the new instrument does not
have either tracker action or complete
encasement for each of its divisions, it
conforms to the other precepts of the
current phase of the universal organ
reform movement.

The tonal design was developed with
particular requirements of the music
used in this church; it is a result of the
close collaboration of Wilbur Held, di-
rector of music for Trinity Church,
and Lawrence Phelps, technical and
tonal director for Casavant.

The entire instrument is voiced on
a wind pressure of two inches.

GREAT
Quintaden 16 ft. 61 pipes
Prinzipal 8 ft. 61 pipes
Bordun 8 ft. 61 pipes
Oktav 4 ft. 61 pipes
Spitzflste 4 ft. 61 pipes
Blockflote 2 ft. 61 pipes
Kornett 5 ranks 185 pipes
Mixtur 4 ranks 244 pipes
Trompete (German) 8 ft. 61 pipes
Spanische Trompete 8 ft. 61 pipes

SWELL
Viola 8 ft. 61 pipes
Vox coelestis 8 ft. 54 pipes
Rohrfléte 8 ft. 61 pipes
Nachthorn 4 ft. 61 pipes
Nasat 224 ft. 61 pipes
Geigendprinzipal 4 ft. 61 pipes
Waldfléte 2 ft. 61 pipes
Terz 1% ft. 61 pipes
Scharff 4 ranks 244 pipes
Dulzian 16 ft. 61 pipes
Trompete (French) 8 ft. 61 pipes
Oboe 8 f{t. 61 pipes
Regal (Vox humana) 8 ft. 61 pipes
Klarine 4 ft. 61 pipes
Tremulant

RUCKPOSITIV
Holzgedackt 8 ft. 61 pipes
Pristant 4 ft. 61 pipes
Koppelflste 4 ft. 61 pipes
Oktav 2 ft. 61 pipes
Quintfléte 15 ft. 61 pipes
Zimbel 3 ranks 183 pipes
Krummhorn 8 ft. 61 pipes
Tremulant

CHOIR
Dulziana 8 ft. 61 pipes
Unda Maris 8 ft. 54 pipes
Gedaktflste 8 ft. 61 pipes
Rohrgedackt 4 ft. 61 pipes
Gemshorn 2 ft. 61 pipes
Englisch Horn 8 ft. 61 pipes
Tremulant

PEDAL
Prinzipal 16 ft. 32 pipes
Subbass 16 ft. 32 pipes
Stillgedackt 16 ft. 32 pipes
Oktav 8 ft. 32 pipes
Gedackt 8 ft. 32 pipes
Choralbass 4 ft. 32 pipes
Rohrpfeife 4 ft. 32 pipes
Mixtur 4 ranks 128 pipes
Posaune 16 ft. 32 pipes
Fagott 16 ft. 32 pipes
Trompete 8 ft. 32 pipes
Schalmei 4 ft. 32 pipes

FRENCH GROUP HOLDS ORGAN
INSTITUTE AT SAINT-DIE

L’Académie d’Orgue de Saint-Dié,
France is holding sessions July 3 through
17 under the direction of Pastor Vallot-
ton. Among the faculty are Marie-Louise
Girod, Paris; Marinette Extermann, Ge-
neva and Vienna; Aulette Hendron,
Paris, Rouen; and Bert Matter, Utrecht.
Students are lodging at Grand-Sémin-
aire and in addition to their classes in
organ, accompaniment, improvisation
and interpretation are visiting a num-
ber of organs in Alsace and in Germany.

L’Académie is the organization which
issues the beautiful organ calendars
each year.

HISTORIC CHURCH IN SAVANNAH

Historic Savannah Church
to Have English Organ

Old Christ Church (Episcopal) in
Savannah, Ga., colonial parish of the
13th colony, has signed a contract with
Harrison and Harrison, Ltd., Durham,
England for a new organ. The church
was founded with the new colony in
1733 and the present building finished
in 1838. John Wesley served as rector
in 1736, and the first Sunday School in
America was founded here.

The specification and tonal scheme
of the new instrument were planned by
Conrad Morgan and Dale Fleck, direc-
tors of music, together with C.T.L.
Harrison, president of the organ firm
who came to Savannah to work out fi-
nal details.

Handsome carved mahogany casework
of classic style has been designed to
complement the elaborate decorations
in plaster in the ceiling and at the heads
of columns, all from original moulds
of Sir Christopher Wren for St. Paul’s
Cathedral in London. The organ will
stand in the west gallery.

GREAT

Gemshorn 16 ft. 61 pipes
Principal 8 ft. 61 pipes
Open Flute 8 ft. 61 pipes
Stopped Flute 4 ft. 61 pipes
Octave 4 ft. 61 pipes
Twelfth 224 ft. 61 pipes
Fifteenth 2 ft. 61 pipes
Mixture 4 ranks 244 pipes
Cornet 2-5 ranks 245 pipes
Festival Trumpet 8 ft. 61 pipes
Tremulant

SWELL

Stopped Diapason 16 ft. 61 pipes
Violone 8 ft. 61 pipes

Violone Celeste 8 ft. 61 pipes
Spire Flute 8 ft. 61 pipes

Spire Flute Celeste 8 ft. 49 pipes
Stopped Diapason 8 ft. 12 pipes
Principal 4 ft. 61 pipes

Stopped Flute 4 ft. 61 pipes
Open Flute 2 ft. 61 pipes
Sesquialtera 2 ranks 122 pipes
Mixture 4 ranks 244 pipes

Contra Fagotto 16 ft. 61 pipes
Trumpet 8 ft. 61 pipes

Clarion 4 ft. 61 pipes

Tremulant

CHOIR

Flute 8 ft. 61 pipes
Gemshorn 8 ft. 61 pipes
Gemshorn Celeste 8 ft. 61 pipes
Principal 4 ft. 61 pipes
Nason 4 ft. 61 pipes
Superoctave 2 ft. 61 pipes
Twentysecond 1 ft. 61 pipes
Mixture 4 ranks 244 pipes
Cimbel 3 ranks 183 pipes
Clarinet 8 ft. 61 pipes
Festival Trumpet 8 ft.
Tremulant

PEDAL
Resultant Bass 32 ft.
Principal 16 ft. 32 pipes
Stopped Wood 16 ft. 32 pipes
Gemshorn 16 ft,
Stopped Diapason 16 ft.
Octave 8 ft. 12 pipes
Stopped Flute 8 ft. 12 pipes
Stopped Diapason 8 ft.
Flute 4 ft. 32 pipes
Fifteenth 4 ft. 12 pipes
Mixture 4 ranks 18 pipes
Bombarde 16 ft. 32 pipes
Contra Fagotto 16 ft.
Bombarde 8 ft. 12 pipes
Bombarde 4 ft. 12 pipes

CATHARINE CROZIER, HAROLD
GLEASON ON EUROPEAN TOUR

Catharine Crozier and her husband,
Dr. Harold Gleason, will leave Aug. 6
for Europe. They will be away until
Oct. 19 during which time Miss Crozier
will play recitals and Dr. Gleason will
collect material for a book on the his-
tory of organ literature, on which they
have been working for some time.

Miss Crozier will play her first
recital at the Cathedral of St. Pierre,
Geneva. Other engagements are at the
Gurzenich Hall, Cologne, the Cathedral
of St. Jacques, Prague, Vor Frelsers
Church, Copenhagen and the Church
of St. Jocobi, Hamburg. Her last re-
cital will take place at London’s Royal
Festival Hall.

AN ALL-BRITTEN evening at the Ca-
thedral of All Saints, Albany, N.Y. May 10
included the Prelude and Fugue on a Theme
of Victoria, the Missa Brevis, Rejoice in the
Lamb, The Ballad of Little Musgrave and
Lady Barnard, and the Golden Vanity, vaude-
ville for boys and piano. Lloyd Cast con-
ducted.

Aecolian-Skinner Installs
Organ in Phoenixville, Pa.

The Aeolian-Skinner Company is in-
stalling a three-manual, 5l-rank organ
this month in St. John’s Evangelical Lu-
theran Church in Phoenixville, Pa.
The chairman of the organ committee
was A. David Deery. The instrument
will be installed in the gallery area
near the choristers. The great, positiv
and part of the pedal will be function-
ally exposed.

