THE DIAPASON

AN INTERNATIONAL MONTHLY DEVOTED TO THE ORGAN, THE HARPSICHORD AND CHURCH MUSIC

Sixty-Fifth Year, No. 3 — Whole Ne. 771

FEBRUARY, 1974

The Florida Suncoast, specifically St.
Petersburg, Tampa and Clearwater, was
the scene for the 1973 A.G.O. Midwinter
Conclave from Dec. 26-29. For us north-
ercrs now suffering under the strain
of a fuelshort winter, going to the
Florida Suncoast was a welcome and
warming respite following the buzz of
Christmas music making. In fact, the
weather was so fine down there that
we wonder why any midwinter conven-
tion should be held in the north. But
then, our southern friends might never
get away to the north, and, in our
jenlousy of their climate, sheer devil-
ment causes us o entice them (o ex-
p :rience at least once our foul weather!

In general, the Florida midwinter
conclave was relaxed and friendly, well
organized, and gracious — befitting its
location. 1f the program was less excit-
ing and containing little of innovation,
it was little noticed in the fine weather
— once the sun came out on the second
day of the convention. The convention
program contained the usual fare of re-
citals, a choral program, two concerts
with organ and instruments, two work-
shops, and some good ecntertainment.
What scemed to be a large number of
A.G.0. members (in comparison to
other midwinter conclaves) braved the
fuel shortage and chaotic airline sched-
wles to get there, and most -of those in
autendance scemed to be enjoying them-
selves.

Opening Recital: William Whitchead

Program: Toccata, Villancico and
Fugue, Ginastera; 3 Christmas Pieces,
Opus 19, Milford; Prelude and Fugue
in B minor, BWV 544, Bach; Symphony
in G, Sowerby. Acolian-Skinner, 4M/
59R, Christ United Methodist, 5t. Peters-
burg.

Although my delayed airline flights
caused me to arrive too late to hear
Mr. Whitchead's recital, all reports from
those in atiendance would indicate that
it was a fitting and bright opening for
the convention. Containing a variety of
modern music, the program was fitting
for both the scason and the occasion. I
wish that Northwest Orient Airlines
could have accommodated me for this
Tecital.

§t. John's Choir; Robert Raylfield

Thursday morning, Dec. 27 opened
with Morning Prayer at St. John's Epis-
copal Church, Tampa. St. John's Choir
of men and boys sang the service and
several motets (Plainsong preces and
responses and Te Deum, Wyton FPenite,
Willan and Anglican Chant Psalms,
“0 How Glorious™ by Hutchings, “There
Is No Rose” by Joubert, “O Magnum
Mysterium” by Victoria), while Robert
Rayficld played prelude (Noel etranger
by d'Aquin and Variation on “Puer na-
tus est” from Gothic Symphony by Wi-
dor) and postlude (Fariations and
Fugue on an Original Theme, Opus 73
by Reger).

The choir is made up of boys from
the parochial school at St. John's
Church, and the men are unpaid. Since
the program booklet said that the choir
sings a daily service, I had expectations
of much Dbetter singing than what we
heard. Intonation was not always accu-
rate, and the tone quality of the boys
was breathy. But Mr. Biggers has worked
hard and long to form the choir and
keep it singing, and it was obvious that
the choir had worked hard to do this
program in spite of the winter school
vacation and the load of Christmas
services. One might have wished for a
mote lively and snappier approach to
the service, which scemed long and
sometimes dismal in  atmosphere, but
one always doesn’t get what one wishes.
Mr. Rayfield struggled with the very
harsh Casavant organ in dry acoustics,

and managed to tame it well enough o
play the noles accurately, if somewhat
dry musically. Nothing about the organ
scemed to want to cooperate with him,
but he managed to provide some bit of
excitement in the Reger postlude.

Panel Discussion
Following lunch at the University of
Tampa, cverything moved 10 the stu-
dent union lounge on the campus. The
excitement of exploring the marvelous
Victorian building in which this lounge
is located almost detoured me from at-
tending the pancl discussion. It is a
huge building with large, southern-style
verandas built all around it. It had been
a grand hotel in its day, before the
University of Tampa bought it. The
University has kept the style and flavor
of the place, and it is still filled with
wonderful grille work, fine old wood-
work, some exquisite old furniture, and
tasteful interior decorating. The lounge
is in a domed portion of the building;
thus the panel discussion on “Music
and/in Worship — A Long View" was
given a good g-‘l seconds of acoustical
reverberation for cffect. Oh that this
acoustical environment had been ex-
changed for the dry aumosphere of most
of the churches. The music would have
been more cnjoyable, and this panel
discussion would have been more in-
tetligible. Nevertheless, the participants
(The Rev. Horace T. Allen, Jr., Asso-
ciate for Worship for the United Pres-
byterian Church USA and The Presby-
terian Church US; Daniel Moe, director
of the Oberlin Choirs; Daniel Pinkham,
teacher, and composer from Boston; and
Alec Wylon, organist and master of the
choir at the Cathedral of St. John the
Divine, New York City) did their best
to ramble through answers to questions
posed by the moderator, the Rev. H.
Alexander Viola, associate rector  of
All Soul’s Parish, Asheville, North Caro-
lina. The questions dealt with the vo-
cation of the composer in the church,
how composer and congregation might
join together in producing good music,
what is the nature of music in the
church in our day, and how might wor-
ship (ie. music) be organized in local
parishes. Although it was difficult to
hear, we doubt that many answers were
found, but the subjects were explored
from the various points of view —
clerical and musical.
-~ RS

Robert Cundick

Program: Concerto del Sigr. Taglietti,
Walther; Nun komm der Heiden Hei-
land, BWYV 659, Fantasie and Fugue in
C minor, BWV 537, Bach; Cornet Vol-
untary in E, Walond; Triftyque, Opus
58, Vieme; Sonatina, Cundick; Com-
munion, Torres; Tocecala, Sowerby.
Reuter 3M/37R, First United Metho-
dist, Tampa.

A rather nondescript performance of
the Concerto del Sigr. Taglietti by
Walther opened a generally unmemor-
able recital by Robert Cundick. Most
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of the playing was quite bland, although
good technique, for which Mr. Cundick
is known, was present from beginning
1o end.

To introduce the ornamented prelude
on Nun komm der Heiden Heiland, the
performer chose to play the 4-part
chorale on a loud registration domi-
nated by far chorus reeds. How such a
vulgar sound could possibly be com-
patible with this most plaintive advent
chorale prelude is incomprehensible 1o
me. Let’s hope that the performer in-
advertently pushed the wrong piston.
After that shock, it was a surprise to
find the chorale prelude played with a
fair amount of good taste.

For Bach's fantasy Mr. Cundick chose
a soft 8" and 4’ flute combination, fol-
lowing it with a plenum registration for
the fugue. While it is not uncommon
to perform this lyric fantasy with &
and 4’ Principals, the use of flutes alone
provided too sharp a contrast with the
fugue, and destroyed the entire propor-
tions of the work. An exaggerated arti-
culation in the fantasy, an unsteady
tempo in the fugue, and other factors
contributed to a very unsatisfactory per-
formance.

Mr. Cundick came more into his cle-
ment with the Vierne Triptyque. Regis-
trations were skillful, and occasional
pleasing  interpretative nuances  indi-
cated that he has an understanding of
this type of music. His own Scnatina
was played crisply and accurately. The
work is basically in a pseudo-Hinde-
mithian style with a few French accents
thrown in for good measure. Torres'
Communion is an innocuous picce which
did nothing to enliven the program.

The concluding work by Sowerby was
possibly the most successful performance
of the afternoon. It revealed charm and
more flair than one usually hears in
performances of this work. As an en-
core, Mr. Cundick offered a pallid tran-
scription of a Swedish folksong which
he said should provide his listeners with
sounds approximating as much as possi-
ble the sonorities for which the Salt
Lake City Tabernacle organ is famous.
It is questionable whether this was an
appropriate gesture for an audience
composed largely of professional organ-
ists.

- MK

Choral Clinic: Daniel Moe

Thursday evening was given over to
an anthem reading session and choral
clinic by Danicl Moe, director of choral
activities at Oberlin Conservatory of
Music, Oberlin, Ohio. Well known from
his long tenure at the University of
lowa preceding his appointment at
Oberlin, and also as a composer of
choral and church music, Mr. Moe led
the group through a variety of contem-
porary choral music, spotting problem
arcas and exhibiting a great amount of
insight inte various choral problems.
Certainly Mr. Moe is one of our best
choral clinicians, and was able to bring
a great amount of material to bear on
the matter in a short amount of time.

Harold Gleason

Friday morning was devoted to an
organ master class given by Harold
Gleason, Dr. Gleason's credentials as
a teacher, musicologist, organist and
author are well known, and his age at
82 has not slowed him down a bit. His
subject, “The Orgelbiichlein: An Ideal
Instruction Book by Johann Schastian
Bach,” allowed him to bring all of his
varied talents into a morning of infor-
mal wlk puncteated by demonsiration
of various chorales from the work by
his wife, Catharine Crozier. The morn-
ing was noteworthy. When a wmusicolo-
gist speaks on such subjects, he usually
lectures about facts, hoth historical and
analytical. When an organist lectures,
he usually deals primarily with tech-
nique and interpretation. When a
teacher lectures, he is usually most con-
cerned about pedagogical values. Dr.
Gleason is extraordinary in that he does
all of these things equally well. But
even more extraordinary is his penetrat-
ingly questioning mind. 1t causes him
w ask questions that cannot be an-
swered by any of the above methods
alone, and which fall into the area of
conjecture. But one finds, when one
lives as active, full and long a life in
all these arcas as Dr. Gleason has, that
these questions lead to the most pro-
found conclusions. After giving much
historical and analytical information
about the Orgelbiichlein as the instruc-
tion book par excellence, Dr. Gleason

(Continued, pages 2-3)



The Little Black Box

Cassette recording devices are great little devices. These little black boxes
trimmed in chrome and stainless stcel and equipped with handles and carrying
cases are products of the new technology which has added seventeen new wonders
to our world. Cassette recorders make it easy for anyone to make a tape recording
anywhere without the awiul mess of dragging around heavy and extensive equip-
ment. One may even make secret recordings with these little devices il they are
built correctly. But most of them aren't. Most of the little black boxes belch out
a loud CLACK when turned on or off. And they have the nasty habit of run-
ning out of tape at the most inopportunc moment, such as in the middle of a
sentence in a lecture or in the middle of a musical work at a concert. So the
litle black boxes are not perlect — yet.

And meanwhile, before the little box is perfected, a certain antount of discretion
is needed for the users of the devices, The user cannot control when the tape will
run out with the horrid, belching CLACK, but they can contrel when the belch
is emitted when the new tape is turned on. But they usually don't.

Increasingly, these little black hoxes are showing up in funny places — far
instance, the White House, the Pentagon, Standard Oil's beard mectings, and
also at concerts. After all, they are handy to record what goes on with the least
amount of trouble. The enly dillerence between the black boxes that have been
found to be used in the Whitc house and those other high places and these that
arc used in concerts of music is the belching CLACK that the ones used at con-
certs produce. If Mr. Nixon had used one that made a CLACK like the oncs
used in concerts, an awiul lot of pcople would have been more disturbed than
they arc now at him. Boy, oh bey, that CLACK is loud cnough to tcll everyone
that A RECORDING 1S NOW IN PROGRESS. No flashing red signs as in the
old days — just a big CLACK.

Nowhere were the little black boxes more in evidence than at the recent
A.G.0. Midwinter Conclave in St. Petersburg, Florida. One could see them all
over the place. That’s inoffensive enough, if one likes the acsthetics of little black
boxes. But then, one could hear them also. The CLACKS scemed to increasc
throughout the week, until on the last day, Marilyn Keiser's performance was
filled with CLACKS that ornamented her Messinen and Bach, (I'll bet that musi-
rologists of the 2ist century will have a devil of a time separating the audience
CLACKS from the musical CLACKS when they listen to tapes of our perform.
ances. Maybe there will be a whole PhD study on the meaning of those CLACKS
in performances of the 1970's.)

But then, think of how helpful these CLACKS arc to our performers. If an
organist is just a little unsure of a new rhythm, he night have it helped out a
bit by CLACKS from the little black boxes at appropriate moments. Then too,
he will know that he might get some free publicity by the unauthorized use of
his performance when it is sold without fee 1o radio stations or recording com-
panies. It might even include a loud CLACK to punctuate his musical background
for cocktail portics. And it will certainly help io refresh one’s memory and self
education in the case that he was so busy worrying over controlling the CLACK
that he was unable to pay attention to the performance which the little box
recorded with a CLACK.

But then, the CLACK is not the problem. The little box which causes it is.
And the people that run the little black bex that makes the CLACK are even
more thoughtless, If the Jittle black box that makes the CLACK cannot be out-
lawed from attending a concert, then the people who bring them should be.
I vate for that.

— Robert Schuneman
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asked, "What was Bach thinking about
as a teacher when he wrote and taught
these works?” It is a good question,
and one can only conjecture at the an-
swer. But Dr. Gleason's familiarity with
the writings (words and music) of Bach
and his contemporarics have led to
viewpoints in answer to the question
which are both earthy, practical, hu-
morous, and yect profound. Thus, his
class was beyond what one expects from
the musicological endeaver, and imme-
diately stimulating and rewarding. We
are indeed fortunate to have teachers
such as Dr. Gleason with us, and the

audience acknowledged this with a
standing ovation,
Organ and Instruments

V. Earle Copes, organist; Ronald

Copes violinist: chamber orchestra. Pro-
gram: Somata I in B minor for violin
and keyboard, Bach; Five Pieces for
Violin and Organ, Schroeder; Sonatine
for Violin and Organ (composed for
this pcr{ormancc‘) , Robert Powell;
Mourn for the Eclipse of His Light for
violin, organ and tape (commissioned
for this performance) , Daniel Pinkham;
Concerto in F, Opus 4/4, Handel.

Mr. Copes was joined by his son in
a program of varied styles and sounds.
Opening with a perfectly fine perform-
ance of Bach's Sonata, Mr. Copes (Sr.}
did a marvelous job of handling a con-
tinuo part at the organ, allowing all of
the harmony to speak, lines to sing, and
the bass to support the whole (in the
absence of a basso continuo instrument).
Mr. Copes (Jr) played the violin part
cxprcssivel}' and surely, but with a
slightly different approach in terms of

that Ronald Copes has not yet learned
to use bavoque bowing, fingering, and
vibrato techniques, for the approach
here was basically modern, and would
have been better were it more in the
old style. Schroeder's five pieces were
better, however, and they received as
expressive a performance as this kind
of modern German medalism will per-
mit. Nicely crafted, the picces are never-
theless sull second rate as serious mu-
sical literature, in this writer's mind.
Robert Powell’s two-movement Sonatine
is heavily weighted toward a Hinde-
mithian style. Both movements are defi-
nitely tonal, and there is little new or
innovative in the piece. It is well craft-
ed, and the performance was excellent
again,

Mr. Pinkham prefaced the perform-
ance of the conclave commission — his
piece for organ, tape and violin — with
some comments about the work. The
work itself is an attempt to exploit
the idiomatic possibilitics of each in-
strument. Bricfly, the piece begins with
a tape texture, adds the violin in both
bowed and pizzicatto passages, and then
adds organ to the trio. The organ part
builds a chord with eight key weights
which is held indefinitely against the
violin and tape parts. This explodes
into a second section of violent inter-
change between the instruments. This
sccond section is completely aleatoric
in sections for each player, and the
organist must add stops against the 8-
note chord which is held. The section
includes a large pedal cadenza which
leads back to the third section, which
retums lo the textures of the first, and
stops arc removed on the 8-note chord.
Expressively, the title is borrowed from
the book of Ecclesiastes, and the three
sections explore the various sides of the
act of mourning — from passive to vio-
lent and bitter. It is a strong and ori-

ginal pivce, deserving of wider per.
formance. This first performance was
well done by all players and technicians,

The Handel concerto that concluded
the program was anticlimactic and out
of phase with the rest of the program.
I would have liked the program much
better without it. Completely unstable
articulation and rhythm, tempo prob-
lems between organ and orchestra, hazy
intonation from the strings, and the
use of a questionable cdition all con-
tributed to problems of the perform-
ance. But chief among these problems
was the stylistic one, since the organist
chose to register with large plenums on
occasion, used the pedal often, and
filled much too much of the continuo
harmonies with organ sound. Even three
manuals of registration were used in the
first movement. Handel's clear and clean
two-voice textures get lost in such han-
dling, and this reviewer would have
prefered to have ended the concert with
Mr. Pinkham's work clean in his ears
with no distortion. In spite of this per-
sonal objection, both of the musical
Copes (Sv. and J.r) are to be congratu-
lated for bringing an interesting and
varied program, especially the new
works which were premicred.

William Bates

William Bales, faculty member at the
University of West Florida, gave a lec-
ture-recital on “The Small Church Or-
gan and Suitable Service Music” at the
First United Methodist Church of Largo
{Reuter 2M/8R). His presentation in-
cluded the playing of works by Walther,
Stanley, Reger, Pepping, Held and
Bender and the distribution of a list
of music for the small organ., His cri-
teria for what makes music appropriate
for the small church organ was deter-
mined by whether the music could ac
tually be played on the number of keys,
pedals, and ranks of pipes as well as

whether the music is “simple to modl-
erate” in difficulty. ‘This basis for the
subject matter leads me to ask several
questions: What is music for “small or-
gan? More importantly, what is a small
organ? Stanley’s organ at the Temple
Church may have been small in number
of stops, but was the sound small?
Many of Reger's chorale preludes can
be played on a small organ, but do they
sound good in such restricted space?
Frescobaldi had a small organ by mod-
ern standards, but what happens when
the Toccata for the Elevation is moved
to dry acoustics in a small space?
Walther's chorale prelude on Lobe den
Herren can be played on only a few
stops adequately, but is it musically alive
and affectively presented without the
latge German plenum and vesonant ped-
al reeds? And then too, is music such
as the incessant bundle of monthly of-
fetings from our present day publish-
ing houses — little church pieces writ.
tecn by church composers for church
situations (read “inferior” for "cllurcll"'}
is this stuff really to be recommend-
ed? In answer to the last questian, 1
think not. In answer to the others, 1
think that it is time 1o consider the
appropriateness of the music to the sit-
uation, the acoustics of the room, the
kind of sound that the organ makes,
and the musical success of the work. If
we do, T am sure that much of what we
call music for small organs will be dil-
ferent than what we commonly assume
tc be the case, and there will be lots
of good music for the small organ in a
small church. But it probably won't be
any easier to perform than music for
a large organ. In fact, chamber musi-
cians will tell you that miniature music
is the hardest and most difficult music
to perform. None of this entered into
Mr. Bates’ lecture-recital, which was a
practical exposition and listing for the

amateur church musician,
-~ RS§
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Catharine Crozier

I'vogram: Toccata and Fugue in F,
Come Redeemer of Mankind, How
Brightly Shines the Morning Star, Bux-
tehude; Fariations on “Why Art Thou
Troubled My Heart,” Scheidy; Sonata 1
in E-flat, By the Waters of Babylon, To
Jordan Came Our Lord, Ve Al Believe
in One Truc God, Bach; Four Varia-
tions on a Tone-Row, Cor Kee; Faria-
tions on a Theme of Clement Janne-
quin, Alain; Partita on “Awake A V'oice
Is Calling,” Distler. Flentrop 2M/6R,
Eckerd College, St Petessburg.