GREAT
Quintade 16 ft. 61 pipes
Principal 8 ft. 61 pipes
Rohrflote 8 ft. 61 pipes
Octave 4 ft. 61 pipes
Spitzflote 4 ft. 61 pipes
Flachflote 4 f{t. 61 pipes
Mixture 4-6 ranks 301 pipes
Trompete 8 ft. 61 pipes
Chimes
Cymbelstern

POSITIV
Gedeckt 8 ft. 61 pipes
Principal 4 ft. 61 pipes
Koppelflote 4 ft. 61 pipes
Octave 2 ft. 61 pipes
Quinte 1Y5 ft. 61 pipes
Scharf 4 ranks 244 pipes
Krummhorn 8 ft. 61 pipes
Tremulant

SWELL
Bourdon 8 ft. 61 pipes
Viole de Gamba 8 ft. 61 pipes
Viola Celeste 8 ft. 61 pipes
Principal Conique 4 ft. 61 pipes
Flute Harmonique 4 ft. 61 pipes
Flute Ouverte 2 ft. 61 pipes
Cornet 2 ranks 98 pipes
Plein Jeu 4 ranks 244 pipes
Basson-Hautbois 16 ft. 61 pipes
Hautbois 8 ft. 12 pipes
Schalmei 4 ft. 61 pipes
Tremulant

PEDAL
Principal 16 ft. 32 pipes
Subbass 16 ft. 32 pipes
Quintade 16 ft.
Bourdon 16 ft. 12 pipes
Principal 8 ft. 12 pipes
Gedeckt 8 ft. 12 pipes
Octave 4 ft, 32 pipes
Nachthorn 4 ft. 32 pipes
Nachthorn 2 ft. 12 pipes
Mixture 4 ranks 128 pipes
Grosskornett 7 ranks 192 pipes
Posaune 16 ft. 32 pipes
Basson-Hautbois 16 ft.
Trompet: 8 ft. 12 pipes
Klarine ¢ ft. 12 pipes

CECIL LAPO IS NEW MEMBER
OF CHORISTERS GUILD STAFF

Cecil E. Lapo will join the executive
staff of the Choristers Guild Sept. 1.
As field director he will work with
John S. C. Kemp, executive director, in
expanding the organization’s activities
and services.

Dr. Lapo comes from the post of di-
rector of the ministry of music of the
division of the local church, Board of
Education of the United Methodist
Church, with offices in Nashville, Tenn.

WESTMINSTER CHOIR COLLEGE
HONORS FELCIANO AS FELLOW

Composer Richard Felciano was hon-
ored as a Fellow of Westminster Choir
College at commencement exercises
May 29. He is associate professor at the
University of California at Berkeley
and co-director of the Electronic Music
Study there. He is currently living in
New York City on a Guggenheim Fel-
lowship.

ORGAN LITERATURE FOUNDATION
has just released a new addenda list #6.
Readers may have it free by sending a seli-
addressed, stamped enveloped to the Founda-
tion at Braintree, Mass. 02184.



Greenwood Rebuilts Estey
for Church in Greer, S.C.

The three-manual Estey organ in-
stalled in the First Baptist Church
Greer, S.C. has been rebuilt by the
Greenwood Organ Company, Charlotte,
N.C. A new threc-manual drawknob
console has been installed with several
tonal changes to brighten up the organ.
Installation is in three separate cham-
bers with just the swell under expres-
sion.

GREAT

Principal 8 ft. 61 pipes

Flste Harmonic 8 ft. 61 pipes

Viole d’Amour 8 ft. 61 pipes

Prestant 4 ft. 61 pipes

Prestant 4 [t. 61 pipes

Mixture 2 ranks 122 pipes

Chimes 21 tubes

SWELL

Gedeckt 8 ft. 61 pipes

Salicional 8 ft. 61 pipes

Voix Celeste 8 ft. 49 pipes

Octave 4 ft. 61 pipes

Flageolet 2 ft. 61 pipes

Vox Humana 8 ft. 61 pipes

Trompette 8 ft. 61 pipes

Oboe 4 {t. 61 pipes

Tremolo

CHOIR

Hohlfléte 8 ft. 61 pipes
Dulciana 8 ft. 61 pipes
Unda Maris 8 ft. 49 pipes
Principal 4 ft. 61 pipes
Gemshorn 2 ft. 61 pipes
Clarinet 8 ft. 61 pipes
Tremolo

PEDAL
Principal 16 ft. 32 pipes
Bourdon 16 ft. 32 pipes
Lieblich Gedeckt 16 ft. 32 pipes
Violone 16 ft. 32 pipes
Octave 8 ft. 32 pipes
Flote 8 [t. 12 pipes

Robert M. Finster, director of music at
Twelve Corners Presbyterian Church, Roches-

ter, N.Y., has been named organist and
choirmaster at St. John's Episcopal Cathed-
ral, Denver, Coo. beginning July 15. St.
John’s, organized in 1859, is one of the
largest Episcopal congregations in the coun-
try with a membership of 3,200 served by
five clergy. Dr. Finster will direct the 65-
voice cathedral choir of men and boys, a
large girls choir and a cathedral-based ora-
torio society. He will replace Dr. David Pew,
who refires after 31 years at St. John's.

Dr. Finster won his doctorate in church
music and organ from the Eastman School
of music. He has been recitalist in New
York, Pennsylvania and California. In 1968
he was granted the Presiding Bishop’s Award
in music and the liturgy by the Joint Com-
mission on Chu-ch Music of the tpiscopn
Church. Dr. and Mrs. Finster have two chil-
dren.
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EMMA LOU DIEMER

American Composer-Organist

“sensitive . . . exciting”’

Available for Concerts
1970/71

— The Washington Post

The Music Department
Church of the Reformation
212 East Capitol Street
Washington, D.C. 20003
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ORGAN SOLO
AHRENS, §. — Fantasy and Ricercare (on a theme by Cabamlles)
(WMI112) .
Fantasy (WMI117)

Suite (WMI15)
BACH, C.P.E. — Olg.m Wonl\s (ch(kc) in 2 volumes:
I: 6 Sonatas (2 staves) (8009A) _ Lo 5.00
II: Prelude; 2 Fugucs; I'an(ds} and Fugue (8009b)
BACH, W. F. — Organ Works (Fedtke), in 2 volumes:
I: 8 Fugues for Organ or Clavier; 3 Three-part Fugues for
Olgan (2 staves) (8010a) .. 3.50
7 Chorale Preludes; 3 Fugues for Organ with Pedal;

4 Fugues for Organ with 2 Manuals and Pedal (8010b) . 5.00
BEETHOVEN — Organ Works (Altman) (H1438) 250
BRUNNER — Choral Variations on “Vater unser im

Himmelreich” (16-022) 30

3 Preludes (Christmas, Passion, Eas(el) (16 023) ,,,,,,,,,,,,,,,,,,,,,,,, 4.00

Short Partita “Nun freut euch, liecben Christen gmein”

(16-024) . S e e et e e et 4.00
COLLOT — \anauons sur un Noel (S(‘Hl(io) s 20
CONTEMPORARY ORGAN MUSIC FOR LITURGICAL USE

(H2006d) < e 5100

HANDEL — Organ (.on(erlo (Moln) Organ bolo wnh anno

r(‘ducuon

No. 13 (F) (8020) . s e i s AS()

No. I4 (A) (8022) - 5.00

No. 15 (d) (8024 e . — 4.00

No. 16 (F) (5924) __ .. - 4.00
HEIDER' — Tanefes (B047) oo 3.00
KEE, COR — 3 Inventions (D478) ... 200

L BostludeniDaT0y . i 8 . 2.00

Reeks- Vemmlcrmg(n (Vdnauons on tone rows):

Volume T (DH76) —emnn 2.00

Volume II (D477) . R . Eey . 2,00
KEE, PIET — 4 Manual Pleccs 2 stav&s) D480) IR )
LIGETI — Volumina (5983) .. .. 6.00
SCHIBLER — Remancbit mysterium mcummutabnle (2457) . 350

C. F. PETERS CORPORATION

373 PARK AVENUE SOUTH NEW YORK, N. Y. 10016

WESTMINSTER CHOIR COLLEGE
PRINCETON, NEW JERSEY

TOMORROW?

A SYMPOSIUM ON THE EVOLVING CHURCH
AND ITS RELATION TO MUSIC

October 19 and 20, 1970

on the campus of Westminster Choir College

Addresses, concerts, and workshops
by leading Churchmen, composers, & Church musicians

WRITE: JAMES LITTON, DEPT OF CHURCH MUSIC
WESTMINSTER CHOIR COLLEGE
PRINCETON, NEW JERSEY 08540
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Converse College Orders
Schantz for Recital Hall

Converse College, Spartanburg, S.C.,
is building a new music building which
will have a recital hall seating 400 peo-
ple. Schantz Organ Company, Orrville,
Ohio has been given the contract to build
a three-manual organ in a functional,
exposed, position across the back of the
stage. The swell and choir will be en-
closed in expression boxes with the
pipes of the great and pedal arranged
in a symmetrical placement between and
in front of the boxes. The drawknob
console will be movable on the stage.

The contemporary building was de-
signed by architects Perry, Dean, and
Stewart, Boston, with the interior de-
sign by Otto Zinke, Inc.,, Greensboro,
N.C. The specification was prepared by
Rachel Pierce, head of the organ de-
partment of the college, and Alfred E.
Lunsford of the Schantz staff. Henry
Janiec is the dean of the school of
music.

GREAT
Quintation 16 ft. 61 pipes
Principal 8 ft. 61 pipes
Bordun 8 ft. 61 pipes
Octave 4 ft. 61 pipes
Hohlfléte 4 ft. 61 pipes
Super Octave 2 ft. 61 pipes
Mixture 4 ranks 244 pipes

SWELL
Flute a Cheminée 8 ft. 61 pipes
Viola de Gamba 8 ft. 61 pipes
Viole Celeste 8 ft. 49 pipes
Prestant 4 ft. 61 pipes
Flute a bec 2 ft. 61 pipes
Plein Jeu 3 ranks
Trompette 8 ft. 61 pipes
Hautbois 4 ft. 61 pipes
Tremulant

CHOIR
Gedackt 8 ft. 61 pipes
Erzihler 8 ft. 61 pipes
Erzihler Celeste 8 ft. 49 pipes
Koppelfléte 4 ft. 61 pipes
Nasat 224 ft. 49 pipes
Principal 2 ft. 61 pipes
Terz 1% ft. 49 pipes
Quinte 1¥5 ft.
Krummhorn 8 ft. 61 pipes
Tremulant

A'fred Brinkler, who became organist and

choirmaster of St. Luke’s Cathedral, Port-
land, Maine in 1905 and retired in 1952,
celebrated his 90th birthday May 2 by
playing a fullscale organ recital at the
Cathedral. Born in Ramsgate, England and
trained in London, Dr. Brinkler began his
career as organist in 1898 at St. Mary’s
Minster, near Ramsgate. He came to Ameri-
ca in 1902 as organist and choirmaster of
St. Matthew’s Cathedral, Dal'as, Tex.

He is ARCO and FAGO; Bowdoin College
awarded him a MusDoc in 1952. He servad
as Portland municipal organist from 1933 to
1952; he played o recital celebrating the
50th anniversary of the City Hall recitals
in 1962,

Dr. Brinkler was appointed Warden of
the Cathedral in 1956 and named Warden
Emeritus last January for the rest of his
life. He refers to his 90th birthday recital
as his “swan song.”

PEDAL
Principal 16 ft. 32 pipes
Bordun 16 ft. 32 pipes
Quintaton 16 ft.
Octave 8 ft. 32 pipes
Bordun 8 ft. 12 pipes
Quintaton 8 ft.
Super Octave 4 ft. 32 pipes
Bordun 4 ft. 12 pipes
Mixture 2 ranks 64 pipes
Posaune 16 ft. 32 pipes
Trompete 8 ft. 12 pipes

Hautbois 4 ft.
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Announcing a new release in our
“KING OF INSTRUMENTS” series:

VOLUME AS-324

SWEELINCK, FRESCOBALDI, ALAIN, and
many more.

PAUL VAN VEELEN

OF ZANDVOORT, THE NETHERLANDS

Performing on the mechanical
action organ installed in

ST. STEPHEN UNITED METHODIST CHURCH
MESQUITE, TEXAS

Tonal design and finishing by
ROBERT L. SIPE

AEOLIAN-SKINNER ORGAN CO., INC.

PACELLA PARK DRIVE RANDOLPH, MASS. 02368

STEREO $5.98
Post Paid
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FIRST PRESBYTERIAN CHURCH, MOUNT PLEASANT, IOWA

HAUPTWERK BRUSTWERK PEDAL
Holzgedeckt 8 Quintadena 8 Subbass 16
Prinzipal 4 Spitzflste 4 Prinzipal 8’
Blockflste & Prinzipal 2 Koppelflote 4
Mixtur 111 1/3 Terz 1-3/5*
Krummhorn 8’ MECHANICAL ACTION

GABRIEL KNEY & CO., LIMITED, PIPE ORGAN BUILDERS
137 FALCON STREET, LONDON 35, ONTARIO, CANADA

Reference copies at no charge!

ANTHEMS FOR ADVENT

Your choice of any five (5) Advent anthems listed below —
at no charge. Use the coupon below to make your selection.

éhawnee ?l'ess inc.

DELAWARE WATER GAP, PA, 18327

Please send — at no charge — the 5 anthems | have checked below:
[71 Above the Hills the Advent Light, SATB by Wihla Hutson {A580)

[] Advent Carol, SATB by Paul Hamill (84936)

[] Benedictus and Hosanna, SATB by Houston Bright (A589)

[J Chorus and Nocturne for Advent, SATE and Soprano Solo by Noble Cain (85521}
[ He Shall Come Down, SATB by Virgil T. Ford (84936)

[0 He Shall Come Down Like Rain, SATB by Clifford McCormick (A285)

[] Hoslannal, SATB arranged by Livingston Gearhart (A392)

[ Li## Up Your Heads, SATB arranged by George Brandon (A%29)

O Come, O Come, Emmanuel, arranged by Elliott Goodwin
[] SATE (84464)
[] SAB (B8604)

[] Six Introits for Advent and Christmas, SATB by Raymond Lindstrom (84938)

NAME

ADDRESS

CITY
D770 "'S"

STATE ZIP.

Suburban Reuter Prepares
for Antiphonal Division

The Reuter Organ Company has com-
pleted the installation of a new three-
manual, 37-rank instrument (with an
antiphonal prepared for) at St. Michael
and All Angeles Episcopal Church,
Mission, Kan., Kansas City suburb. The
instrument is installed in a free-stand-
ing manner in the balcony area of the
church where it is situated immediately
to the rear of the choir singers.

The Rev. Benjamin Harrison is cur-
1te, organist-choirmaster for the church,
and he in consultation with members
f the Reuter staff planned the specifi-
cation for the organ. The organ is a
=ift to the church in memory of John
W. Sintic.

GREAT
Principal 8 ft. 61 pipes
Bourdon 8 ft. 61 pipes
Octave 4 ft. 61 pipes
Spillfiote 4 ft_ 61 pipes
Super Octave 2 ft. 61 pipes
Fourniture 4 ranks 244 pipes
Trumpet 8 ft.
Clarion 4 ft.
Chimes (prepared)

SWELL
Rohrgedeckt 16 ft. 85 pipes
Viola 8 ft. 61 pipes
Viole Celeste 8 [t. 54 pipes
Rohrfléte 8 ft.
Spitzprincipal 4 ft, 61 pipes
Rohrilote 4 ft.
Nasard 224 ft. 61 pipes
Blockfléte 2 ft. 61 pipes
Tierce 134 ft. 61 pipes
Plein Jeu 3 ranks 183 pipes
Basson 16 ft. 85 pipes
Trompette 8 ft. 61 pipes
Hautbois 8 ft.
Clairon 4 ft.
Tremulant

CHOIR
Copula 8 ft. 61 pipes
Gemshorn 8 ft. 61 pipes
Gemshorn Celeste 8 [t. 54 pipes
Nachthorn 4 ft. 61 pipes
Italian Principal 2 [t. 61 pipes
Larigot 1%5 ft. 61 pipes
Cymbel 2 ranks 122 pipes
Krummhorn 8 it. 61 pipes
Posaune 16 ft.
Trumpet 8 ft.
Clarion 4 ft.
Tremulant

John R. Strege has been appointed organ-
ist-choirmaster of St. Mark's Episcopal Parish,
Portland, Ore. The church has a Werner
Bosch tracker described in The Diapason for
August, 1966. A native of Fond du Lac, Wis.,

Mr. Strege has his BA from Concordia
Teachers College, River Forest, Ill., where
his organ study was with Paul Bunjes; at
River Forest he assisted Paul Bouman at
Grace Lutheran Church. He has his MMus
from Syracuse University where his study
was with Arthur Poister and David N. John-
son; at Syracuse he was organist-choirmaster
of Calvary Episcopal Church.

In addition to his duties at St. Mark’s,
Mr. Strege is instructor at Concordia College,
Portland. He has continued the concert series
at St. Mark’s and has been heard on the
St. Mark’s organ on radio.

PEDAL

Resultant 32 ft,
Principal 16 ft. 44 pipes
Bourdon 16 ft. 56 pipes
Principal 8 .
Rohrgedeckt 16 It.
Bourdon 8 ft.

Rohrgedeckt 8 ft.
Choralbass 4 ft. 32 pipes
Bourdon 4 ft.

Mixture 3 ranks 96 pipes
Posaune 16 ft. 85 pipes
Basson 16 ft,

Trumpet 8 ft.

Clarion 4 ft.

Krummhorn 4 [t

pipe organs.

brochure available

SCHLICKER

for excellence of design, the finest of quality materials, and the

highest order of craftsmanship in mechanical and electric action

Buffalo, New York 14217
1530 Military Road

member APOBA

McMANIS

KANSAS CITY, KANSAS
66104

pipe organ builders
tracker and electro-pneumatic

W. Zimmer & Sons

INCORPORATED

4900 WILMONT ROAD * CHARLOTTE, N. C. 28208
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—GRAND ORGUE—

FEET
Quintaton 16’
Montre 8’
Flute a cheminée 8
Prestant 4
Flute a fuseau 4'
Flute conique 2
Cornet I (TC) 2 2/3¢
Fourniture 1V 11/3
Trompette 8’

GLIS.