With her customary grace, Catharine
Crozier provided her listeners with the
type of well-polished performance that
they expect of her, The 1970 Flentrop
organ at Eckerd College alse provided
a much needed change of pace trom the
poor instruments that one had previous-
ly been subjecied to, After wwo days of
boring or irritating organ sound, one
really needed the ntense, yet refined,
sonorities of this excellent Ilentrop in-
strument.

Buxtehude's Toccala and Fugue in F
clfectively opened the program, with
Miss Crozier employing 2a judicious
amount of rhythone tlexibility and ten-
sion. Of the chorales which followed,
How Brightly Shines the Mormng Star
was remaikable for its continuity. With
a mediocre performer, this picce disin-
wgrates into a series of disconnected
sections, but under Miss Crozier's hands
it was a well-umfied work. 1, for one,
was constanily awave of the clhorale
theme, or fragments of it, running
threugh the composition, binding it
together. Hearing this piece well-played,
which occurs seldom cnough, 1 was
again amazed at Buxtehude's genius for
taking a number of diverse wdeas and
combining them into somcthing bigger
than the sum of their parts.

Scheidt’s  variations on “Why Ari
Thou Troubled, My Heart” was less
successfully  pevformed.  This  work
sounds best when a considerable amount
of articulation is employed to bring out
the subtleties of the lines. Since Miss
Crozicr's style is essentially a legato one,
these subtleties were missing. One might
atso lave hoped for more imaginative
wegistration in some of the movements,
particularly the earlier ones. This is
not to say that any of the registrations
were poor. It is simply a fact that the
instrument can produce more  adven-
turesome sonorities, and this set of var-
iattons would have been the ideal work
to show off such sounds.

Bach's Sonata No. 1 in E-flat was ex-
ceuted  with  technical  perfection and
exquisiie  taste,  Particularly enjoyable
was the Adagio movement. By the a-
tevs of Babylon, which [ollowed, was
also well played, but the 1'«;gislr:lti0|1
was disappointing. At this point in the
program, we had heard straight Posiuf
reeds  (without any fluework added)
often e¢nough, and 1, at least, womd
have welcomed new sounds. 1 kept
thinking how many beautiful combina-
tions were being ignored. Of the three
Rach chorales, WWe AN Believe in One
True God was the most successful. The
interpretation of the “Credo” was really
sttong and convincing,

Four Tariatious on a Tone-Row by
Cor Kee featured constantly changing
registration, as is appropriate to this
type of serial composition. The Alain
variations suifered from the dry acous-
tical setting. However, if one wishes to
play an Alain work on this type of or-
gan in this type of room, Varigtions on
a Theme of Glement farmequin is not
a bad choice.

Distler's Paridla: Awake, a Voice Is
Calling, like all of the other works on
the program, was a reminder that Miss
Crozier 15 a conscientious, well disci-
plined musician, with a fine sense of
fine and good tasie.

— MK

Alec Wyton

Saturday morning opened with one
of the most stimulating sessions of the
cotire couvention, Finatly, the program
was moved to the disunctly contempor-
ary, and it was welcome noise o this
reviewer's cars. When I attend these
conventions, I often wonder if the or-
gan world has receded completely into
the past. Alec Wyton doesn't let dus
happen, and his obvious excitement in
playing contemporary music is always
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present, whether he is alking or play-
ing. Following brief remarks made up
mostly of quotes from Messiaen, Ligeu,
and Richard Felciano, and which served
to lay out the thesis of the music at
hand (“this is music which uses sound
for sound’s sake™), he went on to play
pieces which demonsirate the contem
porary composer's  predilection  with
“architcctural  sound.” Most of the
picces used clecironic tape, and none
of the performances were as exciting
us they might have been in a more
“live” acoustical surrounding and with
an organ that was not so buricd (this
session was held at St Peter’s Episcopal
Cathedial, $t. Petersburg, Austin 3M/
G4R). lvom the expressionistic pointa-
lism of Ronald Percra’s Heverberations
(organ and iape), the block pointalism,
conirasting dynamics, pitches and in-
tensities in lisne’s Luminescences, the
violent outbursts of the tape part which
stifles the organ pasts i Felcianos
Stops, the slow, sustained textures of
the study in changing clusters of Wil-
liam James Ross's Piet Nam Memorial,
1o the veiled references 1o the Dies Irae
and smmking clusters with descending
textures that make an extended sigh
against an ascending intensity in Wil
lam Albright's Last Rites (for organ
and tape) — all of this music pungently
explored the uwse ol sound for its own
sake, but not without extra-musical ref-
erence. Some pieces fared better than
others: (the material used in the Perera
picce did not warrant the length of
piriod, to my car; Felciano's technique
is facile, but somewhat obvious in con-
tent, and oot given to carcful elabora-
tion, Ross has not thought carefully
enough about the harmonic implications
of the notes which form clusters in his
picce — they often produce chordal tex
tures that border on the cliche. Much
of all this music could become instant
“kitsch” upon repeated hearing, but I
was reminded that at least the works
of William Albright seem to grow upon
cach hearing. Last Rites was stronger
as music this time than we have eva
heard it before, and I am convinced
that his music contains much more of
deplh than some olher composers writ-
ing in this genve,

One thing stiil puzzles e about this
kind of mausic, however, and that is the
thythmic problem. So far, composcrs
for organ and tape have been almost
totally concerned about the sound and
the sonorities and affects produced by
the sounds and textures. When weak-
nesses are observed in the music, they
imvariably have to do with the lengths
of tme a sound is used or beld, and
the timing of all the sounds in the
piece. To be explored yet are the n
tinite  possibilities  afforded  rhytuic
textures and pulsation by the electronic
media = certanly these possibilities are
far gveater than composers are paying
auention o now. How sound moves in
ume is the crux of the problem, how-
ever, and no matter if the sound is
basically static, or even if the silences
between sounds are great, the chythm
mast be dealt with sooner or later. 1
wn convinced that our best composers
today are those who are aware of this
and  are  attempting to deal with it
creatively,

— RS

Marilyn Keiser

Program: Dveu Parmi Nows, Messiaen;
dllem Goil i der Hoh ser Ehr (Tughet-
ta from Clavieriibung I11), Bach; Les
Bergers, Messiaen; Vom Himmel kam
der  Engel Schaar  (Orgelbiichlein),
Bach; Les Anges, Messiaen; Allein Gott
(Trio from Clavieribung IH), Bach;
Les Enfants de Dieu, Messiaen; Canonic
Fartgtions on “om Himmel hoch,”
Bach; Quodlibet SF12569 jor Organ and
tape, Biclawa: Steplien at Pewce (Lillle
Carols of the Sainis), Williamson; Préf-
ude et Fugue sur le nom d’Alain, Duru-
fié, St Pewer’s Cathedral, St Petersburg,
Austin 3M/GIR.

Although it may not have been in-
tended as such, the concert by Marilyn
heiser turned out to be an “Hommage
i Olivier Messiaen,”  Nothing  couid
quite compeic with the collective mnpact
of the four movements of La Nativild
du Seignewr. Llus is music of preat
substance, and it was played brilliandy,
The four Bach works with which it
alternated  came  oft as  sccond-best.
While the Messiaen works were regis-

tered with as much color as the Austin
organ could provide, the Bach chorale
preludes, or at least the first two, were
quite understated. In this way, a pleas-
ant contrast was established between
cach piece on the [irst part of the pro-
gram. Unfortunately, however, one had
the impression that the Bach chorale
preludes were used more as interludes
between the movements of La Nativité
du Seigneur than as compositions in
their own right. Surcly Bach's purposes
would have been better served by bright-
er registration. Still, all of the chorale
preludes were exccuted with accuracy
and clarity. The Canonic ariations
which concluded this section of the pro-
gram were as well played as one usually
hears them, ot better, actually. Yet, the
strength anherent in this work was not
conveyed to the listeners, and the arch-
itectuval proportions of the work were
distorted.

What does one play after Messiacn
and Bach? A difficult problem. The
Quodlibet SF 4256Y% for QOrgan and
Tupe of Herbert Bielewa which the
artist chose sounded a bit shallow after
the preceding material. One was pre-
paved, however, to hear this sort of
music since Miss Keiser's recital had
been preceded by a program of avant-
garde organ music. Malcolm William-
son's Stephen at Peace, which came
next, was a bad choice. So sweet, it did
nothing but cheapen the program. The
Prélude et Fugue sur le nom d'dlain
of Duruflé which closed this very am-
bitious recital was not in atsell strong
cnough to be the ideal conclusion after
so much potent Messiacn. Yet, it was
enjuyable because the performer played
it with complete technical and artistic
mastery. She captured perfectly the fili-
gee character of the Prélude, and she
employed a  pulsating rubato  which
gave the entire work a delightfully vi-
brant quality.

Although the final section of the
program (from Biclewa on) tapered off
i antensiy, the basic idea was so fas-
cinating that one hopes Miss Keiser
will ye-think this program and do a
modified version again, We definitely
need more stimulating programs of this
high calibre at A.G.O. conventions.

Thinking abouv the total effect ot
the program, 1 am impressed with the
apparent ease with which the artist
played such a techaically and artistically
demanding  program. Also  impressive
was her skill at adapting  Messiaen's
music 1o a4 dull instrument and to an
even duller acoustical enviromnent, If
there is one composer in all the world
whose works cry out for lively acous-
tics, it's Messiaen, The tempi which
the performer chose were exactly right
for this very dry room, Moreover,
throughout the entire program one was
aware that Miss Keiser was enjoying
the music. When an organist can do
that, in spite of an uninspiring instru-
ment and a discouraging room, it's a
real mark of professional musicianship.

— MK

Amidst all the music making, the con-
venton settled down to a good meal at
the Hiliton Hotel on Friday evening.
The banquet was cordial and jolly wiwn
good humor in evidence all over. After
the usual introductions, Mys. Lilian
Murtagh was presented as the puest
speaker for the occasion. This grand
ludy of the organ concert management
fietd needed no introduction 1w the
large audience, and she provided them
with a spritely, but bnef, exposé ot
her work in the concert management
ticld, Appropriately titled  “Concert
Managemenr — ‘Lhree Ring Circus,”
AMys. Murtagh proved to the audience
that her work is indeed entertaining,
even though at times Lrying. So human
wis her tadk that 1 ceased attempting
to immgine what her title prepared in
my pmusd — concert orgausts as the
antmals in the three rvings, conservatory
and university professors as their tain-
ers with whips in hand, the church as
the “big top, " and Mrs. Murtagh as the
catreprencur seated  in her  travelling
wagon at the side of the circus grounds.
Oh  well, these premonitions  usually
aren’t any good anyway, and It was
good to hear Mrs. Murtagh directly on
the scene after so many years of active
work for the organ profession complete-
ly behind the scenes.

Organ and Orchestra Finale

Gerre Hancock, organ soleist. Florida
Gulf Coast Symphony, Irwin Hoffman,
conducior. Program: Outdoor Overlure,
Copland; Romeo and Juliet Suite 1}
(Movements 1, 1II, IV, and VII), Pro-
Koliev; Organ Concerto in G nunor,
Poulenc; Concerto for Organ and Or-
chestra, Joseph Goodman (premierce);
Pines of Rome, Respighi. Pasadena
Community Church, S5t. Petersburg,
Moller 4M/62R.,

The large and gaudily moderm Pasa-
dena Community Church served as a
concert hall for the finale of the con-
vention. Crowded and split apart be-
tween risers and main floor, the orches-
tra was not placed ideally for good
ensemble playing, and it was a strange
sensation to be seated on a floor which
rises from back to front,

I understand via rumnors that the or-
chestra and Mr. Hoffinan made good
use of Guild money to grab an extra
rchearsal of the orchestral solo pieces
— picces which were to be played the
following week on the symphony's sub-
scription serics. The picces for organ
amd orchestra were cheated in rehearsal
time, and the performance showed it.
After a ragged beginning of Copland’s
overture written for a high school band,
the orchestra provided a  surprisingly
good performance of the Romeo and
Juliet music. Only oceasionally did the
weaker  second  chair  players  show
through in solo passages, but the group
as a whole managed 10 give a tightly
knit performance as an ensemble.

Right Irom the beginning of the
Poulene concerto, there was trouble,
Since the tempo of the work is set by
the orgznist in the opening solo state-
ment of the theme, it is the duty of
the conductor to take this tempo. Mr.
Hoflman cither failed or refused. In-
deed, tempos throughout the piece were
erratic, and most of the blame could be
laid at the conductor’s feet. At times,
Mr. Hancock bravely tried to adjust so
that the organ might get together with
the orchestra, but to no avail. Entrances
were ragged, intonation was at limes
awlul and at best fuzzy, solo instrumen-
tal parts were on the brink of collapsing
in places, and ensemble was well nigh
non-existent. In short, the performance
wuas @ disaster, In spite of a blatant
error in the opening statement, Gerre
Hancock did a valiant job of trying to
hang the picce wogether, and there is
no doubt that he is capable of a stirring
performance of the piece. It was just
not possible with Mr. Hoffman and his
orchestra,

Joseph  Goodman's concerto, writien
in 1964 in memory of Hugh Porter, was
given its first performance at this con-
cert. The styles of Goodman's teachers
(Hindemith, Piston and Malipiero) are
all evident in his work, Melodic and
rhythmic counterpoint  are  evident
throughout all three movements within
generally tonal concepts. As a work, it
strikes me as one which relies too much
on repetition — repetition of melodic
mitterial and motives, rhythmic repeti-
tion, and harmonic repetition. In gen-
eral, the ears tire of cach phrase much
before Goodman has chosen to alier it
or leave it behind for new material.
The work docs have a tight, if overly
expansive, structure. The performance
wils at least better in terms of ensemble,
ind there were fewer ragged edges than
in the Poulenc, but most of the same
problems were evident if even 1o a lesser
degree. At least the notes were reason-
ably correet, and one did not have the
fecling that the work might collapse at
any momeitt.

Probably as a crowd-pleaser, Mr., Holf-
man chose to wipe out the two con-
temporary works by doing The Pines of
Home., Centainly the performance was
better, but 1 wish that conductors would
get over the parancid need to program
“chestnuts” following performances of
contemporary music. Nothing can be
more destructive to the music of our
own day than to relegate it to occasion-
al sandwich filling in our programs. If
performers and conductors do not value
contemporary music any more than that,
they should not program it in the Krst

lace. IE they do value it, they will not
hesitate to let it stand on its own, un-
hindered by “popular” works, — RS
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CLAUDE BALBASTRE

Recueil de noéls jormant gquatre
suittes avec des variations pour le
clavecin et le forte-piano, par M.
Balbastre, organiste de la Mdétrapole
de Paris, de Uéglise paroissiale de
Saint-Roch, du Concert Spirituel st
Maitre de Clavecin de L'Abbaye Roiale
de Panthemont, &c, a Paris.

Liyre de Noéls, edited by Gaston
Litaize and Jean Bonfils. (Paris: Edi-
tions musicales de la Schola Cantorum
et de la Procure Géncrale de la Musi-
que, 1955. L'Organiste Liturgique 48,
b5, 56.)

Claude Balbasire was born 22 Janu-
ary, 1727 in Dijon, and died in Paris
9 May, 1799. He was the son of Benigne
Ralbastre and his second wife, Maric
Millot. His father was organist of the
church of Saint Médard in Dijon (1691-
1705), and he meplaced Jean Rameaun,
the father of Jean-Phillipe, at the
Founders Church Saint Etienne (later
kiown as the Cathedial of Dijon).

Claude probably reccived his first
musical instruction from his father, with
whom he studied until the latter's
death. At that time he became the stu-
dent of Clande Ramean, the younger
brother of Jean-Phillipe, who also had
succeeded  Bénigne  Balbastre at  the
Cathedral (1787-1743) . In May of 1743
Ralbastre replaced his teacher at this
same organ, and he most likely held the
post there until he left for Paris in
October, 1750.

In Paris Balbastre was graciously re-
ccived by his compatriot, Jean-Phillipe
Ramean, and he took some music les-
sons from Ramean, He transcribed the
overtuve to Rameau's Pygmalion for
havpsichord, and tlis brought him his
first success in Paris and later at the
court.

Balbastre's greatest mark on history
took place on 27 March, 1755, when he
appeared at the Concert Spirituel play-
ing his own coneerto for organ and ov
chestr> Although the fivst two sets of
organ concertos by Handel had already
been written and performed in England,
this was Paris' first exposure to the
form. The organ concerto was an imme-
diate success, and the periodical Mer-
cure said that it could not “speak too
highly of this novelty and of the singu-
Jar talent of M. Balbastre.™ Unfortun-
ately, none of his 14 organ concertos
has survived. He was soon added to the
staff of the Concerts and was thereafier
heard at nearly cvery concert. Besides
his concertos, Balbastre also played
works for orchestra or  harpsichord,
transcribed for organ. These picces in-
cluded ovetures and airs from operas by
Rameau and Mondonville.