RIMOUSKI, Quebec

—POSITIF—

PIPES
56
56
56
56
56
56
88

224
56

10 Salizional

11 Bourdon

12 Flute conique
13 Doublette

14 Petite quinte
15 Cymbale Il

16 Cromorne
Tremolo

MECHANICAL KEY AND STOP ACTION

Casapant {1t

11/3
/2

m SAINT-PL

56
56
56
56
56
168
56

ST-HYACINTHE, QUEBEC, CANADA
artistic direction by Lawrence Phelps

L]

17 Soubasse

18 Flute

19 Principal

20 Mixture IV
21 Basson (L/2)

LS

LIMITEE

X

—PEDALE—

16
8’
4’
2!

16’

32
32
32
128
32



UNION PRESBYTERIAN CHURCH
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VIERNE’S PROGRESSIVE
USE OF CHROMATICISM

As a gencral statement it is safe to
say that Vierne’s harmonic style in his
six organ symphonies is a chromatic
one. The plethora of sharps, flats, and
accidentals in the printed score would
seem at once to bear this out. In all
six organ symphonies one can find
numerous examples of chromatic, rather
than diatonic, nonharmonic tones, that
is, appoggiaturas, passing tones, auxilia-
ries and suspensions. An attempt to
classify and to catalog all these chro-
matic non-chord tones would be both
difficult and unrewarding, for such a
classification would reveal little of
Vierne’s use of tonality, or key-centered-
ness in his symphonies. In general, how-
ever, Vierne’s harmonic style, as re-
vealed in his organ symphonies, pro-
gresses from a clearly-defined — albeit
chromaticised — use of tonality, as
found in his First and Second sympho-
nies, to a more obscure use of tonality,
as found in his Fifth and Sixth sympho-
nies. More specifically, the first two
symphonies possess the “functional har-
mony” of the classic-romantic tradition;
the many chromatic, non-harmonic
tones and chromatic chords do not alter
the functional harmonic progressions of
“common-practice” music, or music of
the 18th and 19th-centuries.

At the other extreme, Vierne's last
two symphonies, notably the Sixth, are
much less stable tonally, the key cen-
ters being constantly shifted. These sym-
phonies have many passages where a
definite feeling of tonality is obscured
or delayed by a highly chromatic bass
line or general chromatic texture.

THE CENTENARY OF VIERNE’S birth
was honored in London concerts of this year’s
English Bach Festival. All six organ sym-
phonies were heard: Symphony 1 — Martin
Neary at St. Margaret, Westminster, April
24; Symphony 2 — Fernando Germani at St.
Paul’s Cathedral April 23; Symphony 3 —
Marie-Madeleine  Duruflé at Westminster
Abbey April 22; Symphony 4 — André Mar-
chal at Westminster Cathedral April 27; Sym-
phony 5 — Ralph Downes at Festival Hall
April 28; and Symphony 6 — Chorzempa at
St. Margaret Westminster April 21.

Vierne & His Six Organ Symphonies:

Part 1l

The middle two symphonies, the
Third and Fourth, bridge the gap be-
tween the two extremes of harmonic
styles. These works are characterized by
many more chromatic non-chord tones
and chromatic progressions than the
first two symphonies, but they never-
theless retain the strong functional har-
monic progressions of classical tonality.

Thus the six symphonies fall into
three groups of two, each pair showing
a noticeable harmonic consistency. The
first two symphonies, which reflect the
harmonic idiom of Franck, were written
at the ages of 29 and 32 respectively.

By Page C. Long

The Third and Fourth symphonies were
written at the ages of 41 and 44, while
the Fifth Symphony was written at age
of 54 and the Sixth at age 60. The sym-
phonies represent about 30 years of
Vierne’s creative life and almost half of
his actual lifetime.

MELODY IN THE VIERNE
ORGAN SYMPHONIES
The melodies of the first three Vierne
symphonies are, for the most part, dia-
tonic and relatively devoid of chromatic
alterations. The accidentals appearing
on the pages of these works are usually

Ex. 3. Symphony V, first movement, m. 4-9.
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chromatic non-chord tones, or such
common accidentals as the leading tone
to the dominant or the leading tone of
the minor scale. The chromaticism of
these first three symphonies is caused
more by the harmony than by the mel-
ody itself. In other words, Vierne ap-
plies a chromatic harmony to his dia-
tonic melodies. In the Fourth Sympho-
ny, however, one notes an increase in
the use of accidentals in the melodies
themselves, especially in a theme of the
first movement, which appears in vari-
ous disguises in the last two movements.
The cyclic themes of the Fifth Sym-
phony (Ex. 3, 4, and 5) likewise use
both the diatonic and the chromatically
altered tones of the scale in their me-
lodic structure.

_ The Sixth Symphony is in a class by
itself in regard to the abundance of
chromatic tones in its melodies and
harmonies. The secondary theme of the
first movement (Ex. 1) uses all 12
chromatic tones, while the main theme
from the second movement, the Aria,
uses 11 out of 12 chromatic tones (Ex.
2). The first ten notes of the Adagio
cgntain seven chromatic tones, and the
first eight notes of the first movement’s
introductory theme — which later be-
comes the toccata figuration in the same
movement — contain eight different
tones, three of which have an accidental.
In the whole symphony the only themes
which can be called predominantly dia-
tonic are B themes of the Scherzo and
of the Final. The final cadence of the
second movement of this work has one
of the rare instances of a modal seventh
(C-natural progressing to the D tonic
in the soprano in m. 85-86). The main
theme of the Final of the Third Sym-
phony, however, gives prominence to the
E-natural in the key of F-sharp minor.

Only rarely does Vierne make use of
the melodic interval of the augmented
second, the principal characteristic of
the harmonic minor scale. One instance
of this occurs in the 11th measure of
the Allegro of the Fourth Symphony
(G-sharp to F-natural).

If one were to look at all the themes
of the Vierne’s six symphonies, one
would be impressed by the great num-
bers of tied notes, which usually bring
about strong syncopations. Practically
every other theme has at least one ex-

(Continued, next page)
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Photographs at left point up recent and
very important improvements to the
Model R-R Capture Type Combination
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ample of tied notes or syncopated rhyth-
mic patterns, such as the 8th-quarter-8th
combination. Noteworthy also is the
high incidence of themes which begin
with an anacrucis, although lor somc
reason this is less true of the second
and last symphonies than of the other
four.

Although Vierne often changes key
signatures and tempo markings within
the course of a single movement, he
never changes the meter during a move-
ment, a frequent practice among many
of his contemporaries such as Tourne-
mire. The classic spirit of Vierne found
ample rhythmic variety within a con-
stant metric scheme.

In all the Vierne symphony move-
ments the phrase lengths would seem
to be as often irregular as regular,
Vierne frequently electing to build his
musical sentence from chains of phrases,
or from phrases having an odd number
of measures. The opening nine-measure
period of the Prelude to the First Sym-
phony, for instance, groups itself by
measures into the following scheme: 1 +
1 + 2 4+ 2 + 1 + 2. The opening 28
measures of the Final to the Sixth Sym-

hony fall into this phrase pattern: 4
(introduction), 4 4+ 4 + 4 4+ 6 + 6.
Vierne’s usual melodic compositional
process is that of the continuous deriva-
tion of small initial melodic units. The
Prelude to the First Symphony (Ex. 22
— Part IIT of this article) is a case in
point; the entire movement is derived
from the motives in the first four
measures.

In the last three symphonies this
continuous derivation of melody mani-
fests itself in the cyclic — or trans-
movement — themes common to each of
these works. In the Fourth Symphony
the “germinal” theme of the Prelude
(first movement, m. 3) is altered to
become the B theme of the Romance
(m. 48) and the main theme of the
Final.

The Fifth Symphony has two cyclic
themes. Examples 3, 4, and 5 show one
of these germinal themes and two of
its transformations. In a similar fashion,
the main theme of the first movement
(Ex. 25, Part III) appears, slightly dis-
guised, in the third and fourth move-
ments. In this symphony the various
transformations of the two cyclic themes
are easily discerned by the ear. The
Sixth Symphony also contains two ger-
minal themes which arec common to two
Or more movements.

If Vierne emulated Franck by adopt-
ing the cyclic princ’ple in his last three
svymphonies, he also copied his teacher
by making use of short ociave canons
in all but his Second Symphony. Since
the literal canonic trcatment usually
does not last for more than six to eight
notes, perhaps one might better call
these passages  “short imitations” of
two or morc voices at the octave, rather
than “canons.” At any rate, the B
theme of the fourth movement of the
First Symphony is typical of this tech-
nique as used by Vierne (Ex. 6).

In the Fugue of the same work the
four-voiced imitations in m. 38 to 49
are exemplary. The B theme in the
last movement (m. 49) is an cxtended
canonic pastage in which nine notes
of the theme are imitated at the octave
between the soprano and the pedal
The time lapse between voices is only
one beat. This nine-note canonic figure
is developed into a sequential scction
covering 16 measures (m. 49-65).

Other examples of octave canons arc
found in the Romance of the Fourth
Symphony (last five mecasures) and in
the tirst movement of the Fifth Sym-
phony (m. 23-26). In the first movement
of the Sixth Symphony the first six
notes of the “T”, or toccata theme, are
imitated at the octave in m. 103-106.

In the Final to the Fifth Symphony
there are two short examples of canon
at the 11th in m. 38-40 and 45-47. In

the same movement the B theme is
imitated at the ninth — after a two-
mecasure time lapse — in m. 73-80. A

less strict canon of the B theme at the
interval of a tenth occurs in m. 75-86
of the Final of the Third Symphony.

MAJOR-MINOR THIRD CONFLIC1
AND CROSS RELLATIONS

Cross .relation, or false relation, de-
notes the appcarance in different voices
of two tones which, owing to their mu-
taally conflicting character — for in-
stance the major and minor third of
the same triad — are best placed as a
melodic  progression in one voice.
Throughout the history of the major-
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minor scale system there have been sound simultaneously with its minor
composers who have employed this “di-  third.

agonal” chromatic alteration with great
effect. Gesualdo in the renaissance pe-
riod and Frescobaldi in the early ba-
roque are two composcrs whose music
abounds with conilicts of major and
minor thirds (and sixths). ]J. S. Bach
gives us a striking scquence of cross rela-
tions of major-minor thirds in his well-
known C Minor Prelude from the first
volume of the Well-Tempered Clavier
(m. 17-20). The first movement of the
Brahms Third Symphony highlights this
device in its first theme. Many compos-
crs of our own century have used cross
relations extensively, some composers
cven allowing a triad’s major third to

In all six of Vierne’s organ sympho-
nies the major-minor third (or sixth)
conflict is apparent. In the Final to the
First Symphony the main theme, in the
podal. sets up a momentary conflict be-
tween G-natural and G-sharp. (Ex. 7, 8)

When the conflict of thirds occurs
hetween two voices — for instance, be-
tween soprano and alto parts — it be-
comes a real cross relation, or false rela-
tion. The Adagio of the Third Sympho-
ny presenis a simullaneous cross rela-
tion between A and A-sharp (m.4). The
A natural could be censidered as an
appoggiatura to the G. Notice also the
D sharp and D-natural conflict in the
tenor voice (m. 3).

The continuously developed theme in
the opening movement of the Fourth
Symphony uses a number of diatonic
and chromatically alteved notes of the
G minor tonality. This is introduced
under an octave G tonic inverted pedal
point in the manuals. (Ex. 9)

CHROMATIC SCALE SEGMENTS
WHICH OBSCURE TONALITY

A descending or ascending chromatic
scale segment of six notes (half the 12
tones available) or more can momen-
tarily obscure a feeling of tonality, espe-
cially if the chromatic segment appears
in the bass part. In the chronological
order of his symphonies, Vierne increas-
ingly employs chromatic segments which
delay a definite key feeling. In the
Prelude to the First Symphony the ear
accepts the melody, based upon a chro-
matic scale segment, as belonging to the
D minor tonic, since the D pedal point
remains firmly tonic-bound for the first
five measures. (Ex. 10)

In the introduction to the first move-
ment of his Sixth Symphony, Vierne
allows chromaticism to hide completely
the tonality of D major. (Ex. 11)

SPECIAL CHORDS AND PEDAL
POINTS USED BY VIERNE

The harmonically elusive nature of
the diminished seventh chord was at-
tractive to Vierne, who frequently used
it as a modulatory or embelYishing
chord in his symphonies. In the Prelude
of the First Symphony he uses it to em-
bellish the tonic of D minor in the coda,
which begins at m. 82. In the following
movement, the Fugue, he outlines the
diminished seventh chord in the first
measure of the subject. As a result, vari-
ous forms and transpositions of this
chord appear throughout the movement.
An unashamed sequence of these chords
appears in the coda (which starts at m.
99) over a dominant pedal.

Vierne frequently embellishes the di-
minished seventh chord with an appog-
giatura taken a whole step from above,
as in m. 152 of the second movement of
the Fourth Symphony. (Ex. 12)

Vierne makes some use of augmented
triads. In the Prelude of the First Sym-
phony he uses the G-B-E-flat triad to
precede the G minor triad, the subdom-
inant of the key (m. 69). The first
movement of the Fifth Symphony makes
frequent use of three augmented triads
in succession.

One of the most unusual and memor-
able final cadences in all the symphony
movements is the one at the end of
the second movement of the Fourth
Symphony. Here the augmented medi-
ant chord directly precedes the tonic
with a raised third. Similarly, the last
eight measures of the third movement
of the Sixth Symphony employ a sc-
quence of augmented triads.

The augmented six-five chord, some-
times called the “German sixth” chord,
appears often in the symphony move-
ments. In the introduction to the first
movement of the last symphony, it ap-
pears in inversion, prolonged for four
measutres just prior to the first state-
ment of the A theme.

The coda of the Allegro vivace move-
ment of the First Symphony ecmploys
the augmented six-five chord in alterna-
tion with the tonic chord (m. 189 to the
end). The final cadence of the last
movement of the Second Symphony uses
this chord to precede the tonic.

In the Final of the last symphony, the
augmented six-five chord precedes the
tonic just before the coda (m. 298-303).

The less sonorous augmented six-three
chord, the “Italian sixth” chord, does
not appear in the symphonies. The
“French sixth”, or augmented six-four-
three chord, appears for the first time
in the Adagio of the Third Symphony
(m. 77), and is used several times in the
Fifth Symphony (fourth movement, m.
29, and last movement, m. 37, 42, 173,
and 224). In the last symphony the
introduction of the Aria cnds with a
French sixth chord in m. 5. (Ex. 13)

The augmented eleventh chord, al-
ways easily identified by the ear, ap-
pears in the Fifth Symphony, first move-
ment, m. 59 and 41, and in the first
movement of the Sixth Symphony, m.
20 and 49. (Ex. 14)

Vierne adds the sixth degree of the
scale to the final tonic chord in four
symphony movements. In the closing
measures of the Final of the First Sym-
phony the B-natural embellishes the
arpeggiated D maijor tonic chord in the
pedal solo. (Ex. 15)

THE DIAPASON



In this example Vierne repeats the
final ¢ciic chord three times. ‘This
threefold tonic chord repetition in the
final cadence is found in at least one
movement of all the symphonies except
the Second. In the First Symphony he
uses this idiosyncracy in the last two
movements, while in the Fourth Sym-
Fhony it is found in the first, third, and
ast movements. In the Third Symphony
it is found at the end of the second
movement, and in his last two sympho-
nies he closes the first movements with
this device, which might be termed a
“mannerism” peculiar to Vierne. In the
final cadence of his last symphony
movement, the Final from the Sixth
Symphony, the added sixth tone is al-
lowed to sound boldly in the threefold
tonic chord repetition.

One of the chief earmarks of Vierne's
symphony movements is his frequent
and consistent use of pedal points of
all kinds — tonic, dominant, mediant,
or inverted pedals found in a top or
middle voice. The capacity of the organ
to hold tones for long periods without
pause for a breath has inspired many
composers of organ music to use this
device, which 1is also called “organ
point.” The sustained tone, especially
if it is in the bass, eventually draws all
the supporting harmonies to itself, but
nevertheless creates new harmonic com-
binations during the course of its dura-
tion. In the Example 16, for in-
stance, the manual parts would sound
rather commonplace and unarresting if
played without the pedal point on F.

In the third movement from the Fifth
Symphony the mediant pedal point ap-
pears in several keys throughout the
movement. (Ex. 17)

The long sustained dominant B-flat
pedal point in the Adagio of the Sixth
Symphony is typical of Vierne’s use of
inverted pedal point in a top or middle
voice. (Ex. 18)

ISOLATED EXAMPLES OF
UNUSUAL HARMONIC EFFECTS

The following musical examples must
be regarded as unusual rather than
typical features of Vierne’s harmonic
style, although they demonstrate at the
same time Vierne’s willingness to use

any device of harmony which suits his
creative purpose.

The five-measure introduction which
precedes the highly chromatic theme of
the Aria of the Sixth Symphony (Ex.
2) reminds onc of the ‘“chord-planing”
effects found in some of Debussy’s mu-

sic. In this introduction a sequence is
formed on the resolution of a ninth
chord into a seventh chord. (Ex. 19)
The following cxample is the opening
of the Cantiléne of the Third Sympho-
ny. ‘T'he right hand features the B-F
tritone while the left hand sounds a

Ex. 16. Symphony V, first movement, m. 13-15.
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Ex. 18. Symphony VI, fourth movement, m. 15-19.
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chord of fourths, using a conflict be-
tween D and D-sharp. 'T'he movement
is in A minor. (Ex. 20)

CONCLUSIONS REGARDING
VIERNE'S USE OF HARMONY

Vierne’s chromaticism grows increas-
ingly more complex from his first to his
last organ symphonies. The simple chro-
matic alteration of scale tones, charac-
teristic of the chromaticism of the first
three symphonies (Ex. 7 and 8), yields
to a more complicated chromaticism of
the last three symphonies (Ex. 11 and
14). In these last two examples one
senses that the dissonant clashes present
in the harmonies are a product of con-
trapuntal movement of the individual
voices.