In March of 1756 Balbastre was
named successor to Jean Landrin as
organist of St. Roch. In Cctober, 1760,
he was named one of the four organists
of the Cathedral of Notre-Dame, and
he served there with  Armand-Lounis
Couperin, Louis-Claude Daquin, and
Nicolas Séjan,

Balbastre had by this time achieved
widespread fame as an organ virtuose,
and his playing of vuariations on nocls,
customarily performed at the Christmas
Eve midnight mass at Saint Roch, drew
such erowds that in 1768 the Arch-
bishop of Paris forbade his playing
them because of the disorders caused
by the crowd. (He was similarly fovbid-
den to play his Te Denm in 1776 at the
vigil of Saint Roch})®

Balbastre married Marie-Antoinctie
Boileau, who is thought to have been
the niece of Nicolas Boilean, and who
bore him two children,

Accumulating title upon title, he was
after 1776 named successively organist
of the “Monsicur,” brother of King
Louis XVI, (16 August, 1776) as well
as harpsichord 1cacher of the Duke of
Chartres and Maric-Antoinetie. He also
accepted the organ posts at the Berna
dine Abbey of Panthiemont and of the
church of Notre-Dame-aux-Bois. One of
his last accolades was being named one
of the four organists of Versmlles™

Balbastre was a man of wealth and
fame, and Charles Burney sought to
meet him on his famous travels in
France. Burney relates that Balbastre
owned a beautifully hand-painted harp-
sichord (painted with scenes from Ra
meaun's opera Castor and Pollux, and a
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porirait of Rameau himself), as well
as “a very large organ, with pedals.”™
Part of Balbastre's renown was due to
his extensive knowledge of organ con-
struction. He seems to have been in
charge of the “augmentations et des
changements considerables™™ of the
Concerts Spirituel organ. He was a
member of a commission which tiaveled
to different churches for the express
purpose of judging new or renovated
organs. One of the many places listed by
Raugel*® as having been visited by “les
organistes-experts”  Balbastre,  Séjan,
Charpentier and Desprez was  Saint.
Nicholas-dw-Chardonnet in 1790, Tt is
known that Balbastre was also involved
in the inauguration procecdings at a
number of other Parisian churches, in-
cluding Saint-Germain-des Pres (1771),
Saint-Nicholas-des-Champs (1777) , Saint

Séverin - (1779), and Saint  Sulpice
(1781) .
Balbastre’s  activities were  severely

curtailed by the Revolution, and he
gradually lost his organ positions and
his students. Frécot'™ says that he had
carlier associations which caused him
to appear suspicions, and that in
order to place himself in a  more
favorable political light he offered his
talents to the new regime by playing
patriotic songs like the Alarseilles on the
organ of Notre-Dame. (He also played
for the festivities of the new regime
which were held in the now-secularized
Cathedral)  After the convention of
Thermidor in 1795 he resumed his
work as judge of organs, but his last
years were unhappy ones,

Balbastre is often cited as being re-
preseniative of the 18th century decline
of organ music, and his nocl variations
arc ailong the critics’ principal targets,
While the tile reads Recueil de noéls
Jormant quatre suities avec des varia-
tions pour le clavecin ¢t le fortepiano,'™
these are generally considered to be
similar to il not the exact nocls which
drew the large crowds 1o 5t Roch.
(Daval actually says: “he leaves more-
over four suites of noels in variation for
organ.”*y  Much of the music of this
period was written imterchangeably for
organ or harpsichond; comnercial in-
terests  undoubtedly  account  for  the
“fortepiano,” then rising in popularity.

The dedication, 1o Madame La
Duchesse de Choiseul, is as follows:
1t is at your behest that 1 have varied for the
harpsichord somme noels which for a long time
have been sanctioned by public approbation,
You have agreeably inspired this work by your
enthusiasm  and recognition, and you conde-
scend in accepting this homage and consider-
ing it as an indication of the extent 1o which
I am, Madam, your very humble and obedient
servant,  Balbastre,

These were variations on Burgundian
nocls and they are considered  trivial
by writers from IFétis 10 Dulourcq.
Traditional organ forms are now gone,
and “the fonn par excellence of harpsi
chord tusic, the suite, is used in con-
junction  with the noel.™®  Balbastre
exploits the color and brilliance of the
organ to a degree not reached by his
predecessors in the form. Dufourcq re-
marks: *With Balbastre our instrument
with pipes descemds in the arena where
it joins the hydravlis of the Romans.
It 15 the organ for the crowd with its
¢ffccts, its noises, its smiles, its gasps,
and its grinding. "

Balbastie’s noels are not  summarily
dismissed by every iuusicologist, how-
ever, Frécot"™ uses them as an example
of the type of subject chosen by Bal-
bastre which “reflects itself further in
the expressive character of his works
whaose nature is cheerfulness, delieacy,
charm, and lighwess.” She adds that
he was innovative in his combinations
of repetition with variation,

His other keyboard works, Piéces de
Clavecin avee deux Fugues pour I'Orgue
(Ms.; 1748), Piéces de Clavecin (1759},

0/ grenc/t Woe/ ll/ariafiond
8" /8f/z Cenfuried conc/udion)

By Eileen Morris Guenther

and his Sonates en quatuor (for harpsi-
chord, two violins or two homs, and
bass) are thought of more highly. In
his Piéces de Clavecin  (both books)
he wuses a  three-movement format,
which, hirby points out, shows a link
to the modern sonata. He also exhibits
a propensity for the Italian style of
wriling, "writing picces  with  titles
characteristic of the form.""™ He also
published descriptive pieces, some with
portraits of famous people others with
nature pictures,

Balbastre participated in an experi-
ment to change the sound of the harpsi-
chord, presumably to make it more
competitive with the piano, by adding
special attachments o it such as the
jeu de buffle and the jeu de flules.

All four suites are wow available in
modern  edition*™, and  the original
edition is found in the collections of
the Library of Congress. Each of the
four suites is comprised of six sets of
variations on noels, all of the noels in
a given suite being in the same key.
(i, b; 11, A; U, G; IV, C) Dufourcq
has observed that “in this collection, the
grouping by key is not only. . . a
practical way of classification, as it
1s in the book of nocls of Dandricu.
The author tixed himself greatly in
composing a suite, which is to say in
the organization of succession of picces
differentiated by their characters, their
rhythims, their modes.”  Balbastre’s
variations number from one to seven,
with an average being 3-plus per noel.
The number of variations found most
often is two.

GUILLAUME LASCEUX

Journal de pieces @'Orgue contenant
des  Messes, Magnificat et Noéls, a
Lusage des Paroisses et Communautds
Religieuses.

Only one noel in variation has been
located. 1t is included in Maitres Fran-
cais de Porgue aux X{Vle, XI'ti® et
XVile siecles, 2™ recueil, edited by
Felix Raugel (Parisi Editions de Ia
Schola Cantorum, n.d.)

Guillaume  Lasccux  wias  born 3
February, 1740, in Poissy, and died in
Paris sometime in 1831, He was the son
of Philippe Claude Lascenx, “huissier
en la prevoté de Poissy™™™ and  his
wife Catherine Chapuiset. The first
information we have about him is that
he began his career as organist in the
neighboring village of Chevreuse at the
age of 18, He came to Pasis in 1762 and
for five yeays studied composition with
Charles Noblet, a famous organist of
the time who was also clavecinist of
the Academic Royale de Musique.

Lasceux married  Marie  Heworiette
Pigeon 17 April, 1767, and they had
four children. She died 5 November,
1977, and he later masried Francoise
Felicite Plackh?

In 1769 Lasceux became reversioner
fthe assistant organist who expects to
become the titwlar organist upon the
death of the incumbent) to Claude-
Nicolas  Ingrain  at  Saint Etienne-du-
Mont, and was titulavized five years
Luer (with a salary of 250 livres per

yeary. He was the titular when he
organ  wias  rebailt and  judged by
Clande  Balbastre  and  Jean-Jacques

Beauvarlet-Charpenticr  im June  of
1777. e held the post there for nearly
half a cemtury, and retired himsell 2
January, 1819, Servieres”® offers an
interesting account of Sth anniversary
services,

Also in 1769 Lasceux inherited from
Noblet the organ post at the Mathurins
(at an annual salary of 200 livres},
as well as Saint-Aure. In addition te
these positions, he added to his re-
sponsibilities the positions at the

Minimes de la Place Royale (in 1779,
at 120 livres per year) and the College
of Navarre (140 livres per year), as
well as the Seminaire Saint-Magloire,

As a result of the Revolution he
lost his patronage and most of his
organ positions, (He had obtained
the position at Saint-Etienne-du-Mont
through the influenee of the Count of
Noailles and the Princess of Foy) In
order to support himsell and to save
“his” organ, Lasceux played for the
services of the Theophilunthropisis (a
religious  sect  which  replaced  the
Catholic worship at the time of the
Revolution) which were held in Saint
Eticnne-du-Mont, which for this period
of time was called the Temple de la
Pidié-filiale. The church was restored
to Catholic worship in 1803, and
Lasceux resumed his former  duties'

On 2 January, 1819 he asked to be
relieved of his responsibilities there,
and his request was honored. Barom,
his survivancier since 1817, was named
to succeed him at the partial salary of
300 livres per year; Lasceux, as
“I'ancicn organiste”, received a pension
in the same amount, until his death in
1831.

Lasceux was without doubt a vir-
tuoso performer, and he was particu-
larly well known for his improvisations
on the Last Judgement*

Georges Favie" has pointed out that
Lasccux was onc of the few French
organists of the second hall of the 18th
century  who cultivated  all  musical
genres. At the time of the French
Revolution three of his operas were
being mounted in Paris. He wrote
chamber music ({sonatas, quartets),
sacred vocal music (motets and massesy ,

secular vocal music  (romances), as
well as several books of music for
harpsichord.

His works for organ are: Journal de
pidces d'Orgue conlenant des Messes,
Magnificat et Noels, d lusage des
Paroisses ¢t Communautds Religicuses

(1771-1772);  Nouveau  recueil  de
piéces  dorgue (1784} ; Te Deum
(1786) ; f£ssai  théorique el pralique

sur Uart de Porgue (manuscript, 1809).
His Nouvelle suite de picces d'Orgue
(1810) is dedicated to Nicolas Séjan,
the *‘Haydn de lorgue.” The list is
complete with Annuaire de l'organisie
4T (manuscript, 1819) and Douze Fugues
(manuscript, 1820} .

Favre offers this assessment  of
Lasceux’s musical output:
Able  tcchmician and  gilted composer, G,
Lasceux now merits a place in the gallery of
French musicians of the cnd of the 18th
century. O a broad and cultivaled  mind,
virtuoso organist, prolagonist of the piano-
forte, he participates actively in the artistic
life of the capital, is saturated with new
ideas, aml is debberately  oriented  towanls
daring esthetic conceptions 18

JEAN.JACQUES
BEAUVARLET-CHARPENTIER

Douze Noéls varids pour Pargue, quec
un Carillon des Morls, qui se joue le
jour de la Toussaint aprés le Magnificat.
Dédids & Melle la Comtesse d'Arundell
par  Mr. Charpentier, Organiste de
L'Abbaye Royale de St Viclor el de la
Paroisse Royale de St Paul. Ocuvre
X, . . 4 Paris chex le Duc. . . .

Two noels in variation are included
in Charles Vogan, “The French Organ
School of the 17th and 18th Centuries,”
(Ph.D. dissertation, University of Michi-
gan, 1948, part 11, pp. 14-20) .

The fact that there are two Beau-
varlet-Charpentiers, Jean-Jacques, the
father, amd Jacques-Marie, the son, has
led to confusion among scholars, whoe
credit one man with poel variations and
exclude the other, failing to realize that
each man wrote a volume of noel varia-
tions.

THE DIAPASON



iscussing the nocls of Jacques-Marie
(1766-18%4) are Félix Raugel™ who
lists 15 Noels with  Variavons;
Encyclopédie de la Alusique,™ which
credits him with “some noels,” Norbert
Dufowrcqg™  and  Georges  Scrvigres'™
who both refer 1o the work 15 Noefs,
“suivis de 1'air Qir peut-on ctre micux
quau sein de sa  famille, (d’apres
Lucille de Grétry) ™. Sevvitres adds that
a note advised that this piece could he
used in different circumstances, such as
weddings, or “public festivals”.

Scholars erediting Jean-Jacques with
the composition of noel variations have
been  found uniformmly to  link  his
minne with Douze Noéls parids pour
lorgue. Among these are André Pirro,
Uenri Bachelin, Marie Louise Pereyra,
Nortbert Dufourcq  and  Charles  E.
Vogan.'® While only Dufourcq offers a
publication date (1773-1775) , Vogan is
the sole scholar to include the inscrip-
tion as well as the full title: Donze
Noéls warids  pour Vorgue, avec un
Cavitlon des Morts, qui se foue le jour
de In Toussaint aprés le Magnificat.
Dédies @ Mclle 1a Comtesse d’Arundell
par  Mr. Charpentier, Organiste de
L'Abbaye Royale de St Victor et de fa
Iaroisse  Royale de St. Paul. Oecuvre
XHI. . . a Paris chez le Duc. . . ¥ A
copy is in the British Museum; Vogan
has seen a microfilm of it.

This potentially confusing  situation
is most clearly viewed hy Norbert
Dufourcq who scems to he the only
scholar to perceive that we are con-
sidering two collections of noel varia-
tions, written by two men. Dufoureq
vefers to”, . . Jean-Jacques Beauvarlet-
Charpentier, already mentioned  and
his son Jacques-Marie. composers of
variations, M8 However, since the
only nocls to which we have access are
by Jean-Jacques, we shall deal exclu
sively with the collection Daouze Noéls.
Two noels, “Ah! ma voisine &tes vous
fachdée” and "Pour Iamour de Marie”,
are given in Charles Vogan's disserta-
tion, Part TI.

Not having seen the collection in its
entirely, we read with  interest  the
descriptions  offered by Dufourcq and
Pirto. Dufourcq says that Jean-Jacques
“has triead to turn out some cifcctively
simple vanations on 'Ou s'en vont ces
gis bergers’, ‘Joseph est hien marid’,
‘Quoit ma voisine, cs-tu fichée?, ‘II
n'est rien de plus tendre, 'Un bergere
jolie! ctc,, eic. . "™ Pirro declares:
“It suffices to mention the Douze
Noéls by the same composer. . . In-
cluded is a variation for soft [Mutes,
which is plaved staccato and which ends
with a pedalpoint in the style and
according to the formulas of impro-
vised solos in concertos."™

Jean Jacques  Beauvarlet-Charpentier
was the son of Jean Baptisie Beauvarlet
fa dverd and his wife, Marie-Jeanne
Flizabeth Demonchy, He was born 28
Tune. 1734 in Abbeville, and died in
Paris on f \ay. 1794, He is known as
“Neanvarlet-Charpentier  pére” as well
as  “Charpentier” the name  under
which he published his music.

The first information we have about
Tean-Jacques is that he was organist at
the church of Saint-Paul in Lyon.
(Fétis states that he was organist there
at a time Jean-Jacques Rousseau passed
through the city, and Rousseau is re-
ported to have been very impressed
with his ability, “which he judged
worthy of the cpital’™®) In Lyon he
married Marie Rirol, and they had one
son, Jacques-Maric  (1766-1834) who
was also an organist.

M. de Montazet, the archbishop of
Lyon, was also the Abbot of Saint-
Victor in Paris, and in 1771 Charpen-
tier moved to Paris and hecame or-
ganist at 5t. Victor. Upon the death of
Louis-Clande Daquin in 1772 there was
a contest for the position he left vacant
at  Saint-Pau], and Charpentier was
namerll (o the post. Charpentier ac-
cepted  the duties as organist at the
Chapel of St. Eloi des Orfevres in
1777, at 130 livres per year, and in
1783 bhecame one of the four organists
of the Cathedral of Notre-Dame, serv-
ing concurrently with Armand-Louis
Couperin,  Clande Balbastre, and
Nicolas Séjan.

The turmoil created by the Revolu-
tion (1798) deprived him of his work
at §t. Paul and St. Victor, and according
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to Fétis, "the gricf he knew killed him
in May, 1794."%

Aside from the churches he served as
organist, very little is known ahout the
life of this composer. He enjoyed the
reputation of being one of the most
talented organists of his time, and it
is known that he appeared as organist
at the Concert Spirituel (ove actual
date, 9 May, 1771) *

Works for organ are Six Fugues pour
Orgue (op. I and V1), Trois Magnificat
{op. VII), Jourual d'Orgue'™, and
Douze Noéls (op. XIITI) ™, In addition,
Beauvarlet-Charpentier was a  prolific
composer of music for harpsichord and
the recently-emerged piano. He wrote
numerous scts of variations on popular
airs for piano/harpsichord (op. V, IX,
XI, XII) and two sets for two pianos
(fop. XX and XXI). In the area of
chamber music, he composed Deux Con-
certos (for piano, op. X) and some of
the first sonatas for vielin and piano
written by a French composer (op. II-
IV, VIII) .

Beauvarlet-Charpentier s considered
one of the most original and mnportant
composers working in Paris in the last
third of the 18th century, as well as an
extremcly talented organist.

NICOLAS SEJAN

Trois fugues et plusieurs Noels pour
I'Orgue par N. Sejan, organiste de la
Chapelle du Rai, de 'Hotel Royal des
fnvalides, de UEghse St. Sulpice, Mem-
bre de la Légion d’Honneur,

The modern edition uses the above
title and 1s edited by G. {sic) Ver
Hassele and M. A, Guerville  (Paris:
Procure Geéndrale du Clergé, nad))

Nicolas S¢jan was bormm in Paris on
17 March, 1743, and died there on 16
March, 1819, Ile was the son of
Nicolas  Séjan amd  Genevieve  Made-
laine Fleury, his wife. The younger
S¢jan was expected 10 follow his father's
profession (his father was a merchant),
but having frequently heard his uncle,
the organist  Gilles-Nicolas  Forqueray
{orgamist of numerous Parisian
churches), he developed an enthusiasm
for that instrument.

Studying organ with Forqueray, and
harmony with Bordier, music dirctor
at  the church  Saints-Innocents,  his
skills developed qeickly., At the age of
13 Séjan is reported 1o have impro-
vised a Te Dewmt on the organ of
Saint-Merry which  astonished his au-
dience. The next year (1760) he ob-
tained, without contest, the post as
organist of Saint-André des-Arts, where
he succeeded Dubousset at an annual
salary of 300 livres. Four years later
Seian made his debut at the Concert
Spirituel, with a praisc winning perfor-
mance of an organ concerto of his own
composition. From that time on he was
heard frequently at the Concer! Spirt-
tuel, either as a performer or as a
composer.’™

In 1772 he was named one of the
four organists of the Cathedeal of
Notre-Dame, finding  himself in  the
company of some of the most famons
organists in France: Clande Balbastre,
Armand-Louis Couperin, and Lonis-
Clande Daguin. (Servitres™ notes that
he kept this post until the Revolution)
From 2 December, 1773 to 4 November,
1776 he was oreanist at the Church of
the Cordeliers. In 1782 he accepted the
position at Saint-S¢verin (at a salary of
300 livres, of which 100 livres was paid
to the widow of his successor, Forque-
ray).

On 27 June, 1779 Séian marricd
Marie Louise Convert. Séjan was al-
ready a wealthy wman by this time;
official documents rveport that he was
worth 10000 livres, and pave his wife
an anmity of 150 livres. She died 12
Octoher, 1781,

In 1781 he sgrved as a member of the
committee, comprised of Couperin,
Ralbastre. and Charpentier, that judged
the organ of Saint-Sulpice, which had
just been vebuilt by F. H. Cliquot.
Scjun played brilliantly, asserts Fétis,'™=
and he so impressed the audience that
when the organist's post became vacant
two years later, it was offered to him
without any public contest. "Therefore
in 1783 he succeeded Claude-Euenne
lLuce at Saint-Sulpice (at a salary of

paid for organ maintenance and the
blowers) . A further addition to his list
of accomplishments was the appoint-
ment to succeed  Armand-Lonis Cou-
perin as one of the organists of the
Chapel Royal. At 2,000 per year, he held
this post from December, 1789 to 1791,
and again from 1814 until his death
in 1819,

The Revolution dealt a severe blow
to S¢jan, and caused him to lose all of
his organ positions. Not despairing, he
threw himself into the wsk of pre-
venting the threatened  destruction of
the organs of the larger parishes of
Paris. Séjan was a man of great influ-
ence, and his petitions to the Ceomité
d'Instruction Publigue were favorably
received. Not only did he save many
iniportant  instruments, he also  re-
quested and obtained the rewnstatement
of salaries due musicians attached 1o
cathedrals and churches whe  were
without financial support as a result of
the Revolution. Favre'™ reports that
in April of 1793, S¢jan himself was on
the list of scholars and artists whio were
voted a “gratification extraordinaire” of
1500 livies each by the Natiomal Con-
ventiont.