In his last three symphonics Vierne
sometimes uses familiar chords in a
non-traditional way. Compare the tra-
ditional use of seventh chords in the
first two symphonies with the more pro-
gressive use of the same type of chord
in the last two symphonies (Ex. 13 and
19). Compare also the use of the con-
ventional tonic and dominant pedal
points in the First Symphony with the
use of the highly dissonant pedal points
throughout the first movement of the
Fifth Symphony (Ex. 6). Mention has
been made in this discussion of the use
of special chromatic chords in the last
three symphonies — ninth chords, aug-
mented elevenths, augmented sixths,
and added sixth chords.

The melodies themselves in Vierne’s
symphony movements become increas-
ingly more chromatic from the First
Symphony to the Sixth. The melodies
of the First Symphony are fairly dia-
tonic (Ex. 6 and 7), while the melodies
of the last symphony (Ex. 1 and 2) use
many chromatic tones; these last two
examples, in fact, use all, or most, of
the 12 chromatic notes, as was pointed
out.

Continuous derivation of melody from
small, initial melodic units is a fairly
consistent feature of all the symphony
movements. This compositional process
tends to produce many instances of ir-
regular phrase length in the Vierne
symphonies.

(To be concluded)
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Harpsichord News

More Chamber Music
With Harpsichord

By Larry Palmer

In response to our request that read-
ers submit additional titles of con-
temporary chamber music with harpsi-
chord, we have the following additions
to our list: (from Carl Helmick, Jr. of
the University of Arizona):

e Wolfgang Fortner: New-Delhi Mu-
sik (flute violin, ’cello, harpsichord)
Schott 5064.

e John Joubert: Sonata a Cinque for
recorder (flute), 2 violins, ’cello, harpsi-
chord. Novello.

e Edmund Rubbra: Fantasia on a
theme of Machaut, opus 86, for recorder,
string  quartet, harpsichord. Alfred
Lengnick, London.

e Heinrich Kaminski: Music for 2
violins and harpsichord. Peters 4183.

e Henri Pousseur: Madrigal Two, for
flute, violin, gamba, harpsichord. Uni-
versal Edition 13803.

e Siegfried Borris: Trio for harpsi-
chord, recorder, gamba. Sirius Verlag,
Berlin.

e Alan Hovhaness: Duet for violin
and harpsichord, opus 122. Peters 6439.

e Darius Milhaud: Sonata for Clave-
cin and Violin. Elkan-Vogel.

e Ferenc Farkas; All’ Antica for gam-
ba and harpsichord. Edito Musica, Buda-
pest, 1965. (a sonata in three move-
ments)

e Daniel Pinkham: Duet for soprano
recorder (or oboe) and harpsichord.
E. C. Schirmer 2092.

———Eclogue for flute, harpsichord, and
offstage handbells. E. C. Schirmer
2098.

———Concerto for celesta and harpsi-
chord soli. E. C. Schirmer 237.

e Richard Arnell: Sonata da Camera
(harpsichord, violin, gamba). Hinrich-
sen 1310.

———Harpsichord Concertino
strings. Hinrichsen 911.

e Robin Orr: Sonata for Violin and
harpsichord. Hinrichsen 1321. ]

e Jiirg Bauer: Divertimento for harp-
sichord and percussion. Associated.

e Peter Benary: Sonatine for harpsi-
chord and percussion. AMP.

e Alvin Edler: Sonata for viola and
harpsichord. AMP.

e Reinhold Finkbeiner: Trialogue for
harpsichord and percussion. AMP.

with
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1031 Bolling Ave., Apt. 61, Norfolk, Va.
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e Klaus Huber: Noctes intelligibilis
lucis (oboe and harpsichord). AMP.

e R. Kelterborn: Esquisscs for harp-
sichord and percussion. AMP.

e Bernard Krol: Reminiscenza (llute
and harpsichord). AMP.

e A. F. Kropfreiter: Concerto Re-
sponsoriale (organ and harpsichord).
AMP.

® Pcter Mieg: Concerto for harpsi-
chord and chamber orchestra. AMP.

e Music for flute, oboe, violin, viola,
‘cello, bass, and harpsichord. AMP.

o R. von Oertzen: Lyric Concerto for
harpsichord and strings. AMP.

e Quincy Porter: Duo for Viola and
harpsichord. AMP.

e Jano Takdcs: Partita, opus 55,
harpsichord and orchestra. AMP.

(from Helen Keaney of the New Eng-
land Conservatory)

e Carlos Surinach: Tientos for harp-
sichord, English horn, and tympani.
AMP.

e Daniel Pinkham: Serenade for Vio-
lin and harpsichord. R. D. Row.

e G. Petrassi: Concerto for four
winds, strings, and harpsichord.
Mr. Helmick also suggests several

catalogs — a “Music for Harpsichord”
available on request from Associated
Music Publishers and the listings of
Pioneer Editions (formerly Composers’
Facsimile Edition) at 170 West 74th
St., New York 1023.

OFF THE SOUNDBOARD

Travis Grimes was harpsichordist in
an all-Couperin program at the Univer-
sity of Manitoba, School of Music, on
May 19. She played the 27th Ordre and,
together with Peggie Sampson, gamba,
accompanied Phyllis Thomson in the
Premiere Lecon de Ténébre. Organ por-
tions of the program appear in this
month’s recital pages.

Gustav Leonhardt, Frans Briiggen,
and Anner Bijlsma played this concert
in the Hall of the German Bank, Frank-
furt-am-Main, Germany, on March 8:
Suite in G major for recorder and con-
tinuo, Dieupart; Ricercar for ’cello,
Gabrieli; Ricercar, degli Antonii; two
Sonatas in A major for harpsichord,
Scarlatti; Sonata in D minor for re-
corder and continuo, Telemann; The
Nightingale in Love, Couperin; Engels
Nagtegaeltje, J. J. van Eyck; La Folia,
Corelli.

The Harpsichord vol. III, No. 2, fea-
tures articles by George Sargent and
Helen R. Hollis. George Huber, Swarth-
more College, lists “More Contemporary
Music for Harpsichord.” Letters to the
editor from Wallace Zuckermann and
John Challis present interesting view-
points concerning Mr. Zuckermann'’s
new book.

For its final concert of the season,
the Norfolk Chapter Consort pro-
grammed 20th-century music since 1950.
Larry Palmer was harpsichordist for
Ned Rorem’s “Lovers” (harpsichord,
ohoe, ’cello, and percussion), a narra-
tive in ten scenes.

Cynthia Hoover’s booklet, Harpsi-
chords and Clavichords, is now available
from the Smithsonian Institution Press
(U-S. Government Printing Office) for

40 cents, postpaid. This 44-page bargain
is filled with beautiful photographs of
representative  instruments from the
Smithsonian collection. Here is an ex-
cellent and inexpensive gift for stu-
dents, friends, or anyone.

Music from the 15th through the
20th centuries was performed at the
Mission San Xavier del Bac, Tucson,
Arizona, on March 6. Shirley Helmick,
Roy Johnson, and Janet Adolphson
were harpsichordists, and the program
included: Ricercar, Ortiz; Sonata in A
minor for Viol and Continuo, Tele-
mann; pieces by Wm. Byrd and Dur-
ante; Organ Trio Sonata No. 1 (in a
transcription for flute, violin, and con-
tinuo), Sheep May Safely Graze, Bach;
Two Interludes for Flute, Violin, and
Harpsichord, Ibert.

Larry G. Palmer has been appointed as-
sociate professor of harpsichord and organ

at Southern Methodist University, Dallas,
beginning in September. He will continue the
program in harpsichord begun by the late
James H. Tallis. The University has been
given two new harpsichords, one a Dulken
model built by Rainer Schiitze in Heidelberg.
Two new graduate programs have been
established — a master of music with a
major in harpsichord and a double major
in harpsichord and organ.

Dr. Palmer comes to SMU from Norfolk
State College, Norfolk, Va., where he has
taught since 1965. He previously taught at
St. Paul’s College, Lawrenceville, Va. At
Norfolk he conducted the concert choir, the
Collegivm Musicum, the opera workshop and
taught organ, harpsichord, advanced music
history and advanced conducting. He con-
ducted the Norfolk Chamber Consort and
was organist-choirmaster at Trinity Lutheran
Church. He is active as organ and harpsi-
chord recitalist, having played both in
Europe and in the USA. He is author of
Hugo Distler and His Church Music and has
edited some Distler choral works with Eng-
lish text.

A graduate of Oberlin Conservatory in
1960, where he was an organ student of
Fenner Douglass, Dr. Palmer’s junior year
was spent in Salzburg where he studied
harpsichord with Isolde Ahlgrimm. He has
the MMus and DMA in church music from
Eastman School of Music where he was an
organ student of David Craighead. He has
spent two summers in Haarlem, The Nether-
lands, studying harpsichord with Gustav
Leonhardt. He edits the monthly harpsichord
column for THE DIAPASON.
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Reuter Organ Dedicated
at Olivet Nazarene College

The Ella Leona Gale organ, named
in memory of the long-time Olivet
Nazarene College organist and teacher,
was dedicated May 17 with a program
under the direction of Ovid Young
with assisting vocal and instrumental
musicians. The three-manual Reuter is
in the College Church of the Nazarene,
Bourbonnis, Ill. Brass and timpani
were heard on Peeters’ Entrata Festival
and the Concert Singers sang the Vi-
valdi Gloria. Mr. Young’s organ num-
bers are listed in the recital pages.

GREAT
Open Diapason 8 {t. 61 pipes
Melodia 8 ft. 61 pipes
Dulciana 8 ft. 61 pipes
Octave 4 ft. 61 pipes
Twelfth 224 ft. 61 pipes
Fifteenth 2 ft. 61 pipes
Mixture 3 ranks 183 pipes
Festival Trumpet 8 ft. 61 pipes
Chimes

SWELL
Principal 8 {t. 61 pipes
Rohr{lste 8 ft. 61 pipes
Viole de Gambe 8 ft. 61 pipes
Viole Celeste 8 ft. 49 pipes
Flute 4 ft. 61 pipes
Nasard 224 ft. 61 pipes
Block{léte 2 ft. 61 pipes
Fagotto 16 ft. 61 pipes
Trumpet 8 ft. 61 pipes
Hautbois 4 ft. 61 pipes
Tretolo

CHOIR
Nasonfléte 8 ft. 61 pipes
Nachthorn 4 ft. 61 pipes
Doublette 2 ft. 61 pipes
Larigot 1Y4 ft. 61 pipes
Tremolo

PEDAL
Contrabass 16 ft. 12 pipes
Bourdon 16 ft. 58 pipes
Lieblichgedeckt 16 ft. 32 pipes
Quint 10% ft. 32 pipes
Diapason 8 ft.
Bourdon 8 ft.
Choral Bass 4 ft.
Bourdon 4 ft.
Bourdon 2 ft.

Church in Norwich, N.Y.
Installs New Allen

The Broad Street Methodist Church,
Norwich, N. Y. has installed and three-
manual Allen instrument. The plan
includes a processional installation pro-
jecting all stops of the choir division.
The organist is Jean Spang.

GREAT
Gemshorn 16 ft.
Priucipal 8 ft.
Dulciana 8 ft.
Bourdon 8 ft.
Lieblichflote 8 ft.
Octave 4 ft.
Flute Harmonique 4 ft.
Twelfth 224 ft.
Fifteenth 2 ft.
Waldflote 2 ft.

Mixture 4 ranks
Harp
Celesta
Carillon
CHOIR Arthur Birchall has become service dirzc-
Viole 8 ft. tor in the United States for Casavant Fréres,

Aeoline 8 ft.
Quintadena 8 ft.
Flute 8 ft.
Prestant 4 ft.
Quintade 4 ft.
Quinte 224 ft.
Principal 2 ft.
Spillfléte 2 ft.
Larigot 15 ft.
Sifflste 1 ft.
Scharf 3 ranks
Dulzian 16 ft.

Ltée, St.-Hyacinthe, Quebec. Mr. Birchali
gained his early training in organ building
with Rushworth and Dreaper, Liverpool,
England. He joined the staff of Aeolian-
Skinner in 1951 and became vice-president
ten years later. He brings to Casavant wide
experience in every aspect of organ build-
ing.

PEDAL
ﬁ::::g:l:g!‘:l 34“-“' Contra Basse 32 ft.
Contre Dulciana 32 ft.
Principal 16 ft.
SWELL Gemshorn 16 ft.
Geigen Diapason 8 ft. Bourdon 16 ft.
Gamba Celeste 2 ranks Lieblich Gedeckt 16 ft.
Gemshorn 8 ft. Octave 8 ft.

Gedeckt 8 ft.
Choral Bass 4 ft.

Voix Celeste 2 ranks
Gedeckt 8 ft.

Flute Celeste 2 ranks Pif:colo 2 4t
Octave Geigen 4 ft. Mixture 3 ranks
Flute 4 ft. Contra Bombarde 32 ft.

Bombarde 16 ft.
Posaune 8 ft.
Clairon 4 ft.

Nazard 224 ft.
Doublette 2 ft.
Blockflte 2 ft.
Plein Jeu 4 ranks
Contra Fagotto 16 ft.
Hautbois 8 ft.
Trompette 8 ft.

WILLIAM SELF and the Boys Choir of St.
Thomas Church, New York City were guests

Some Choral Performances

Noted

A number of choral programs have
reached our desks within the weeks of
High Spring. We glean from them an
]iglteresting if not at all comprehensive
ist:

Buxtehude Jesu, Joy and Treasure —
Huntington Court United Methodist
Roanoke, Va. (C. Ralph Mills); Church
of Our Mother of Sorrows, Louisville,
Ky. (Robert Crone); Twelve Corners
Presbyterian, Rochester, N.Y. (Robert
Finster); First Methodist, El Dorado,
Ark. (Gordon & Helen Betenbaugh).
Debussy L’Enfant  Prodige, Trinity
Church, New York City (Frank Cedric
Smith). Distler Choral Motets, Little
Advent Music, St. Mark’s Church, Glen-
dale, Calif. (Richard W. Slater). Distler
Totentanz, Church of the Ascension,
New York City (Vernon DeTar). Schu-
bert Mass in E flat, First Presbyterian
Church, Niles, Mich. (Walter R. Gin-
ter, Doris Blackmun). Haydn Lord Nel-
son Mass, Christ Church Cathedral,
Hartford, Conn. (Raymond F. Glover,
Eleanor L. Taylor). Haydn Creation,
First Baptist, Alhambra, Calif. (Earle
Anderson); Haydn Missa Solemnis, Uni-
versalist-Unitarian  Church, Brockton,
Mass. (Harold Heeremans). Mozart
Missa Brevis, Pinkham Wedding Can-
tata, Kansas City Chamber Choir (Wil-
liam Bliem, Jean Thiel). Handel Dixit
Dominus, Trinity Parish, Princeton
N.J. (James Litton). Bach Praise to God
on High, Concordia Senior College, Fort
Wayne, Ind. Bach Jesus Priceless Treas-
ure, First Presbyterian, Burlington, N.C.
Robert B. King.

FREDERICK L. GRIMES, III and Wil-
liam Hays were at the two organs in St.
Thomas Church, New York City for a per-
formance May 18 of the Vierne Mass in C
sharp minor for choir and two organs. Wil-
liam Self conducted the performance.

LOYOLA UNIVERSITY Men’s Chorus and
Mount St. Mary’s College Singers were di-
rected by Paul Salamunovich May 18 at a
program at St. Andrew’s Presbyterian Church,
Redondo Beach, Calif.

THE MAASTRICHT EASTER PLAYED by

Fagotto 16 ft. Clairon 4 ft. of the Chapel of the United States Naval W. W. Hollman was given May 10 at St.
Fagotto 8 ft. Tremolo Academy at Annapolis for the May 17 service.  Mary’s Abbey, Delbarton, Morristown, N.J.
ST. MATTHEW & ST. TIMOTHY
EPISCOPAL CHURCH
| NEW YORK CITY
Replacing the original building which was destroyed
by fire.
2 3 Manuals — 34 Ranks
Organist-Choirmaster, Mr. Harold Beebe
Architect — Victor Christ-Janer
i The organ is free standing in one corner of this unique
contemporary building.
= ; - In Facade: 16’ Pedal Principal, 8' Great Principal
TRt R e . § =
a ‘. i3
- AUSTIN oreans
- INCORPORATED
HARTFORD, CONNECTICUT 06101
Member: Associated Pipe Organ Builders of America
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Conscientious choral conductors have
been dissatisfied for many years with
cditing  standards in publications of
choral music that are in the public
domain. No other kind of music ex-
cept the solo song has suffered the edi-
torial abuses that are daily heaped upon
choral masterworks from Dufay to De-
bussy. There are, for example, at least
ninteen performing editions of Mo-
zart’s Ave verum corpus (K.618) on the
market, not one of which accurately
represents the composer’s intentions —
or informs the user that it does not do
so!

In the first place, the source that the
cditor or arranger uses to prepare his
version of the piece rarely appears, not
to mention a complete list of authorita-
tive sources. Plagiarism of earlier edi-
tions of popular works is nearly univer-
sal. Secondly, giving the original title,
opus number, performing forces, or ver-
bal text seldom occurs. Wrong notes,
unmentioned cuts or additions, and in-
appropriate and unidentified perform-
ance indications are more the rule than
the exception; cven the composer is
sometimes incorrectly identified. Fi-
nally, the simple honesty of distinguish-
ing between the composer’s and the
cditor’s musical property has become
rare.