In 1789 Séjan became the first pro-
fessor of organ at the Ecole Royale
de Chant. He was so well known by
this time that no onc dared oppose his
nomination; Séjan’s desive for fair play
led him to request a test even so, and
he is said to have brilhamly impro-
vised a fugue on that oceasion, (Fétis®™®
states that although he Lield the title
of organ professor there, he taught
only solfege, because the organ was
never completed due 10 the troubles
caused Dy the Revolution) He also
held the position of professor of orpan
at the Institut national de Musique
{Conservatoire) from its foundation in
1795, Although he undoubtedly taught
a mumber of students, Francois Blin
is the only name that has been record-
ed 2

While Séjan was withouwt his organ
positions during the Revolution, he did
not cease performing for that period of
time. On 11 Scptember 1794 he was
heard on the first organ to be installed
in the Opera (then called the Théditre
tdes Arts), and he participated in many
festivals of the Republic.

Wihen the Revolution was over,
Séjan returned 1o his organ at Saint-
Sulpice, and was also named organist at
the church  Saint-Louis-des-Invalides
(1806-1819) . With the Restoration, he
resumed  his  services at  the Chapel
Royal. Further attesting to the fame
he had achieved was his receipt of the
arder of the Legion of Honor from
Louis XVIII in December, 1814, He
was also honored by heing nominated
as a surcessor to Monsigny at  the
Academie des Reanx-Arls,

Séjan died at his home as a result
of a lingering illness on 16 March
1819, and was buried at the Montmartre
Cemetery. He was at the height of his
career, and the Journal de Paris wrote
of him: “"Although quite old, he kept
all the verve and freshness of his vouth;
he was looked upon rightlv as the most
prominent organiste in Europe.'"™

Séian was one of the [first composers
in France to write specifically for the
piano. While most of the carly works for
piano  were sonatas, he was one of
the few to write small. non-descriptive
piana pieces. e left three collections
of piano music, all judged to be of high
quality,

Tt appears that his only work for
organ s Trois [ugues et plusienrs
Noéls pour POrgue!® published post-
humously. Favre reports that the
Mercure cites the performance of an
orpan concerto of Séjan au the Concert
Spirituel in 1767 by a Mlle. Lechantre.
It is not known if this is the same con-
certo he himself performed in 1764,
and no trace of the work remains today.

Critical analysis has been far less
kind (o his works for organ than to
those for piano. Favre judges his
piano works as “a few, perfect pages”
and places him as “one of the truc
creators of the modern French school
of piano’* Concerning his organ
music, however, Pirro, Favre, and Du-
fourcg® agree that his fugues are
weak, even boring; and while Pirro
comments that “his Noecls are for bui-

1200 livres a year, out of which he foons,™* Favre suggests that perbaps

they were not written by Nicolas, but
by his son, Louis-Nicolas, who suc-
ceeded Séjan as organist at Saint-Sulpice
andd was known as a mediocre com-
poser® Favre is the only scholar 1o
make this suggestion, however, and all
others scem agreed that this volume is
indeed the work of the virtuoso father.

Fétis does rise to the defense of
Séjan  though, when he asserts that
Séjan had the instinct for a betier style
of organ music than did his contempor-
ary Frenchmen, but he perhaps over-
states the case when he asserts that
Séjan was the only talented organist in
Paris in the sccond half of the 18th
century.

S¢jan wrote three sets of noel varia-
tions. The first set is in a style of
writing traditionally associated with the
organ, but the other two show evidence
of Séjan's interest in the piano. Ex-
amples of his pianistic approach to
these noels are his use of octaves,, bro-
ken octaves, arpeggios, and notes not
found on the organ keyboard® These
variations are intersperseed with varia-
tions that are completely organistic,
however. There can be no doubt that
S¢jan fully intended these Noel varia-
tions for the organ in light of the
title of the collection, manual indica-
tions (within the variations as well as
at the beginnings), pedal indications,
and registration instructions, The lat-
ter, however, are not as prevalent as in
other composers.

Noct variations  were  a o virtuosic
genre which grew ont of the fever for
improvisation which swept the 17th and
18th centuries, While some variations
cmploy very simple figuration, others
use rapid fingerwork, Sometimes there
is a pattern of increasing rhythmic
motion; with Geoffroy there is a definite
textwal pattern (as there is also said
to he with the work Gigault). The
techatique of variation is figural, with
little wse of contrapuntal devises and
little harmonic change. Louis-Claude
Daquin remains the “prince of nocels,”
but all these picces (with the possible
question about the pianistically-orien-
ted work of Balbastre and Séjan) are
worthy of performance.

It is hoped that the present series of
articles  will  stimulate  interest and
further rescarch in this not yet fully-
appreciated art form.
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What is temperament, and why is it
necessary? Granting its necessity, what
arc the objections to equal tempera-
ment, which has been in common use
for more than a century and a half?
These are some of the questions which
will occur immediately to many readers,
who may consistently have avoided
this formidable branch of the science of
music.

The subject is complex indeed, but
not basically difficult; whether it is
difficult or not, it should be of interest
to every practicing musician, since it
affects such basic issues as what is
meant by “playing in tunc.” I hope to
he able to show in this paper the
simplicity of the numerical ideas under-
lying the nomenclature of the subject
temperament, and to encourage as many
readers as possible to experiment with
various temperaments, in order to dis-
cover which may best suit their neceds.

Dictionaries define the verb “temper”
in terms such as “distort,” “make im-
pure,” “adjust;” in music, it is certain
pure intervals which are tempered. The
reason for the necessity of tempering
certain musical intervals should not be
difficult to explain 10 organists, since
they are already accustomed to the
sounds of the overtones present as sep-
arate registers in the organ: the Ocave,
of which he frequency of vibration is
twice that of the fundamental (“8
pitch™), has pipes 1,2 as ong (= 4
pitch) : the Twelfth, frequency 3x, has
pipes 1/3 as long (2.2/3); the Fifteenth,
frequency 4x, has a lenguh 1/4 that of
the fundamental (29 ; the Tierce, with
a frequency Sx that of the fundamental
pitch, has pipes 1/5 as long (1-3/5% .

o B 43 = & £

3 14 (8) Zi¥e) 1% (5)

These arc common enough phenome-
na in any modern instrument. The more
observant organist will have noticed,
however, that the pitches of the pipes
of the twelfth and tierce are not exactly
the same as thosc of the unison- and
octave-sounding ranks which are closest
to them in pitch: the twelfth rank will
be sharp, and the tierce rank flat, com-
pared to the closest pitches of the uni-
son- and octave-sounding stops in an
equally-tempered organ. This is be-
cause the noles of the scale are tem-
pered, whereas the frequencies of the
harmonics (the mutations) are precisely
integral multiples of the fundamental
frequency, that is, they are frure inter-
vals. For those who have not experienced
this phenomenon, it can be observed by
playing any single key using a mutation
stop with its fundamental, and then
the same two pitches on the single uni-
son stop (two keys): the latter com-
bination will waver slowly, even if it is
“in tune,” showing that the interval is
tempered, whereas the former can only
be considered “in tune” if it is abso-
Tutely frce of beats.

being 2:1).
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And since, as we can casily be seen, no
power of 3/2 can ever be the same as
any power of 2, the frequency of (un-
tempered) b2 will necessarily be differ-
ent from that of any (untempered) c.
The ratio of frequencies beic as defined
above is called a ditonic comma — di-
tonic hecanse b% and ¢ are two different
tones; this comma must be distributed
among the varions tempered fifths —
since we are measuring around the
circle of fifths — nntil it is used wp, if
the octave is to remain pure, ie. if b2
is to have the same frequency as c. (Tt
is worth mentioning that. in Western
music at least, untemnered octaves have
alwavs been taken for granted))

The distribution mav he carried out
in numerons wavs. the most rommon of
which has been, since the 19th centurv,
“eaunl” temperatment. in which the
ditonic comma is divided pronortionally
fnot equally!} amone the twelve fifths,
The svstem of equal temoerament has
in modern music the advantave of mak-
ine a1l tonalities equally wsable and
caqually consonant: perhans its  chief
disadvantage is that it fails entivelv to
make a very important distinction he.
tween different enharmonic  intervals:
the dissonant augmented second. for ex-
ample. cannot be dictineuished from the
consonant minor third (three semitones
rach) . except by barmonic context, This
mav he “enough” in much Ffamiliar
music, but there is much music of the
17th and 18th centuries to which a dis-
tinction between such similar-sized in-
tervals lends a very important element
of harmonic color. Other things heine
equal. why should not an augmented
second sound different from a minor
third? After all, the shape of a wine
glass. in accordance with its function,
is different from that of a wine bottle.
Of course, other things are never quite
equal, for one cannot have one’s cake
and eat it too — at least not all of it
So it hecomes a matter of how much one
wants to cat and how much one wants
to have. This is the fun of the study of
temperaments: deciding how much one
can get away with cating, while still
having enough left over for the pur.
posec at hand. Where onc interval is
made more pure, another interval will
need to be tempered more in order to
compensate, ie. in order to keep the
octave untempered.

A hrief aside concerning the all too
frequently encountered phrase “tuned
according to the untempered system:™
the phrase is meaningless as far as West-
tern music is concerned. For even if
one determines to keep only the first
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If we measure around the cirde of
fifths, we find that it takes twelve steps
to bring us back to the enharmonic
equivalent of our starting point:
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four fifths of the circle — say c-g-d-a-e
— untempered (this is not an unrea-
sonable idea, and I would seriously
rccommend the reader to attempt the
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Since the ratio of frequencies of two
notes a fifth apart is, like that of the
twelfth to the octave, 3:2, we should
be able to determine the frequency of
the pitch b, for any given starting
point ¢, by multiplying the frequency
of ¢ by 8/2 welve times, that s, by
($/2) ™. However, the octaves of ¢ will
have the frequency of ¢ multipied by
some power of 2 (the ratio of the octave

6

experiment) , the interval c-e will be of
necessity lempered: In fact, it will be
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stretched almost beyond the bounds of
tolerability. In numbers, (8/2) ¢ is great-

A Practical Introduction
To Unequal Temperament

er than 5. Conversely, if onc tempers
those four fifths (o set within the
bounds of a previously tuned pure ma-
jor third, one finds the fifths quite
near the limit of tolerable smaliness:
cach will be tempered by ¥4 of what
is called synicnic comma, which is de-
fined as the ratio of frequencies e (meas-
ured up four untempered fifths from
¢) to e (the fourth overtone above ¢),
or (3/2) %5,

Tn what follows T would like to de.
scribe four different methods for tem-
pering a keyboard unequally; each of
the methods will be found to suit some
requircments better than others. But
each must be tried before it can he
judged: just as no verbal description of
the method of swimming would stand
a chance of successfully instructing one
who never set foot in water, so this de
scription of various temperaments will
be of little help to any reader who will
nat at least listen carcfully to the re
sults, For all the fun and diversion one
can find in the mathematical aspects ol
musical temperament, it remains basic.
ally a practical subject. Of course some
18th-century theorists went far heyond
the bounds of usefulness in their de-
scriptions of hundreds of temperaments
which sound terrible in most situations.
But they knew better than many mod-
ern writers on the subject, when they
were playing games and when they
were making music.

The unequal temperament of greatest
interest to keyboard players is probably
meantone, because of its wide applica-
hility and beautiful results throughout
practically all the repertoire up to at
least 1650 (including therefore the Eng-
lish virginalists, Sweelinck, Frescobaldi,
and Louis Couperin, to name only a few
of the most important). Perhaps a
method for sctting a meantone temper-
ament and a description of the result in
terms of its musical possibilities will
therefore be a useful starting point.

I begin with ¢ and tune e to it, a
pure, beatless, major third. This inter-
val will be much narrower than the
major thirds of equal temperament: the
novice might want to begin with the
third c-e as it stands on the keyboard
he intends to tune, and lower the e
very slowly, observing the beats care:
fully until they vanish altogether. The
next step is to tune the g a fifth above
¢, pulling it rather flat: flatter than
the g an equal-tempered fifth above c.
(Theorists often wrote *“as flat as is
tolerable.” To an experienced car, this
makes good sense, but it may not help
the beginnert But arrive somehow at
an empirical size for the interval: it
will likely need to be corrected later
anyway.) Then tune the d a fourth be-
low g so that the fourth is wider than
a pure fourth, and wide also than the
fourths of equal temperament: the d
will then be lJower than usual, just as
the g is. The interval g-d should beat
at about the same speed as the interval
c-g, already tuned. Then a is tuned to
d as g was lo ¢; the interval a-e is then
compared with g-d. If the temperament
is good, all four intervals should have
very nearly the same number of beats
per second. If a-e is too pure (i.e. purer
than the intervals already tuned), you
have tempered too much, and one or
more of the notes a, d, and g will need
to be raised slightly. But if a-e is too
impure (i.c. less pure than the inter-
vals already tuncd, but of course still
wider than an untempered fourth), you
have not tempered enough, and some
notes will need to be lowered a bit. The
amount of alteration nceded will prob-
ably be quite small, if you have worked
carefully, but it is essential to get these

By Dale C. Carr

notes as accurately placed as possible?

When the proper sizes of the inter-
vals c-g, g-d, d-a, and a-¢c have been es-
tablished on the basis of the untem-
pered major third cee, the difficult part
is past: all the rest of the notes of the
keyboard are tuned as untempered
thirds or octaves to one of the notes
already tuned. For example, { makes a
pure third with a, as does b with g. 1
find it useful to tune these two inter
vals next, and then to compare the
three fifths c-g, d.a, and e-b, and the
three fourths cf, d-g, and c-a.
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Of course these should all have close
to the same number of beats per second,
although the higher intervals may legi-
timately beat slightly faster. If these
tones are not correct, other discrepan-
cies will become apparent later. The
octave is usually completed by tuning
fg to d, c2 to a, g2 to e, bp to d, and
eh to g, all untempered major thirds.
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(Some dircctions say to proceed by tun-
ing to c-b-fz-cz-g2 in the same manner
followed for c-g-d-a-e, but this is surely
an unnecessarily roundabout method.)
The rest of the keyboard consists of
untempered octaves and multiple oc-
taves above and below the temperament
octave. Figure onc shows the comma
relationships of the various fifths and
thirds which are the result of the fore-
going procedure. (These figures have
been altered, with the author’s kind
permission, from those printed in Klop's
Syllabus: see the bibliography.)
(See Figure 1)

It will be observed from the above
mcthod that meantone has eight un-
tempered major thirds, and that there
are no other major thirds of any size
or purity whatever. The remaining in-
tervals containing four half-steps are
diminished fourths (b-ep, cf-f, f2-bp.
and g&-c):

el i —A
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It is incorrect to speak of eight pure
and four impure major thirds as so
many have done. The Jiminislmd fourth
and its inversion, the augmented fifth,
are treated as dissonances in any music
of the period, and it is clear from count-
less passages that their restless sound
was correctly appreciated by composers.
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(Frescobaldi: Elevation Toccata, Fiori
musicali no, 47)
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The often encountered statement that
meantone has eleven usable fifths and
one unusable fifth called the “wolf” is
similarly imprecise. There are eleven
fifths, and they are all usable, albeit
“ag narrow as can be tolerated.” But
what is called the “wolf” is no fifth at
all, but 1 dimished sixth (g#-ep).

Jur
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and it is scarcely more dissonant per se
than the diminished fourth, though
much less common. Such an outlandish
interval clearly deserves to sound dis-
sonant, as indeed do all the other aug-
mented and diminished intervals, One
need only observe the correct harmonic
spelling of the notes, a useful habit in
any case, to avoid the kind of muddling
which the subject of meantone temper-
ament has so extensively suffered. Then
one will not be surprised but pleased to
discover that the interval ep-If sounds
appropriately different from the minor
thirds d-f and e-g,
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and that the interval c-f§ resolves nicely
to b-g, while the interval b-f, with the
same number of half-steps as c-fi, mov-
ing similarly to bp-fg, does not resolve

at all.
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A little experimenting along these lines
will go far to demonstrate the extent to
which constant exposure to equal tem-
perament has dulled our ecars to many
kinds of fine harmonic deuails.

Another somewhat muddled matter is
the relationship between tonality and
meantone temperament. One reads fre-
quently that pieces written in tonalities
having up o three sharps or two flats
are playable in meantone. This is not
strictly true, besides being anachronistic.
It would be casy to give numerous ex-
amples of pieces composed in these
simple tonalitics which for various rea-
sons do not sound good in meantone.
Consider the C-major prelude of Bach's
Well-tempered (N.B. not Equal-tem-
pered) Clavier (book 1): the ap’s in m.
14 and 23 will sound out of tune if the
temperament has been set as described
above — they will sound like gt's, to be
exact:

.
al b it

FIGURE 1

C

FIGURE 3

In each of these four figures, on amount
printed oufside a ftriangle represents the
fraction of a comma by which the adjocent
interval has been tempered: -'4 indicates,
for example, that an interval has been nar-

It is clearly more accurate to say that
those pieces must be avoided (when
meantone is used) which contain cer-
tain notes, (for example ap when tuned
as gif), or that certain intervals meas-
ured from certain notes cannot be play-
ed in tune (the major third on cf, for
example). These formulations are so
simple and obvious as to secem tautolog-
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ous; but they avoid confusing the issue
by the imprecise use of precise terms.
Furthermore, by avoiding mention of
tonality aliogether, they avoid the error
of applying late 18th-century harmenic
theory to music of the carly 17th cen-
tury.

Returning to Bach’s prelude, 1 should
like to deal with the possible objection

FIGURE 2

FIGURE 4

rowed by V4 comma, The number insido the
triangle gives an indication of the amount
of tempering which o given triad os o
whole has suifered: it is the sum of the
fractions for the fifth and the third of that

that, since both of the ap's occur in
augmented intervals, they might as well
sound out of tunec. My answer is that
it would surcly be far better to retune
the necessary g keys to ap's, and let
the two notes be dissonant without be-
ing mistuned. The distinction is im-
portant to anyone interested in learn-
ing to hear details which a 17th or
18th-century musician would have heard
automatically.