As a result, conductors who cringe
with embarrassment when their chorus-
cs sing an incorrect note or word in
public, unknowingly perform editions
full of them. It is as if Hamlet werc
always present in  colloquial modern
English (or the Mona Lisa shown with
a mustache) without any indication that
these werc not the original forms of
thesec masterworks.

If accurate editing of music werc en-
tirely a matter of scholarly practice,
only the musicologist would need to
concern himself with the question; but
it is crucial to the performer’s realiza-
tion of the composer’s work. Surely Mo-
zart’s understanding of his lovely little
motet is more important to the final
musical result that are the opinions of
arranger X or famous conductor Y on
how Mozart should have written his
piece. Such opinions should not be
suppressed, but one must know what
the composer wrote in order to be able
to perform the work with understand-
ing and conviction. If a conductor
knew exactly what the composer wrote
and chose to neglect the composer’s in-
tentions, he could do so and bear the
critical consequences — good or bad.
With most editions of choral music,
however, he cannot cven make this
choice because he does not know what
the composer wrote. .

Furthermore, because of inconsistent
terminology used by publishers and ar-
rangers, the choral conductor cannot
be sure of what he is buying in a score.
A transcription, an edition, and an ar-
rangement are quite different versions
of the same piece. Yet these three terms
are used so loosely that the producer
and consumer cannot possibly agree
about the nature of the merchandise.
The conductor is like a housewife who
must buy all her canned goods with
their lablels torn off.

Suggestions for remedies are apt to
elicit condescending smiles from some
publishers of choral music. As one lead-
ing publisher commented in a recent

The American Choral Directors Association
now has a membership of mnearly 4,000. Its
official publication is The Choral Journal,
with headquarters in Tampa, Florida.

Choral Editing Standards: A Report

By Walter S. Collins

Reprinted from the American Choral Review, January, 1970,
with the permission of The American Choral Foundation, Inc.

“«

L-xchange of letters, “. . . most conduc-
tors are frightened by anything that
appears different,” and “. . . editorial
marks make the edition look forbidding
or even archaic.” While such a state-
ment reveals ignorance of modern edit-
ing practices and lack of confidence
in choral conductors (unjustified es-
pecially in the case of those trained
since World War II), it indicates at the
same time the direction that efforts for
improving editing standards must take:
A great number of purchasers of choral
music will have to begin demanding
accuracy and clarity in what they buy
and, in effect, invalidate the excuse
that quality will not sell. As long as
choral conductors buy any version of
Lasso’s Echo Song or accept any
changes inflicted upon Brahm’s How
lovely is Thy dwelling place, there is
no incentive for many publishers to
change their ways.

In a noteworthy attempt to make the
buying public awarc of this problem
and to exert an influence upon the
publishing industry, the American
Choral Directors  Association  several
years ago appointed their Committee
on Choral Editing Standards. After two
vears of dcliberation, this committee
produced a resolution on terminology
and editing practices that was passed
by the membership of the American
Choral Directors Association at its Na-
tional Convention in Seattle in March,
1968. Subsequently it appeared in The
Choral Journal, the official organ of
the Association, and was sent to every
publisher of choral music in the United
States and Canada. It has also been
used in a number of choral clinics and
classes.

Since the widest possible distribution
of the resolution is desirable, it is also
reprinted below. The committee wel-
comes suggestions for the resolution’s
improvement so that it may be re-
vised and strengthened over the years.

Resolution

Choral Editing
Standards Committee

Presented at the Seattle ACDA Convention
by Walter S. Collins, Chairman of the Choral
editing Standards Committee, the following
resolution was discussed and approved unani-
mously by the meeting of all ACDA Officers
and Board Members:

Whereas the chief purpose of the American
Choral Directors Association is the improve-
ment of all phases of choral music in the
United States, and

Whereas much choral music — especially
that of earlier periods — is published in a
manner which does not accurately represent
the composer’s intentions nor render maxi-
mum service to the needs of the conscientious
choral director,

Therefore Be It Resolved that the Associa-
tion offer the publishers of choral music
the following editorial suggestions and stand-
ards, the adoption of which it believes will
materially improve editing practices without
excessive cost to the publisher and the pur-
chaser, and

Be It Resolved that the Association member-
ship support the recommended standards
wherever possible by purchasing publications
which exemplify the best editing practices and
by avoiding those which do not.

TERMINOLOGY
Each of the three major types of choral
publications which are not original composi-

tions — arrangements, transcriptions, and
editions — requires different publishing pro-
cedures. The use of these terms should be

standardized and publications labeled accord-
ing to this standard. We urge all publishers
and purchasers of choral music to adopt as
standard the following delinitions and methods
of presentation for each type of publication:
ARRANGEMENTS

An arrangement is a deliberate alteration
of the composer’s original intention, such as
occurs in the rewriting of a mixed chorus
for some other choral combination; the adapt-
ing of a new text to the music; or the har-
monization for chorus of a preexistent melody
such as a folk or popular song. Arrangements
should include information concerning the
original version, its composer, its performing
forces, title, text, and opus number. The
identification of the source of the music used
by the arranger is also desirable.

The common practice of publishing ‘ar-
rangements’’ which are simply reprints of
pieces for the same performing forces with
someone’s ideas of interpretation and/or a
translation of the text should be strongly dis-
couraged. Such publications are more properly
termed “‘cditions,”” and should follow the
standards for editions which are given below.

TRANSCRIPTIONS

A transcription is the literal reproduction
ol an original source in a different notation.
Normally this is useful to the scholar only,
and it is falling into disuse in earlier music
because it requires editorial interpretation,
and because it is easily confused with the use
of the word in later instrumental music where
it signifies the rewriting of a composition for
a new medium — what is defined as an
arrangement above. It is suggested that the
term no longer be utilized in choral publi-
cations.

EDITIONS

An edition is a transcription which is made
rcady for modern performance. Its goal is
to provide a version of the music as close as
possible to the composer’s intentions in a form
which easily permits the performer to realize
those intentions if he chooses to and can. It
must include everything left by the composer
(or the sources closest to him) and must
identify any deviations from or additions to
the original made by the editor. The editor
may provide as many suggestions for per-
formance as he wishes — indeed, he should
indicate fully, on the basis of his knowledge
of the performance practices of the time, his
opinion of how the composer would have ex-
pected the piece to be performed; but in
simple honesty, he must always differentiate
between editorial opinion and original ma-

terial.
MINIMUM STANDARDS
OF EDITORIAL PRACTICE

As minimum and immediate standards of
practice for all published editions of choral
music, the American Choral Directors Associa-
tion urges that:

1) The sources used in preparing the edi-
tion should be identified. If the source is a
recognized scholarly edition — such as the
collected works of a composer — many of the
following procedures may be eliminated, pro-
viding always that it is identified as such and
changes from it are specified.

2) All original material, including the origi-
nal composer, title, opus number, and in-
strumentation of the composition should be
supplied, as well as such matters as figured
bass numbers and original realizations, Where
piano-vocal score format is necessary, a de-
scription of the original instrumentation should
be included.

3) The original text should be provided
with the music, as well as any translations or

adaptations, and the author, translator, source,
and liturgical use of the text should be identi-
fied wherever possible.

4) All editorial changes in and additions to
the original sources must be clearly distinguish-
able. There are several recognized methods for
doing so simply (see below).

5) Where necessary, rhythmic values, rhy-
thmic grouping, accents, pitch levels, clefs,
time signatures, key signatures, and other
notation should be modernized. When such
changes are made, an incipit showing the
original notation should be included, and a
description of the alterations not shown by
the incipit be supplied in an editorial note.
Anachronistic notation should be avoided at all
costs.

6) Where two different editions must be
used together — as in the case of separate
choral and instrumental parts — every effort
should be made to assist the performer and
to identify and rectify differences between
them. A full score usually eliminates such
problems and is usually preferable to sep-
arate parts, though, admittedly, it is not
always practical.

7) The composer’s dates and the date of
the composition should be given where known.
It is more desirable to provide musical and
historical information about the piece itself
and its performance than biographical in-
formation about the composer, which is easily
obtainable elsewhere.

8) Measure numbers or rehearsal letters
should be provided to assist the rehearsal. In
order to stimulate more musical rehearsing,
such markings should be placed at con-
venient stopping and starting points in the
music, rather than by some arbitrary system
such as every fifth measure or the beginning
of each staff, provided that they are frequent
enough to eliminate any necessity for exten-
sive counting in rehearsal.

9) The entire text and any translation
should be printed straight through in easily
readable form before the piece in order that
it may be read and understood as a whole.

10) An estimated time of performance
should be provided.

ULTIMATE STANDARDS FOR
EDITORIAL PRACTICE

As a maximum goal, publishers should
eventually adopt a recognized, detailed and
unified standard of editorial pract