And having mentioned the possibility
of retuning, I ought to add here that
many 17th-century keyboard works will
require retuning of one or more black
keys if they arc to be played in mean-
tone: Tisdall's Pavana Chromatica in
the Fitzwilliam Virginal Book — “chro-
matic’ because it uses many black keys,
not because of a few chromatic passing
tones — rvequires that ep and bp be

tuned down to df and ag, as do Kerll's
Toccata #4 (con durezze e ligature)
and Louis Couperin’s suites in B minor
and D major, to name only a few works.
Couperin’s suite in F requires ap instead
of g4, on the other hand.

And one more digression: anyone who
has set a meantone temperament just

triad, ignoring the plus and minus signs. (The
signs are irrelevont becouse it is here only
a gquestion of how much the intervols have
been tempered, and not of whether they
have been made larger ar smaller.)

once will be aware that (with narrower
major thirds and perfect fifths, and
therefore much narrower major sev-
enths) leading tones in meantone tem-
perament are very noticeably lower than
in equal temperament, Yet one reads
in many places, even in the works of
otherwise knowlegeable authors, that
the character of a leading tone is
strengthened when it is sharpened,” or
even that the wide (sicl) major thirds

of meantonc make an ugly sound when
played on a tierce or cornct stop.* Quite
the contrary, the pure major thirds of
meantone go well with any mutations,
and until the end of the 18th century,
even string players were accustomed 1o
lowering their leading tones, and to
adjusting their open strings to the key-
bhoard, with its narrow fifths, as neces-
sary to secure pood intonationt

Back again to Bach: as mentioned
above, if one tunes the two gi's up to
ap's, all the notes of the first prelude will
be correctly tuned. But the discerning
ear will observe that the piece still does

(Continued p. 8)



(Continued from $.7)
not really sound right in meantone.
The first measure sounds wonderfully
rich with the doubled third c-e — which
sounds comparatively harsh in equal
temperament — hut the third bar, with
its diminished fifth b-f, is so unexpect-

edly and irrationally colorful that a
temperament like meantene, in which
angmented and diminished intervals
sound radically different from the rest,
is less than completely successful, since
it exaggerates the effect of what are by
Bach's time simply normal features of
the harmonic landscape.

One becomes still more suspicious
that meantone is not the best tempera-
ment for this piece upon hearing the
L} ¢ combination in m. 12:

t /A|
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Frescobaldi would have reserved such
a dissonance for a special effect; where
such a striking sound appears simply in
passing, as here, it seems to draw un-
necessary attention to itself, and even
to interrupt the forward motion of the
piece. (The forward motion of the
piece will also be interrupted if one
must stop to retune the retuned ap's
back to g¥'s in order to play the fugue.
String q|l;:lﬂcls take the liberty of re-
tuning between movements, though 1
for one find it an unnecessary disturb-
ance; the whole audience becomes
alarmed, however, if a harpsichordist
retunes even a few strings during a
concertl)

The above objections to meantone in
Bach's C major prelude should lead the
reader to wonder whether there exists a
temperament  which @n  successfully
avoid the allied blandness and harsh-
ness of equal temperament and the too
great richness of meantone in such
pieces. Of course there are many: theo-
rists were busy throughout the 17th
and 18th centuries devising all manner
of temperaments for many purposes.
One of the most important was Andreas
Werkmeister, whose temperaments have
been revived in this century for several
new and restored Dutch organs, and, in
this country, have been used by John
Brombaugh and Charles Fisk. One of
the several temperaments which he pro-
posed is set as follows:

Begin with c-g-d-a-e as in meantone,
that is, with each of these four fifths
tempered by %4 of a syntonic comma.
Then retune the ¢ so that it becomes an
untempered perfect fourth with the a
just tuned, and continue with b, an
untempered fifth with the (retuned)
e. Next, the [ourth b-ff is widened to
give about the same number of beats
as the tempered g-d. The rest of the in-
tervals are untempered; from f§ tune cjf
and gf as a series of untempered fifths
and fourths, and from ¢ tune £, b, and
ep in the same way.

temperament,

(See Figure 2)

This simple alteration of tuning pro-
cedure has drastic practical resnlts: one
can now play fairly comfortably even
in the remotest keys, which were simply
not available in meantone. The tuning
of an unemphasized B major triad, for
example, will pass virtually unnoticed,
while the simplest and most common
triads sound extremely solid and stable.
Part of onc objection to this tempera-
ment lies just here, however: the F
major triad is so much more stable
than the rest, being almost entirely un-
tempered, that it interrupts the flow of
the music just as much as the augment-
ed and diminished intervals of mean-
tone in Bach's prelude. It draws un-
justifiable attention to its presence by
means of ils exceptional purity. Another
objection is the fact that the key of
Ap, only three steps from F around the
circle of fifths, sounds rather harsh,
while E major, which is five steps in
the other direction, sounds no worse
than Ap. The progression from good
to bad keys goes more quickly in the
flat direction than in the sharp direc-
tion, and this feature gives the tempera-
ment a rather lopsided effect in pieces
which modulate very far.

A method proposed by Kimberger in
1779 manages to get around both of
these difficulties quite neatly, and is
cven easicr to tune than the Werkmeis-
ter method given above: c-g-d-a-e as in
meantone, c-f-bp-ep-ap-dp and e-b-f as
two series of untempered fifths and
fourths. (If the untermpered intervals
are tuned first, it is particularly simple
to locate the d: tune the bp an octave
below the temperament octave, and lo-
cate d so that it beats equally with this
by and with the f2 of the temperament
octave. The accuracy of g and a can also
be easily checked by comparing the ma-
jor thirds g-b and {-a))

were so complicated as to be, practicall-
speaking, worthless, but which were
nevertheless mathematically  accurate.
Meantone, Werkmecister, and Kirnberg-
er, having cach only four tempered in-
tervals, each of which is tempered by
a significant and readily sensible
amount, stand head and shoulders above
equal temperament as far as ease of
tuning is concerned. Furthermore, Werk-
meister’s and Kimnberger's methods
make a clear distinction between the ef-
fects of various tonalilics, something
which neither meantone nor equal tem-
perament can justly claim to do.

I shall close with one last unequal
temperament, first described by Thomas
Young in 1800: even at the beginning
of the 19th century, the time of Beetho-
ven's first string quartets, unequal tem-
peraments were still a practical consid-
erationl This temperament, like the
Kirnberger method outlined above, gives
C major as the "best” key, with the
others arranged symmetrically around
it. However, C major is not quite so
pure as in Kimbergers temperament
(more accurately, the fifths are purer,
but the thirds are slightly less pure and
seem to bear more of the responsibility
for the total sound: this is an example
of the impossibility of both having and
cating the same cake), while the “bad”
keys are just as much improved as the
“good” keys are worsened (another ex-
amplel). Young's temperament is also
somewhat more difficult to tune than
any method given so far in this article,
having six tempered fifths, each one
tempered by 1/6 of a (ditonic) comma
— still twice the amount shaved off
cach equal-tempered fifth. These char-
acteristics suggest to me that it might
be more useful for organs than for
harpsichords, since organs cannot be
retuned so conveniently, and since they
must often play in keys more remote
than those customarily encountered in
harpsichord music. This temperament
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Here again the syatonic comma is di-
vided among the four “meantone fifths,”
but the remaining schisma [alls on the
interval f§-dp, not on gi-eh as in Werk-
meister. Can you discover where it is
located in the meantone method given
above?

It takes only a little practical ex-
perience with this temperament to hear
that the simplest keys are the best,
progressing from C major in both direc-
tions at equal speeds around the circle
of fifths. (I consider C major a better
triad than F major in this temperament
because the third c-e is better than f-a,
even though the fifth c-g is less good
than f-c) Furthermore, the C major
triad is not so disturbingly pure as the
F major trind of Werkmeister, and the
remote keys are correspondingly less
harsh. (Fritz Noack has recently built
some instruments tuned in a tempera-
ment of Kirnberger's which is less
“equal” and less smooth than that de-
scribed here; unfortunately I have not
yet heard them.) Figure three shows
the important interval relationships in
this temperament. A comparison with
figure two will demonstrate the superior
symmetry of Kirnberger’s method.

(See Figure 3)

1f 1 have stressed the ease of tuming
these unequal temperaments, 1 have a
substantial body of historical precedent
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This method is not entirely accurate,
but is so simple as to be quite useful,
and the mathematical error is in any
case almost negligible. We have distri-
buted the syntonic comma among four
perfect {ifths (cg-d-a and b-fg), but
have then proceeded around the circle
of fifihs as if we had distributed the
ditonic comma. In fact, the difference
between the two commas, called a
schisma, is very small indeed, and it
will require a careful job of tuning if
the error is to be noticed at all. Figure
two shows the relationships of various
fifths and thirds for this Werkmeister

8

for doing so. Harpsichords which need-
ed to be retempered frequently for use
with instruments at varying piiches
would have been quite an intolerable
bother if the tuning process was so com-
plex as to require a great amount of
time. This was in fact the basis of one
of the important objections to equal
temperament in the 18th century: the
number of tempered intervals (12) was
so great, and the amount of tempering
per interval (1/12 comma) so finicky,
that practitioners rightly despaired of
achieving accuracy, while theorists rev-
elled in the discovery of methods that

sckipmar
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has been used in three organs by Mich.
ael Loris of Barre, Vt., with highly suc-
cessful results. ‘The method follows:

Beginning with f, tune six untem-
pered fifths around the flat side of
the circle of fifths — f-bp-ep-ap-db-gh-
ch. As in the Werkmeister and Kirn-
berger temperaments described above,
the successive untempered fifths make
for rather wide major thirds, particu-
larly on dp, gh, and ch. But it is
just these tones which are the least
frequent tonics, and the harshness of
the thirds is partially offset by the
purity of the fifths in the cse of
Young's temperament. The other fifths,
measured around the sharp side from
f (f-c-g-d-a-e), are each tempered by
1/6 comma, as stated above.
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This will make them larger than mean-
tone fifths (Y4 comma), but smaller
than equal-tempered (1/12 comma) or
pure (0 comma) fifths. It will also
make the most common tonic notes
closer to their major thirds, resulting
in the greater apparent purity of these
more common triads.

(Sce Figure 4)

The literature of keyboard tempera-
ments is enormous, and spans the cen-
turies practically from the invention of
the keyboard to the present. I have list-
ed a few of the most valuable modern
works below, in the hope that readers
will be inspired not only 1o experiment
along whatever lines may occur to them
as they attempt the methods described
here, but also to try to discover for
themselves more of the attitudes and
approaches of 17th and 18th-century
musicians and theorists toward this end-

lessly fascinating subject.
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NOTES

1. If you have an a tuning fork instead
of a c one, simply tune a-d-g-c-f within
the limits of the untempered third a-f,
going down by fifths and up by fourths,
and keeping the fifths narrower than
pure and the fourths wider than pure.
The notes d, g, ¢, and f will need to
be higher, not lower, than in equal
lemperament.

] T M
i 1

2. Meyer, Juergen, Dr-Ing.: Akustik der
Holzblasinstrumente in Einzeldarstellun-
gen, (Frankfurt a/M, Verlag das Mu-
sikinstrument, cop. 1966). In a discus-
sion of the tuning of a recorder by
Stanesby (1725), the author writes:
“Die geringe Ausweichung von h* nach
oben kommt dem Leittoncharacter
nahe”” (“The slight sharpness of the
b-natural [makes it] resemble a leading
tone” is the apparent meaning of this
somewhat unclear sentence,)

3. Peeters, Flor, and Maarten Albert
Vente: De Orgelkunst in de Nederlanden
. . . (Antwerpen, Mercatorfonds, 1971) .
On page 24 Vente writes of the tem-
peraments in use before the close of the
18th century: “The cf was somewhat
higher than the dp, the df somewhat
higher than the ep, etc.” (My transla-
tion) On page 31 he writes that the
awtempt to include the tierce in the
plenum was given up “since the tierce,
in combination with mecantone tempera-
ment, gave tise to all manner of har-
monic complications.” (My t.ramlnu'un‘?
Vente seems to think that wide thirds
— if cf is higher than dp, then the
third a-cf will be even wider than in
equal temperament — are the cause of
these complications; he must never have
tried the Sesquialtera of the 1521 organ
at Oosthuizen, still tuned in meantone,
with the rest of its plenum, or he would
quickly hear that it does work, and that
the thirds of both the keyboard and
the Sesquialtera are not wide but pure
intervals,

4. Boyden, David D.: The History of
Violin Playing from its origins to 176}
. . . (London, Oxford University Press,
1965) . P'assages on pages 186, 247, and
370-1 discuss 18th-century violin inton-
ation, the tuning of the strings, and the
influence of fixed-temperament instru-
ments in ensemble music,

Dale Carr began his study of the or-
gan with Verle R. Larson at Drake Uni-
versity, and studied there later with
Itussell Saunders. He graduated from
Dartmouth College, where he majored
in music and studied organ with the
late Milton Gill. Other teachers have
included Harriett Slack Richardson and
Barbara Strunk Shearer. He studied mu-
sic history at the University of Califor-
nia at lerkeley, where he earned his
masters degree in 1966. On a Reynolds
Fellowship he studied organ with Gus-
tav Leonhardt in Amsterdam. He is now
college organist at Dartmouth, where he
also serves as music librarian. He has
presented organ, harpsichord, and cham-
ber recitals in New England, Berkeley,
anid  Amsterdam; previous articles and
reviews have appeared in The Art of
the Organ, in Musical Times, and in
The World Book (forthcoming edition) .

THE DIAPASON



/

N

A THIRD KIND OF ORGAN

If you are among those who think the world offers just two

kinds of organs — pipe or electronic— think again.

There is now a third — the Allen Computer Organ — which uses
neither pipes nor oscillators for its tone production. Instead,
the prodigious information storage and retrieval capacities of
the modern digital computer are put to musical use. |ts concept
is rather like a vast multiple tape recorder, in which organ tones
of utmost fidelity are stored, to be summoned forth at the

organist’s touch, except, of course, that no tapes are really used.

One needs no crystal ball to understand the extraordinary suc-
cess of our Digital Computer Organ. The entire world, it seems,
has been waiting for this new kind of instrument. Visit your

nearest Allen representative and hear for yourself, or send for

our demonstration record.

Nnm ORGAN (0. macuncie, Pa. 18062

Allen Organ Co.
Department D-274
Macungie, Pa. 18062
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[0 Please send information on the Digital }
Computer Organ. [

[0 Enclosed is $%2.00 ($3.00 outside US.)) |
Please send narrated Demonstration record. |
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David F. Hewlewt has been appointed
organist and choirmasier of St James
Episcopul  Church, Greenficld, Massa-
chusetts, A graduate of the Juilliard
School, Mr. Hewlett has held previous
positions in l'aris, France, New Yerk
City, and most recently at  Christ
Church, Fitchburg, Massachusetts, He
has been a student of Alexander Me
Curdy, David Mck. Williams, Marcel
Dupré and Vermon de Tar,

Richard D. Claypool, Jeannine 8. In-
gram, and Robert F. Steelman have been
appointed to the Moravian Music Foun-
dation in Winston-Salem, North Caro-
lina. ‘The three young musicologists will
undertake the cataloging of the manu-
script and printed music collections of
the Foumdation in Bethlehem, Pa., and
in Winston-Salem. Mr. Claypool is a
graduate of the University of Chicago,
halds a masters degree from  North.
western University of Chicago, and has
been music program  director of radio
station WEFM, Chicago, the nation’s
oldest serious music radio station. Mrs,
Ingram is a graduate of Salem College,

holds a masters degree from Converse
College, and is a candidate for the PhD
degree at the University of North Caro-
lina, Chapel Hill. Mr. Steclman received
his bachelor and masters degree from
the University of North Carolina, Chap-
el Hill, where he is also a candidate for
the PhD. Additionally, he has been an
instructor in the music departinent at
the University of North Carolina. The
Foundation has opened a branch office
at 120 Greenwich Street in Bethlehem
Pa., for the use of the catalogers and
the  furtherance of the Foumndation's
work in the area.

DAVID LENNOX SMITH JOINS

ARTIST RECITALS MANAGEME:\%
‘The addition of David Lennox Smith
to the roster of organists represented by
Artist Recitals, concert management of
Los Angeles, Calif., has been announced
by Ruth Plummer, executive director
of the management.

A native of California, Mr. Smith is
organist and choirmaster of the First
United Methodist Church, Santa Bar-
bara, California. He holds the BA de-
gree from Whittier College, and the MA
degree from Occidental College. He is
currently a candidate for the DMA de-
gree at the Eastman School of Music.
His teachers have been David Craig-
head, Robert Prichard, and Ladd
Thomas. He also holds the Performer’s
Certificate in organ from the Eastman
School of Music,

Mr. Smith has concertized widely on
the West Coast, and he was the winner
of the 1967 Western Regional Competi-
tion of the A.G.O. and the 1971 Nation-
al Organ Playing Competition spon-
sored by the First Congregational
Church of Los Angeles.

Mr. Smith was visiting lecturer in or-
gan 2t the University of Southern Cali-
fornia during the 1973 summer session.
In 1970 he was interim organist and
choirmaster at All Saints Church, Pasa-
dena. He has previously served churches
in California and Lyons, New York.

The First Presbyterian Church
Glens Falls, New York

— GRAND ORGUE —

FEET

Bourdon

Montre

Fidite i cheminée
Prestant

Flite conique
Doublette
Cornet 111
Fourniture IV
Cymbuale 111
Trompette
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Bourdon

Viole de gambe
Voix ccéleste
Octave

Flite octaviante
Octavin

Plein Jeu V
Basson
Hautbois

Voix humaine
Clairon
Tremblant

Casavant freres
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FEET

Flate bouch¢e
Prestant
Fliite a fuscau
Nasard
Quarte de nasard
Ticree
Larigot
Fourniture 1V
Cymbale 111
Cromorne
Tremblant

-— PEDALE —
FEET

Montre
Soubasse
Octave bassc
Bourdon
Basse de choral
Fourniture 1V
Bombarde
Trompette
Chalumeau
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NUNG DIMITTES

THEODORE C, LEWIS

Theodore C. Lewis, 82, co-founder of
Lewis and  Hitcheock, Inc., died Dec
i4, 1973 at his home in Silver Spring,
Maryland. He had suffered from a heart
ailment for some time.

A native of New York, Mr. Lewis
apprenticed with E. M. Skinner in Bos-
ton. There he met William 1. Hitch-
cock, and together they moved to Wash-
imgtan, D.C. to form their firm. Their
first organ was built in 1917 for St.
Mary’s Episcopal Chwrch in Washing-
ton, The firm built many organs, among
them eleven for Oberlin Conservatory
of Music, four for the University of

Michigan, and their largest for the First
Congregational Church in Akron, Chio.

Mr. Lewis was also responsible for
the installation of many Skinner organs,
among them the organs of the Wash-
mgton Cathedral.

Mr. Hitchcock died in 1967. Mr. Lewis
retired shortly thereafter and was suc-
ceeded by My, George Payne as presi
dent and tonal director of the finn.

Mr. Lewis had been active in the
Masons for many years and was grand
master of the Grand Council of Royal
and Select Masters of the District in
1952, He was also 2 past master of St.
Johw's Lodge No. 11 and was a Knight
Templar and a Shriner. He was a past
grand patron of the Grand Chapter of
the Eastern Star and belonged 10 Areme
Chapter No. 10 after it merged with the
Grand Chapter.,

Mr. Lewis had been a wmember of
Hamline Methodist Church, Washing-
ton, D.C. for more than 35 years. He
is survived by a step-danghter, Virginia
Franklin  of Westminster, Md,, four
grandehildien, and one grear grandchild,

HEATHCOTE STATHAM

Heatheote Statham, former organist
andd master of the choristers at Norwich
Cathedral, England, died m Norwich
on Oct. 29, 1973, He was 83.

Mr. Statham was educated at Caius
College, Cambridge University, and re
ceived his doctorate from  Cambridge.
He was organist at Caleutta Cathedral
from 1913-1920, and at St. Michael’s
College, Tenbury, England hefore being
appointed at Norwich Cathedral in 1938,
He retired in 1966 and was made or-

ganist cmeritus in 1967,

NASSAU PRESBYTERIAN CHURCH,
Princeton, New Jerscy, held a series of Advent
moon recitals on the four Wednesdays of Ad-
vent. Thomas Mcleth, organist of the church,
played organ works and accompanied soprano
Jean Thomas, contralto Jane Smith, trumpeter
Michael Myers, and soprano Evelyn Bloom as
featured soloists on each program. Lunch was
served (for $1.23) to members of the audience
withing to stay alter the pregrams.

FOLK MASS AND MODERN LITURGY
MAGAZINE is the name of a new journal |
published eight times a year in San Jese, Cali- {
fornia. The primary task of the magazine s
to help those people who are currently in-
volved with “folk style” liturgies. Published by
Resource  Publications, 6244 Rainbow  Drve,
San Jose, California. a subscription is current-
Iy $8 per year. Williamm Burns s publisher-
editor.

from Arts Image...

ODILE
PIERRE

TITULAR ORGANIST
CHURCH OF THE
MADELEINE
PARIS

Debut North American
recital tour
September-October 1974

musicianship.”

piece.”

., . . magnificently dominated by its organist Odile Pierre . . . a very
brilliant virtuoso . . . faultless technique . . . noble style of interpretation.”

—Le Figaro, Paris

", . . fully balanced union of virtuosity and musicianship of high intelli-
gence, a profound and warm sensitivity, a personal creative style."

—Bremer Nachrichten, Germany

“ .. the critic has only to use superlatives without any hesitation. An
outstanding technique, unrivaled mastery of the pedals, outstanding

—Stuttgarter Zeitung, Germany

"A supreme technical virtuosity . . . The most beautiful concert given by
a foreign organist in our country since the war.”
—Vecerni Pracha, Prague, Czechoslovakia

“Odile Pierre is an organist one will not forget. With her super technigue,
her sense of balance, she has made her program shine by her passionate
gifts, leaving a halo of penetrating poetry in the audience after each

—L’Avvenire d'ltalia, Presaro

“A great technical master, luminous phrasing, an amazing virtuosity, a
penetrating and profound musical sense!”

—Paris-Normandie, Dieppe

representatives for performing musicians

Phillip Truckenbrod, director

%X Arts Image

Suite 515, Gateway |, Newark, N. J. 07102

AUGUST HUMER

An Austrian native who teaches
at the Bruckner Conservatory

in Linz, he will next be available
in North America in Maril;g

“Magnificent . . . Sensational . ..
without doubt one of the best
organ recttals heard here in
many years . . ."

(La Voz de Espana, '71)

“Humer made a paositive impres-
sion ... Brilliant playing ..."
(Pittsburgh Post Gazette, '72

“

... handied the gleaming tracker
instrument like an old friend . . ."
{Washington Evening Star, '73)

JOZEF SERAFIN

The first Polish concert organist
to perform in North America will
make his debut tour in the spring
of 1975 under Arts Image
representation. He is the 1972
first prize winner in the
Nuremberg International Organ
Competition, a commercial
recording artist in his native land,
an associate of the composer
Periderezki and a frequent
recitalist in both eastern and
western Europe.

{201) 624-3308
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SAMUEL JOHN SWARTZ

A recent addition to the outstanding
list of Arts lmage American concert
organists.

“Rich colors, elan and virtuosity were
the key words , . ."

. {Kolner Stadt-Anzeiger, Germany, '71)

of programming . . . complete
command over the work . . . incredibly
lucid playing . . . graphically dlllsplayed

the vast color possibilities . . .
(Palo Alto Times, Calif., '72)

DAVID BRUCE-PAYNE

Westminster Abbey assistant to n*l.ake
his third North American tour
April-May 1975,

“Bruce-Payne is the compleat

organist, with both the dazzling facility
and musical good judgement to
enable him to range widely through

a program of composers as different as
Bach and Guilmant, and do all
convincingly.”

(St. Louis Post-Dispatch, '73)

*. .. aromantic player of consitlerable
distinction.”
(The Musical Times, London, '72)

é
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RECORDINGS

Arcangelo  Corclli: Twelve Sonatas,
opus 5, for Violin and Continuo. Sonya
Monosoff, violin; James Weaver, organ
and harpsichord; Judith Davidefl, ccllo
and viola da gamba. Musical Heritage
Socicty MHS 1690/1/2.

Here, from the tean that brought us
Rach’s Sonatas for Violin and Harpsi-
chord (Cambridge CRS B2822, winner
of Sterco Review's Best-of-the-Year
Award in 1970), is another stellar set
containing all of Corelli's "duo” sonatas
for violin and continuwo. Each of the
three records has a “church” sonata and
a “chamber” sonata on cach side, which
makes for more varicty in listening than
is sometimes the case with complete sets
of anything. Sonatas 1, 2, and 6 have
organ for the keyboard continuo; the
rest are with harpsichord. Bass instru-
ment is the cello in all except sonatas
%3, 7. and 10, in which the viola «a
gamba is cmployed. All the instruments
arec excmplary: an Amati violin (circa
1678), John Shortridge's 1968 copy of
the 1665 single-manual Giacomo Ridolfi
harpsichord in the Smithsonian Institu-
tion, and the Beckerath organ of St.
Michael's Episcopal Church, New York
City. Excellent and informative notes
by Miss Monosoff give all necessary da-
ta. The continuo realizations are im
provisatory without being overdone;
ornamentation of the solo lines is also
very fine, in some cases being taken
from actual 18thcentury realizations
(Geminiani, for example). Highly rec
ommended.

John Stanley: Six Concertos, opus 2.
Harold Lester, harpsichord solo and
continuo; The Little Orchestra of Lon-
don, Leslie Jones, organist and conduc-
tor, Musical Heritage Society, MHS 1214,

Pleasant music of the Handelian per-
ied from the blind organist of Temple
Church, London. The Concertes were
published originally in seven-line score
with the options of performing them
as concerti grosso (two treble and one
bass line for the soloists, the remaining
four lines for the accompanying instru-
ments), or as solo instrumental con-
certos, in which case a keyboard instru-
ment plays the uppermost three lines.
In this recording two of the concertos
are performed as harpsichord solos with
string accompaniment, two as string or-
chestra concerti grosso, (one with organ
continuo, the other with harpsichord),
and two as solo organ concertos with
strings. Mr. Lester's harpsichord, a 1951
Hugh Gough copy of a Kirckman from
the Fenton House Collection, has 2
perky, though leathery sound. The play-
ing, like the music, is pleasant but not
great. More attention to such perform-
ance-practice details as a quick antici
pation of the cadences, especially in the
allegros, would help the sense of style
a great deal, Still, this is fun should one
run out of Handel concertos.

Johann Scbastian Bach: Notchook for
Anna Magdalena Bach, 1725. Marga

Reviewed by Larry Palmer

Scheurich, hampsichord; Lotte Schadle,
soprano; Raimund Gilvan, tenor; Dicter
Brachimann, cello; Stuttgart Boys Choir.
Musical Heritage Socicty MHS 1663/64.

This is a complete recording, which
is 2 lot, even of a good thing: one hour
and fifty minuies of Bach wrifles. Per-
haps the very seriousness of this under-
taking (it's very German: they're play-
ing Bach, you know) defeats its pur-
poze from the outset. The Notebook is
definitely  “house music” friendly,
witty, for practice and pleasure. 1 don't
care for the sound of the Neupert
harpsichord and the soprano’s perform-
ance is adequate but undistinguished.
\ nice touch is the use of the boys’
choir foy the chorales; surprisingly, the
Stuttgart group is superior to the Tol-
ser Boys' Choir which performs the
same function on the vastly superior
1ecording  Selections from  the Musical
Notebeok  for Anna Magdalena Bach
(RCA Vicurola VICS 1317), which fea-
tures Elly Ameling as a wmost stylish
soprance  (who can trill), Ilans-Martin
Linde, here performing as baritone
vather thaw his usual recovder-playing
self, and Gustav Leonhardt at the harp-
sichord. The music presented equals
about one-half the total collection, and
the high-lights are exactly that. Style
and musicality are both well-served.

My alsolute faverite recording of this
music  is, however, the now-deleted
Decca recording Pages from the Nole-
book of Anna AMagdalena Bach (DL
9426) , featuring Charles Bressler, tenor,
and Albert Fuller, harpsichord, together
with violin, viola, cello, oboe, and bhas-
soon — known collectively as the New
York Chamber Soloists. These perform-
ances really capture the impromptu
spirit of an evening at home with the
J- S, Bach’s, and T find Fuller’s idea of
assigning some of the instrumental -like
lines 1o instroments (a4 Baroque jam
session) to be just right and greatly
helpful in avoiding monotony with so
many short pieces. Fuller's own vital
playing is the constant superlative of
this recording, however; his continuo-
realizations are classic,

Gustay Leonhardt Plays Instruments
from the Rilck Collection of Historical
Musical Instruments in the German Na-
tional Muscum, Nuremberg. BASF-Har-
monia Mundi, KHB 20307,

This record is worth having just for
the jacket photograph of the harpsi
chord by Carlo Grimaldi (Messina,
1697) , a red and gilt marvel of an in-
strument on which Leonhardt pilays
works by Picchi, Giovanni de Macque,
Merula, and Kerll. He also plays music
of Sweelinck, Scheidemann, and two
anonymous composers (works found in
the Leningrad Manuscript and in the
Klavierbuch of Anna Maria van Eyl,
1671) on a onc-manual Andreas Ruck-
ers harpsichord of 1637, as well as Bach's
Adagic in G (BWV 968), Prelude,
Fugue and Allegro in E-flat (998), and
C. P. E. Bach’s WWiirtemberg Sonata in
E minor on the 1782 harpsichord by

Carl August Gribner of Dresden. This
is indced a welcome feast, musically,
and another of those welcome oppor-
tunitics for comparison of three dis-
tinctive national schools of harpsicherd
making. All of the music is superbly
1ealized, but the performance of the
C. I'. E. Bach Sonate may only be char
acterized as dazzling; it should lead to
the investigation of all six of these un-
justly-neglected  masterpieces.

Wiile the jacket notes (and even the
back cover) contain unfortunate mis
spellings  (something which is true of
most of the BASF releases in this coun-
try which I have scen), the sentiment
of the closing paragraph should be as.
similated by all who would play the
harpsichord:

‘. . . [concerning these carly harpsichords]

everything works so easily . . . one ought

to accept the hghter touch as something
positive. It demands «he most concentrated
contrul along with the smallest movement —
precisely what is taught in the old dircctions
for playing. Thus it becomes understandable
that the old art of performing was based

purely on subtle articulation, and that as a

result the art of registration {a modemn

word!) conld never emier the question as a

part of performance. This view i confirmed

by the frequently uncomfortable arrange-
ment of the levers [stop controls].”

Do not, of course, regard this record
as nothing but a musicological exercise:
it is n demonstration of vital, interesting
music as well-played as one could ever
imagine it

Gustay Leonharde Plays English Vire
ginal Music. BASF-Harmonia Mundi,
KHB 20308.

Here there is passion where most
players find only sequences and too
many awkward notes. Leonhardt is pre-
eminent in the music of the seventeenth
century. His love for it and his trans-
cendent technique coupled with the
superb sound of the Johannes Ruckers
harpsichord from 1640 makes this an-
other listening experience not to be
missed, Here are everybody's [avorites:
Barafostus’ Dream (Tomkins), The
King’s FHunt (John Bull), and William
Byrd's mighty “Walsingham Variations,”
as well as fantasias by Gibbons and the
Farnaby Maske in G.

Penderecki Conducts Penderecki, Al-
bum 2: Partita for Harpsichord and Or-
chestra. Felicja Blumental, harpsichord,
with the Polish Radio Symphony Or-
chestra. Angel S-36950.

This is not music for the weak-heart-
ed, but it has much to offer any listener
who accepts the twenticth century as
part of his aural experience. (Strange
to think, isn't it, that the twenticth
century will be “historic” in  slightly
more than two and 2 half decades)

Penderecki (born 1933) is, of course,
the Polish avant-garde composer who
feaped to interpational prominence in
1939 as a “wriple crown” winner: the
top three prizes in a Warsaw competi-
tion for new music all went to him.
One of these prize works, Emanationen
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for Two String Orchestias, is heard ou
this recording; completing the record
is Penderecki’s 1967 Capriccio for Vielin
and Orchestra.

So far as 1 know, the Parttta is Pen-
derecki's first and only work employing
harpsichord. It is a major essay, lasting
nearly 20 minutes; one of the composer’s
longest instrimental compositions, it is
the result of a commmission from the
Eastman School of Music for a work
celebrating its 50th anniversary. Partita
received its first performance in Roch-
ester on  February 11, 1972, Felicja
Blumental was the soloist, with Walter
Hendl conducting the Eastman  Phil-
harmonia.

Partita may mean variations (as well
as suite, which this work is not); it
may zlso mean “quantity” or “lot of”
(which this work is). Beginning with
long repeated notes in the lower strings
and  ending  with  similarly-repeated
screams from the upper strings, the
work sounds well-organized and is not
difficult to follow. The harpsichord is
not treated as a virtuoso selo instrument
in the traditional sense; rather it forms
part (albeit a prominent part} of a solo
group consisting additionally of barp,
guitar, bass guitar and double bass. All
these  instruments  share a  common
quick fading type of sound (the double
bass is played pizzicato most of the
time) ; all are slightly amplified. Glock-
enspicl and bells are used frequently
with this “concertino.” The orchestral
writing is lucid, the instrumentation
consisung  of nine woodwinds, two
horns, two trumpets, iwo trombones,
and strings (12 violins, 4 violas, 4 celli,
2 basses) .

Fleet-fingered Miss Blumental nego-
tiates the harpsichord part ably. Since
there is no special atiention to the use
of various harpsichord timbres or dif-
ferentiation of registers, the part may
be considered generally a keyboard part,
and Miss Blumental's background as a
keyboard artist is impressive. All in all,
the Penderccki Pariita is a fascinating
window on the harpsichord as it ap-
pears to a major conlemporary com
poser. Try u!

BOOK REVIEW

Raymond Russell, F.5.A.: The Huarp-
sichord and Clavichord. 2nd revised edi-
tion by Howard Schott, W. W. Norton,
New York, 208 pp., 103 plates, $18.75.

It is & happy occasion to greet the
reappearance of this imporwant volume

12

in its slightly updated guise. Since pub-
lication of the original edition in 1959,
Russell’s book has been the standard
introductory study on early stringed
keyboard instruments; Howard Schott's
revisions are doubtless the sort of
things the author would have done
himself, had he lived; the list of collec-
tions of carly keyboard instruments and
the list of books of refercnce have been
brought up to date; clearcr photographs
have been provided for four plates;
many plates have been recaptioned,
showing the present ownership or loca-
tion of the depicted instruments,

For those who may not be [amiliar
with “Russell,” here is a brief overview
of the material to be found therein. The
nine chapiers are: The Instrument; lialy;
The Low Countries; France; The Brit-
ish Isles 1o 1730; The British Isles from
1730 — Ireland — America; Germany,
Scandanavia — Central and Eastern Eu-
ropec — The Spanish Peninsula; The
Nineteenth Century.

The Appendices f‘r&wllt a wealth of
source material on harpsichord history:
59 pages of translations from a varicty
of original languages. Topics included
here range from inventors such as Cris-

tofori, Francis Hopkinson, and Shudi to
inventories of instruments belonging o
King Henry VIII, J. §. Bach, Queen
Mara Barbara of Spain, and a list of
imstruments  confiscated from the no-
bility during the French revolution.

The plates provide an extensive visual
documentation of the national styles and
peculiaritics discussed in the text.

This book is onc of the basic refer-
ence tools for any person interested in
the harpsichord. It is even more useful
now that its bibliography and listings
have benn made more current.

— Larry Palmer
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HARPSICHORD NEWS

JOSEPH PAYNE, Boston University,

layed this recital on November 28 at
the Sanders Theatre, Cambridge, spon-
wred by the Peabody-Mason Music
Foundation: Tombeau de M. de Cham-
bonniéres, D'Anglebert; Les Bagalelles
(Ordre X)), L'Artiste (XIX), Les
Amusemens (I'll), Francois Couperin;
La Puce, La Flagorneuse, Boismortier;
La Dauphine, Rameaw; Partita in C mi-
nor, J. 8. Bach; Sonates K. 151, 213, 401,
372, 247, 113, Domenico Scarlatti; “féal-
fin” Concerto, J. 5. Bach. The harpsi-
«hord was Mr. Payne's 1969 Eric Herz

MARY PENDLETON played a harp-
sichord recital in partial fulfillment of
the requirements for the master of mu-
sic degree at Texas Tech University,
Lubbock, on November 28. Her pro-
gram: Toceala 3 in G, Froberger; Tom-
beau de M. Blancrocher, L. Couperin;
Sonata in D minor, 8. 1014, for violin
and harpsichord, J. S. Bach; Dapiline,
Giles Famaby; Sonatas in G and F-
sharp, Soler; French Suile in E-flat, S.
815, J. 8. Bach.

KARYL LOUWENAAR, Florida State
University, Tallahassce, was harpsichord
ist for the recital of Sheryl Cohen, flut-
ist, on November 30th. The program:
Two German arias, Meine Seele hart,
Flammende Rose, G. F. Handel; Ich
folge dir gleichfalls (St. John Passion),
Bach; Trio in E for two flutes and
harpsichord, C.P.E. Bach; Suite in C
minor for flute and harpsichord, J. S.
Bach; Eif wie schmecht der Coffee siisse
(The Coffee Cantata), Bach.

ARTHUR LAWRENCE, §t. Mary's
College, Notre Dame, Indiana, was harp-
sichordist for a performance of J. S.
Bach's Brandenburg Concerto Five on
December 9th at the College. The harp-
sichord was a new instrument built for
St. Mary’s music department by Mar-
paret Hood of Platteville, Wisconsin. Of
classic design, based on the French Ba-
roque tradition, it has threc choirs of
strings (2x8, 1x4).

LARRY PALMER played this con-
cert on January lIst for invited guests
at the home of Mr. and Mrs. Raymond
Entenmann of Dallas: “Chromatic” Fan-
tasy and Fugue, §. 903, J. S. Bach; The
Follies of the French, or The Masks,
and The Soul in Pain (Ordre 13),
Francois Couperin; Concerlo in the
Italian Style, S. 971, Bach. The instru-
ment, Mr. Palmer’s 1968 William Dowd
“Blanchet” harpsichord.

ILee McRae of Berkeley, California,
has announced two touring groups for
1975 which will be of interest to those
who “dig” Bareque wmusic. During the
latter part of February A CONCERT
OF BAROQUE STRINGS (featuring
Sigiswald Kuyken, violin and gamba;
Wieland Kuyken, bass gamba; and Rob-
ert Kohnen, harpsichord will be avail-
able, These artists are familiar through
their appearances in Bruges and else-
where in Belgium as well as for inter-
national appearances with the Alarius
Ensemble. In March and April (1975)
SOUR CREAM, the Dutch recorder en-
semble, will be available in the United
States. The artists of Sour Cream are
Irans Brueggen, Kees Bocke, and Wal-
ter van Hauwe,

WILSON BARRY & COMPANY have
written from Andover, Massachusectts,
that they are now agents for Zucker-
mann harpstchords, both as Kits and
as custom assemblies,

ISCLDE AHLGRIMM will give daily
masterclasses on Bach’s Well-Tempered
Clawvier during Southern Methodist Uni-
versity’s second 1nternational organ and
harpsichord seminar. The dates are
June 24 through July 3, 1974. For fur-
ther information write the Division of
Music, SMU, Dallas, Texas 75275.

Features and ncws items for these
pages are always welcome. Address them
to Dr. Larry Palmer, Division of Music,
SMU, Dallas, Texas 75275,

(Continued from p. 5)

198 Claude Balbastre, Livre de Noels, ed. by
Gaston Litaize and Jean Bonfils (Paris: Edi-
tions musicales de la Schola Cantorum et de Ia
Procure Générale de la musique, 1955}, (L'Or-
ganiste Liturgique $£48, 55, 56.)

ue Norbert Dufourcq, Le Livre de L'Orgue
Francais (1589-1789), Vol. Iv: La Musique
(Paris: Editions A. & J. Picard, 1972), p. 151.

1 Pierre Hardouin, ‘“‘Notes et Documents,”
Revue de Musicologie XLII (Dec., 1958), 217.

12 Marcelle Benoit et al, eds., “Documents
du Minutier Central,”" ‘“Recherches” sur la
Musique f[rancaise classique, VIL (1967), 230.

U3 Georges Servidres, Documents inédils sur
les Organistes francais des XVIHe et XVIIe
sidcles (Paris, Burean d'édition de [a Schola
Cantorum, 1922), 31-32,

114 On the first Sunday in 1804 the council
raised his salary to 540 livres per year, and
in April, 1B07, he was awarded 150 livres "3
titre d' indemnité et de témoinage de satnfac-
tion.” However, in 1809 his salary was re-
duced to 396 livres, and although he unsue-
cessfully requested a raise in 1812, he was
given an additional 100 livres a year in July,
1813. This information is supplied by Georges
Serviéres, op, cil.

18 A vivid account of his improvisations, by
André Pirro, is cited in Norbert Dulourcq, Le
Livre de L'Orgue Framcais, TV (Paris: Edi-
tions A. & J. Picard, 1972), p. 159.

118 Georges Favre, “Guillaume Lasceux,”
Revus de Musicologie, XXXIV (July, 1952),
39.

1T The Journal was a periodical of which
only two imues were produced. The Emsai was
an esthetic and pedagogical wark dealing with
the history of the organ, registration, and rep-
ertoire. Annuaire d el'Organist carries the in-
scription “ouvrage utile & ceux qui se destinent
A toucher Vorgue, dans lequel on trouvera les
messes, hymnes, magnilficat. . e

18 Georges Favre, op. cit., p. H.

us F&lix Raugel, ‘“‘Beauvarlet. ntier,
Jacques-Marie,” MGG. Bd. 1 (1949), col. 1474.

19 Michel, Lesure and Federov, eds., Ency-
clopédie de la Musique 1 {Paris: Fasquelle,
1958), 362.

1 Norbert Dufourcq, Le Livre de L'Orgue
Francais, p. 153,

199 Georges Servidres, Documents inddits sur
les Organistes [rancais des XVIle et XVIIIe
sidcles, p. 22. .

18 André Pirro, "L'Art des Organistes, p.
1363: Henri Bachelin, Les Noéls Francais, p.
46; Marie Louis Pereyra, Grove's Dictionary of
Music and Musicians, II, p. 187; Norbert Du-
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fourcq, op. cit.,, p. 31; Charles E, Vogan,
"“French Organ School of the 17th and 18th
Centuries” (Ph.D. di ion, University of
Michigan, 1948).

M Vogan, ep. cif., p. 13.

18 Norbert Dufourcq, La Musique d'Orgue
Francaise, p. 102.

128 1hid,

¥ Pirro, op. cit.

13 Fétis, op. cit.

1 fhid.

10 Michel Brenet, Les Conceris en France
raus Pancien Régime, p. 262,

11 The complete title b: Journal d'Orgue &
U'usage det Paroisses et Communaoulés Relipie-
uses par Monsieur Charpentier, Organiste de
I'Eglise de Paris, de Ia Paroisse Royale de
St. Paul et de P'abbaye Royale de St. Victor
.+ . & Paris Chez Le Due. . . . The Journal,
published in 12 parts, contains fugues, Magnifi-
cal, masses, and hymna.

132 Georges Favre, in “Les Organistes Pari-
siens a la fin du XVIIIe sidcle: J. J. Beauvar-
let-Charpentier, La Petite Maitrise (December,
1935) G1-64, mentions a sccond collection of
noel variations: Recueil contenant Douze NoEls
en pot-pourri, & Filii et cing airs varids, suivis
de Sept Préludes, op. XVII, first advertised in
Mercure in January, 1785.

12 Georges Favre, **Nicolas Séjan,” Revue
de Mursicologie, #58 (May, 1936), 71.

134 Georges Servidres, Documenls inddits jur
les Organistes [rancais des XVile et XVIie
sidcles (Paris: Burean d'cdition de la Schola
Cantorum 1922), p. 39.

1% Francois Joseph Fétis, '*Séjan, Nicolas,”
Biographie universelle. VIIT, 10.

9 Georges Favre, op. cit.

151 Francols Joseph Fétis, op. cil.

13 George Servidres, op. cit., p. 9.

% Georges Favre, op. cit,, p. 72.

180 Trois Fugues et plusieurs Noels pour
P'Orgue par N. Séjan, organiste de la Chapelle
du Roi, de I'Hotel Royal des Invalides, de
I’Eglise St. Sulpice, Membre de la Legion
d’Honneur, ed. by G. Ver Hasselt and M.-A.
Guerville (Paris: Procure Générale du Clergé,
nd.)

11 Georges Favre, op. cit., p. 78.

163 Lo Livre de L'Orgue Francair, p. 157

12 Andeé Pirro, “L'Art des Organistes, En-
cyclopédie de la Musique et Dictionnaire du
Conservaloire, 11, 1364.

14 Georges Favre, op. cit., p. 77.

13 Trois Fugues of plusieurs Noels, op. cit,
pp. 19, 17, 22, 19,

Organ Works

5938
8138
8083
8070
5856
5970
8032

et} r,‘—v*“‘%-:‘—hq\g, "
X% EDITION PETERS 282,
‘«-‘\L;’ TE .,.,,i_?d’l—

HARALD GENZMER

{b. 9 February 1909)

Advent Concerto, Organ Solo

*Concerto for Organ and Orchestra. Pocket Score

Introduzione, Aria e Finale. Violin and Organ

Sonata. Trumpet (in C) and Organ
Sonata No. 2. Organ Solo
Sonata No. 3. Organ Solo =

Die Tageszeiten (Fvening, Night, Morning) . Organ Solo

Choral Works

8189
5900A
590918
5951

8071

German Mass for Mixed Voices and Organ. Vocal Score

Irish Harp (5 Songs) (German). 4 to 7 Voices a cappella. Vol. I

Vol. 11

*Jiminez Cantata. (German) Sopr Solo, SATB, Orch.

Vocal Score

*Minstwral Cantata. (German) Sopr Solo and Orchestra.

Vocal Score

* perfermance material avatlable on rental

$ 3.00
7.50
4.50
5.00
3.00
3.00
3.00

5.00
1.25
1.25

10.00

10,00

A complete listing of Instrumental and Orchestral works will be found in
the new 1974 EULENBURG CATALOGUE to be released in late Spring

. . honoring the 100th anniversary of the founding, in Leipzig, of the
esteemed House of Eulenburg, and the 95th anniversary of the distinguished
publisher, Kurt Eulenburg (b. 22 February 1879).

373 Park Avenue South

C. F. PETERS CORPORATION

(212) 686-4147

New York, New York 10016

NORTHWESTERN

SCHOOL OF MUSIC

UNIVERSITY

Baroque: Sights and Sounds April 17 and 18, 1974

GUSTAYV

LEONHARDT

Recitalist and Lecturer

For information write:
Concert Manager
School of Music

Northwestern University

Evanston, Illinois 60201
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Letters
to the
Editor

Ta the Editor:

For the last several years 1 have heen
vngaged in historical research on organ-
building firms in this country.

I am now trying to locate photo.
graphic material, and I am writing in
hopes that you would be able 10 give
me some advice as to how one might
go about obtaining such material,

1 am particularly interesied in photo-
graphs of builders' workshops, organs
under  construction,  and  completed
works prior to 1915,

Any help you can give me will he

reatly appreciated.

Respectfully  yours,

J- Suanton Peters
I'HO North Prospect Ave,
Milwaukee, Wis. 53202

Columbia, 5C Dec. 17, 1973
fo the Editor:

In Dr. Guenther's excellent article
Comprosers of French Noel Variations
that appeared in the December issue,
she states that “it has been impossible
to locate” the 9 Livres de Pieces d'Orgue
of Benaut. A copy of all nine books, in-
cluding the noels is in the collection of
the Newberry Library in Chicago. The
music is extremely pianistic, in the style
ol Haydn, and liberally sprinkled with
Itatian tempo markings.

Edmund Shay

1974 CHARTRES COMPETITION
SLATED FOR SEPTEMBER

The annaal International Organ Com-
petition of Chartres, France, will take
place from Scptember 9 through Sep-
tember 22, 1974, The “Grand Prix de
Chartres” will consist of two scparate
prizes: one prizee for interpretation of
10,040 French francs, and one prize for
improvisation of the same amonnt, The
samie cindidate among the finalists may
win the two prizes and thus accumulate
the sum of 20000 French francs. A
candidate may enter for the interpreta-
tion section only, or for improvisation
only, but 1o compete for the improvisa-
tion prize. a candidae must take part
in the interpretation section. To  be
cligible for the final vound in improvi-
sation, a candidate must also be selected
for the final round of interpretation.
Fach prize consists of an eliminating
vromul and a2 final round.

The competition is open to orginists
of ali nations not yet having reached
the age of 35 at the time of the com-
petition. However the direction commit-
tee will grame a dispensation of age
which will not exceed one year for the
candidates having been finalists in 1973,

The eliminations will ke place priv-
ately in Paris from Sept. 919 under the
sponsorship of the ORTF at the Institut
National des  Jeunes  Aveugles. The
finals will take place on Sunday, Sept.
22 at the Cathedml of Chartres.

The required pieces for the interpre-
tation section, to be played from mem-
ory, include the following: Eliminations

Prelude and Fugue in F-sharp minor,
Buxtchude; Chomale Prelude on
Schmiticke dich, o liehe Seele, BWV G54,
Bach; and Final from Symphony IV by
Vieme; Finals — Dinfogue in G major,
Marchawd; Herr jfesu Christ, dich zu
uns wend, BWV 655, Bach; and Tocca-
ta by Durnflé. Candidates for the im-
provisation scction arve required, in ad-
dition to the above picces, 10 improvise
the following: Eliminations — a har.
maonized chorale and 3 variations on a

given theme; Finals — a fugue on a
given theme, and 3 symphonic allegro
movement on a given theme.

The jury will bhe composed of emi-
nent organists, generally six foreigners
and four French. There is no appeal
against the judges’ decision, and the
jury is not obliged to award the prizes.
Any candidate having  obtained the
Grund Prix de Chartres previously is
incligible 0 compete, All candidates
should register before July 1, 1974, Reg-
istration tequests should be sent o the
Secrétariat du Concours  International
d'Orgue, 75, rue de Grenelle, 75007,
Paris, France.

BLACK MUSIC COLLECTION
GIVEN TO U. OF MICHIGAN

Eubie Blake, known as the grand old
man of ragtime, and many other well-
known black stage artists gathered for
the formal presentation of the Eva Jes-
sye Afro-American Music Collection at
Fhe University of Michigan Jan. 19,

Dr. Eva Jessye, the first black woman
1o carn international  distinction as a
choral conductor, has given her exten-
sive personal collection of hlack music
memaorabitin to the U-M. Many of the
honored guests at the presentation cere-
mony were friends of Dr. Jessye and
have donated items to the collection.

Among the guests were: Etta Moten
Barnett, concert singer and influential
fricnd of African statesmen; Robert L.
Nolan, head of his own school of music
in Detroit and music editor of the
Michigan Chronicle; Ethet Ramos Har-
ris, pianist and composer now living in
Pittsburgh; Eva Taylor Williams, one
of the pioncers of radio performance
known as the “Dixie Nightingale;” Elma
Lewis, ditector of the National Center
of Afro-American  Artists, Dorchester,
Massachusetts; Harriet Easton, editor of
a senior citizen newspaper and widow
of Sidney Easton of stage fame as com-
poser and comedian; Marian Nettles,
music teacher in New York, graduate

of Juilliard, and former voice instruc-
tor 2t Hampton Institute; Edgar Batde,
recording artist and composer of jazz,
who was co-composer with Nobel Sissle
of “"Red Ball Express,” named after the
famed supply train of Patton's Army in
Workl War II; Edna Ricks, who ap-
peared “as much as anybody alive in
productions of ‘Porgy and Bess'” ac-
cording to Dr. Jessye; and Herman
Hemmitt, operatic baritone from Chica-
go, who played the tole of the cmb
man in "Porgy and Bess.”

The presentation of the Jessye Col-
lection was presided over by Allen P.
Britten, dean of the University of Mich
igan School of Music.

Mus. Barnett and Mr. Noland reflected
briefly on the §ife and times of Dr,
Jussye and her many colleagues and
their contributions to American musical
theatre,

The musical program of the presenta-
tion ceremony included a jazz medley
by William Bolcom of the U-M music
compaosition faculty; Howard Swanson’s
“I've Known Rivers” sung by dectoral
student Z, Edmund Toliver; a short talk
and a rendition of “Crazy Fingers” by
Enbic Blake; and a choral work by Dr.
Jessye entitled “Move! Let Me Shinel”
sung by members of the U-M Chamber
Choir under the direction of Thomas
Hilbish.

Dr. Jessye donated her collection of
mementos, scores, manuscripts, photos,
and letters 1o the University of Michi-
gan School of Music amd others have
added substantially to the collection.
“Her rich expericnces in the theatre
world of the Twentics, when she worked
as choral director with George Gersh
win and Virgil Thompson and traveled
through America and Europe with her
Fva Jessye Choir, brought her many
friends among the great performers and
composers of that era of musical theatre
known as the ‘Golden Era,’” Dr. Standi-
fer noted.

A recent donation by Mr. and Mrs.
Fubie Blake to the collection is a video-
taped interview conducted by Dr. Stand-
ifer with Blake,

1 7.0 N

New toggle-hinges and bearings (left) are made of Celcon, a space-age plastic with very special proper-
ties. Heavy-duty relays (right)] mean long, trouble-free operation without periodic adjustment.
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Photographs at left point up recent and
very important improvements to the
Model R-R Capture Type Combination
Action. Bearings at the ends of movable
bars are now made of Celcon—a tough,
durable plastic used by industry for self-
lubricating gears and bearings.
eliminates corrosion at the hinge points,
an important feature in humid or salt-air
environments.
are now used for stop-action ""on-off"
operation, eliminating the need for peri-
odic adjusting. These refinements are
simply part of our policy of continuous
product improvement.

This

Also, heavy-duty relays

Contact your organ serviceman for fur-
ther information.

MFG. CO.
INC.

THE DIAPASON



Jeremy Cooper Builds
for Irvine Foundation

Jeremy Cooper, organ builder of Con-
cord, New Hampshire, has recently
completed a positive organ for the Ir-
vine Foundation of New York City.
“Home base” for the scmi-portable in
strument is the Central Presbyterian
Church in Manhattan. The case is from
ribbon-grain Taiwan and solid Hon-
duras mahoganies. The keyboard has
Gaboon chony naturals and Brazilian
1osewood sharps. The entire organ, in-
cluding the blower and diagonal bel-
lows, 15 enclosed by the case which
stands under 8° high. All ranks except
the Praestant may be played with the
shutters closed, The keyhoard compass
is Gd'’’, 51 notes.

MANUAL
Gedackt 8' (wood)
Praestant 4
Gedackt 4*
Quint Treble 224
Octave 2

Terts Treble 134°

BAYLOR U. TO SPONSOR
COMPOSITION CONTEST FOR
HIGH SCHOOL STUDENTS

Baylor University School of Music has
announced its 1974 Composition Schol-
arship Contest, open to any student who
15 now a senior in an accredited high
school. The winner of the competition
will reccive a S scholarship to the
Baylor Umversity of Music, contingent
on admission to the University as a
composition major. There are no restric-
tions on performance medinm or length
of the submitted works. All  entries
should be of recent date and should
reflect serionsness of musical purpose on
the part of the composcer.

FEach contestant may submit as many
as three compositions, which should be
accompanicd by a  letter  containing
names of the submitted works, the com-
posce’s name and address, the name of
his high school, and a brief summary of
his musical background and activities,
Al entries must be received by March
1, 1974, and the winner will be notified
by March 15, 1974,

The contest will be judged by a panel
of Baylor School of Music faculty mem-
bers chaired by Dr, Richard Willis, com-
poser in residence. Entries should be
sent to Dr. Richard Willis, Baylor Uni-
versity School of Music, Waco, Texas
76703,

THE FIRST UNITED METHODIST
CHURCH aof Salem, Ohio, has just completed
a rebuilding program ol its organ. The on-
ginal imstrument was built and installed n
§910-50 by Philip Wirsching of Salem, and
it was rehuilt in 1948 by Hillgreen-Lane and
Company, The 1973 rebuilding was done by
Bruce Snyder, organist ol the First United
Preshyterian Church of Salem, and a former
employee of Hillgreen-Lane. tHomer S, Taylor
is arganist of the church,

THE COLUMBIA, 5.C. CHAPTER AGO
held sts 27th annual junior choir festival at
Trinity Episcopal Church on Dec. 2, 1973,
About 350 chifdren from 13 local churches
participated in the cvent. Dr. Edmund Shay
of Columbia College played a short  recital
Belore the festival program.

SPOKANE CATHEDRAL OFFERS
PRIZES FOR NEW COMPOSITIONS

I'he Cathedral Church of St. John
the Evangelist, Spokane, Washington, is
offering three §300 prizes for original
musical works to be premiered at the
Cathedral during Expo '74. The World's
Fair, Expo ‘T4, will be held in Spokane
lrom Mav 4 to November 3, 1974, Dr.
C. Harold Einecke, organist and choir-
master of the Cathedral, said the church
is looking for one work in cach of three
categories: carillon, organ, and choral.
The deadline for receipt of works is
March 1, 1974, and a pancl of threc
judges not yet selected will judge the
works. There are no thematic restric-
tions, although the choral work, at Icast,
“should be religious in nature.”” The
composers of hoth the sclected organ
and carillon works will he invited to
premiere their works at the Cathedral,

DAVE BRUBECK'S NEW CANTATA,
“TRUTH", was performed on Jan. 17 in Hill
Auditorium, University of Miclhigan, Ann Ar-
bor, as part of the 290 annual Midwestern
Conference on School Vocal and Instnumental
Music. The wark [eatured composer-pianist
Brubeck, his som Chris {a U, of Michigan
student), the New Heavenly Blue rock group,
the U. of Michigan Choral Union, and the
Detroit  Symphony undes the direction of
eonductors Erich Kunzel and Don Th. Joeger.

THE MUSIC OF GARRETT LIST was fea-
tured in an afternoon program on Jan. § at
the Cathedral of St. John the Divine, New
York City. His “Wind Music for Trombones
and Flutes" (1973) and “Two Songs"” were
performed along with the world premiere of
his “"Music for St. Johns: An Antiphonal Mu-
sic for January 6, 1974 (Epiphany) {With
Prose, Poetry and Songs)”.

ADAM HAMME, for 50 years organist and
choirmaster of Zion Lutheran Church, York,
Pennsylvania, was honored by the church for
his long and fruitful tenure at the York
Church on Dec, 9, 1973, His 50th anniversary
was observed with a musical program includ-
ing works by Marccllo, Arnsdoril, Arne, Bach,
Franck, Dickinson, Beethoven, Langlais, Far-
nam, Reger and Dupré for organ and choir.

Alabama Junior College 7
Gets Wicks Tracker

A 20-stop, 2-manual mechanical ac-
tion organ huilt by the Wicks Organ
Company of Highland, Illinois has been
installed a1 Alexander City State Junior
College, Alexander, Alabama. Pipes of
the Pedal division are cncased o the
left of the attached console, the pipes
of Manual I are encased to the right of
the console, aud the Manual 11 division
is above the console. The tonal design
was drawn up by Harald Rohlig, who
also supervised the voicing. Sarah E.
Scott is head of the music department
at the college.

MANUAL 1
Princtpal 8 61 pipes
Quintade B 61 pipes
Oktave 4° 61 pipes
Smizilote 4' 61 pipes
Blockflote 2° 61 pipes
Mixtar 11T 183 pipes

MANUAL 1T
Gemshors B° 61 pipes
Gedeckt 8' 61 pipes
Rohrfléte 4° 61 pipes
Nazard 234" 61 pipes
Schweitzerpfeile 2' 61 pipes
Principal 1% 61 pipes
Terz 134" 61 pipes
Krummhorn 8' 61 pipes

PEDAL

Subbass 16" 32 pipes
Principal 8' 32 pipes
Pommer 8' 32 pipes
Choralbass 4' 32 pipes
Rauschpleife 11 64 pipes
Potaune 16 32 pipes

Our 42nd Year of Fine Organ Building.

Tracker Organs — Slider Chests; Mechanical or Vacuum Operated Stop
Action; Slider Chests with Electric Action Available Where Necessary.

Schlicker Organ Co., Inc.
Buffalo, New York 14217

Inguiries Invited — Member APOBA

TRINITY
CHRISTIAN
REFORMED
CHURCh

ARTESIA,
| caLiForNIA

18 Stops
Slider Chests
Electric Action

FEBRUARY 1974

NEW cHoraLocTAves

R LENT & EASTER

Mixed Voices—Lent

0 Lord, Attend Unto My Cry—Sweelinck
Hope of the World— Genevan Psalter/Wolff

O Lord, the World's Savior—Wm. Mundy
Rejoice, Ye Shining Worlds on High—Billings

(for Paim Sunday)
Reflections on Death—Billings
1. Here Is a Song.

2. Great God. How Frail a Thing is Man.

3. What If the Faint Must Die
(for general use)

Mixed Voices—Easter

Awake, My Heart, with Gladness—Cruger/Lovelace 98-2173 .35
with organ and two treble instruments
Good Christian Men, Rejoice and Sing —Vulpius

with opt. brass quartet
The Day of Resurrection—Willan

Arise and Hail the Sacred Day—Billings
The Lord My Pasture Shall Prepare—Billings
(for Good Shepherd Sunday)

SAB Volces
O Sing Unto the Lord —Handel
Jesus, Lead Thou On-Brandon
Come, Praise the Lord—Couperin

Glad Tidings! Glad Tidings!— Brandon
Alletula! Christ Our Passover (SSAB)—Bender

Treble Voices

On My Heart Imprint Thine Image — Melvin Rotermund 98-2180 .25
for unison voices. flute. string bass or cello. and

opt. oboe

He Who Is Not with Me Is Against Me (SA) —Bender 98-2058 30
Hosanna, Loud Hosanna (SA)—Wolff
When the Counselor Comes {SA)—Bender

Male Volces

Hide Not Thou Thy Face from Us, O Lord—Farrant

@ AUBUSH=NG | HOUSE
B W A Y ek
Bamy e gL v

9B-2202 $ .35

98-2163 40
98-2167 40
98-2192 30
98-2197 a5

98-2203 .30
98-2206 .35
98-2191 25
98-2193 25
98-2200 35
98-2169 40
98-2164 .50
98-2168 40
98-2207 .30

98-2204 35
98-2055 30
98-2201 .30
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The Organ in Australia, 1973

by Michael Edgeloe

1973 was a year for the performer
rather than the instrument, with the
two most significant features being the
influx of overseas organists and the rise
and fall of the organ festival. No fewer
than six internationally known organists
(Barric Cabena, Peter Hurford, Armo
Schonstedt, Craham Steed, Gillian Weir
and Malcolm Williamson) — a number
more usually associated with visiting
pianists — gave recilals. Festivals lasting
eight to ten days were held in Adelaide,
Melbourne, Perth and Sydney.

The oustanding success among the
visitors was Graham Stced. His charm-
ing personality and lively perfermances
won friends everywhere. His visit was
part of a world tour that began in To-
ronto, continued in Victoria (British
Columbia) , Honolulu and New Zealand
and concluded with ten Australian en-
gagements and one in Bombay. His Syd-
ney performance of Widor's Fifth Sym-
phaony (complete) showed how superb
French romantic music can sound on
suitable modern mechanical action in-
struments. It also revealed Widor as an
undeservedly neglected composer. Steed
was alse an cloguent and enthusiastic
advocate for the works of the late Mar-
cel Dupré, and by a lecture-recital on
them he did much to increase Sydney's
appreciation of the composer and his
music.

Steed and his wife so enjoyed their
time “down under” that he resigned in
December from his appoinument as di-
rector of music at the Immanuel Con-
gregational Church in Hartford, Con-
necticut, in order 1o emigrate to Auck-
land, New Zealand, where he plans to
teach and give recitals.

Gillian Weir's brief visit (after a
tour of New Zealand) was jinxed by
industrial disputes. Her tour began well
with a concert in Brisbane — Australian
composer William Lovelock’s Sinfonia
Concertante for Organ and Orchesira
and a Bach harpsichord concerto. But

her travel arrangements were harrassed
by an airport strike; heavy rain fell on
the days of both her evening recitals in
Sydney and there was a 24-hour train
strike on one of them; a power dispute
caused frequent blackouts throughout
her week in Sydney and forced the can-
cellation of a twilight concert in which
she was scheduled to perform; and fi-
nally the newly opened Opera House
dominated the cultural life of Sydney, to
the detriment of all other concerts. Thus
only a small but enthusiastic audience
attended the Austrialian  premiére of
Messiaen's Aléditations sur le Mystére de
ln Sainte-Trinité.

In August Australian-born composer
Malcolm Williamson took up a Creative
Arts Fellowship at the Australian Na
tional University in Canberra. The gen-
crous terms of his fellowship enabled
him to participate in several cities in
performances of his chamber and or-
chestral works, mini-operas and other
compositions. He gave recitals in Syd-
ney and Adelaide of his own organ
works; his Mass of a Medieval Saint and
some of the Peace Pieces were well re-
ccived in Sydney.

Overall the German organist Arno
Schénstedt was a disappointment. ke
honoured Reger with fine performances
of several major works, but his quiet
and unsmiling personality and accurate
but umnexciting playing generated little
rapport with his audiences.

Peter Hurford had no such audience
problems at the two Sydney recitals fit-
ted in during flying visits (partly te
consult on the Opera House organ, and
partly to record the Orgelbiichlein for
Armgo records) . His entertaining verbal
introductions and lively playing had the
audiences immediately “with him.” Bar-
rie Cabena’s visit to his home town of
Melbourne was mainly vacational, al-
though he gave one public recital there,

Organ Festivals offering a concen-
trated diet of day and evening activi-

Choral Conducting: A Symposium

Book Review by Victor Weber

Harold A. Decker and Julius Herford,
eds. Choral Conducting: A Symposium.
New York, Appleton-Century-Crofts,
1973.

The choice of choral conducting or of
choral singing as one’s major vocation
in this country contains within it an
element of damnation. While the insti-
tutions which have traditionally nur-
tured and supported choral music con-
tinue to do so at least nominally, the
choral conductor and his singers are
viewed with a measure of distrust. In
academia the choral conductor is likely
to be seen as little more than a “cheer
leader,” dealing with a repertory which
fails dramatically to meet the high
standards of musical quality established
by instrumental repertories. Academic
choral concerts are frequently attended
by “obligated” family, friends, and col-
leagues, of participants — audiences
whose probable preferences would lead
them to be at home with a good book
or fine recording. Church choirs are too
often heard as secondary adjuncts to
increasingly ill-attended  services, or
even worse, merely as collections of peo-
ple with undistinguished musical abili-
ties whose personal needs lead them
away from other responsibilities once a
week for “a night out” at what might
loosely be called a rehearsal.
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The evidence is legion. There is the
distasteful fact known to cvery choral
conductor that, as singers progress in
their development of soloistic abilities,
they begin to look forward (with their
teachers’ encouragement) to the day
when they “graduate” from their mem-
bership in soprano, alto, tenor, and bass
sections. Among our student population
the needs of our young people for some
kind of “individualized” form of personal
expression are apparently quite seldom
satisficd by participation in large group
activities, such as choruses or athletic
teams. The decline in prospective audi-
tioners for choral organizations is a
noteworthy fact in contemporary school
life, even in those centers of the coun-
try where choral singing has reached a
high degree of excellence. Further,
there is the well-known and documented
historical desire, now finally fulfilled,
of the nation's most charismatic choral
conductor, Robert Shaw, to achieve the
exclusive status of orchestral director.
Within the narrower confines of Chica-
go, there are persistent rumors that the
doyen of the Sccond City's choral musi-
cians would prefer to pass along to a
purely instrumental conducting career,

The present volume should dispel all
doubts that choral singing and conduct-
ing are an art form which has developed
a special and very complex integrity of

ties are a fairly recent phenomenon in
Australin. A modest festival in Sydney
in 1970 was iollowed by more ambitious
festivals in Sydney and elsewhere. The
1972 Sydney Organ Festival presented
the “complete” organ works of Bach
in ten recitals by cight organists on
three modern mechanical action instru-
ments, and a [fascinating experience it
turned out to be.

The Third Melboumne Autumn Fes-
tival of Organ and Harpsichord, in
May, offered the most ambitious and
varied program yet of recitals, master-
classes and social events — and was an
cnormous success, Mcelbourne audiences
turned up as never before, and heard a
panorama of music ranging from the
renaissance to today, including several
premitres of works by Austraban com-
posers. Judged by press reports, the per
formances ranged from fair to outstand-
ing. The future of the Melbourne festi-
val is obviously bright. The city's main
need is a first-class modern mechanical
action instrument in a medium-sized
hall, No such instrument is in sight.
At the moment, the only really success-
ful organ of this kind is Roger Pogson's
two manual instrument in  Christ
Church, Brunswick, which accommo-
dates about 150 people.

In the afterglow of Melbourne's suc-
cess and probably with the fecling that
“anything Meclbourne can do, we can
at least equal,” expanded and varied fes-
tivals were held in August and Septem-
ber in Adelaide, Sydney and Perth —
and all were financial disasters. In the
light of past successes, Sydney's poor
attendances were both unexpected and
discouraging. The potential for success
was there: recitals and masterclasses by
Williamson, Schonstedt and leading
Australian artists, the finest mechanical
action organs in the country, a concert
of remaissance instrumental and vocal
music by a well-known and popular en-
semble, a jazz concert which included
improvisations on Bach's Passacaglia
and Sei gegriisset, ewc. ‘The Festival ccle-
brated the centenary of Reger's birth
and the 50th birthday of Heiller (under
whom several Australians have studied)
by the inclusion of a number of their
organ works. In retrospect, a number of
factors (some predictable, some not)
contributed to the filure: too many
events, some rather dull music (includ-
ing two cspecially banal pieces of non-
music by Melbourne composers), the
1o1al absence of French romantic music,

its own; which has its own repertory,
expanding at an almost overwhelming
rate into the present, past, and future,
of an excellence at least equalling that
of instrumental music, and perhaps sur-
passing it in historical quantity; and
which, with the ample evidence offered
in these few pages, has engaged the im-
aginations of a generation of musicians
of gigantic energics and productiveness.
Herford’s and Decker's Symposium will
act as a constant prod to the intellects
and consciences of all musicians whe
have not already inextricably fallen into
the frustrated satisfaction of mecting
categorically imposed obligations with
the well-worn conviction that “no-one
will know the difference.”

Indeed, onc emerges from a first read-
ing (and that is not ncarly enough) of
this Symposium with the buoyantly re-
newed belief that excellently conceived
and executed choral performances are
not only an gobligation, but are also
possible. The only caveat, which runs
by implication through every contribu-
tion to this book, is that first-rate choral
singing is, by virtue of the enormity of
the choral repertory, the increasing sub-
tlety of its techniques, and the complex-
ity of its psychology, extremely difficult
o achieve; perhaps more so than good
instrumental ensemble. The choices
which the contributors present in re-
gard to sclection of repertory, method-
ology of preparation for rehearsal and
performance, and style of vocal ap-
proach, allow no easy answers; but they
have increased at least this choral mu-
sician's sense of the potential inherent
in his art.

The list of contributors which Decker
and Herford have assembled for their
little book will be familiar to anyone
who is involved in the American choral
scene, Howard Swan, emeritus professor

the overexposure of two recitalists lack-
ing great audience appeal, the impend-
ing opening of the Opera House and
an unusually small number of inter
state visitors. There were some superh
performances: a concert for chamber
orchesira, organ and trumpet was one
of Sydney’s finest concerts ol the year,
and John O'Douncll showed that he
his few peers in this country when play-
ing works by Alain, de Grigny, Heiller,
Reger and Messinen, Too many of the
other events left something to be de-
sired. In attempting to satisfy all of
the people some of the time rather than
some of the people all of the time, the
Fesiival ended up satisfying only some
of the people some of the time.

So much for performances. 1973 saw
the public scrutiny of two mechanical
action organs, one at the University of
Sydney with three manuals by Beckerath
(the first by this builder in Australia)
and one in St. Francis’ Church, Mel
bourne with two manuals by Fincham.
The Beckerath organ, inaugurated late
in 1972 by Lionel Rogg, has turned ont
to be something of an ¢nigma, It is ton-
ally superb for romantic and contem-
porary music, but not entirely convine-
ing in baroque. It does not project well
to the opposite end of the hall, and it
tends to run out of wind in Widor-type
full organ passages. Even so, it is gen-
erally acknowledged to be the finest
20th century organ in Australia.

The future for the organ building in-
dustry looks rosy. A three-manual in-
strument by Pogson for the Conserva
torium of Music in Sydney is expected
to be completed early in 1974, Some
recitals on the incomplete instrument
sounded most promising. Ron Sharp is
expected o complete a two-manual in-
strument in Ormond College in Mel
bourne and a threemanual instrument
in the Perth Concert Hall, Pogson has
several contracts for small instrument in
Adelaide, Sydney and country towns,
plus a three manual for Brisbane in
1975. All these new organs have me
chanical action. And we can look for-
ward to the completion (announced for
1976) of Sharp’s five-manual organ in
the Opera House,

Michael Edgeloe, a mathematician by
profession, is active in organ circles in
Sydney. He is concert manager for the
Organ Society of Sydney and editor of
The Sydney Organ Journal.

of voice and choral conducting at Occi-
dental Cotlege (Los Angeles) and now
visiting professor at California State
University at Fullerton, writes on the
development of choral tone and diction.
Lloyd Pfautsch, director of choral activi-
ties at Southern Methodist University
and an active composer of choral music,
makes a series of obscrvations on re-
hearsal  technique, Walter §. Collins,
professor of music at the University of
Colorade in Boulder, presents his ideas
on the relevance of historical (musico-
logical) research, emphasizing editorial
practices. Daniel Moe, professor of chor-
al  conducting at Oberlin College
(Ohio) and also a composer, analyses
the choral repertory of the twenticth
century and some of its technical prob-
lems. Editor Julius Herford, professor
emeritus of music and director of grad
uate studies in choral music at Indiana
University, outlines the use of musico-
logical tools (both historical and analy-
tical) in the preparation of scores. And
editor Harold Decker, professor of mu-
sic and director of choral activities at
the University of Illinois at Champaign-
Urbana, prelaces the volume with a
short history of choral music in the
United States. Each contributor gives
valuable insights into the qualities of
analytical musicianship which have led
cach of them to uniquely distinguished
carcers in the field of choral music.

If the spirit of Oliver Strunk should
live in a music historian of the twenty-
second century, it will be magnetically
drawn to Howard Swan's article, “The
Development of a Choral Instrument.”
It will serve as an invaluable guide 1o
the performance practices of the twen-
tieth century. Swan not only demon-
strates his awareness of the historical
unigqueness of the development of

(Continued next page)
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American choral music (one wishes that
he now would devote his thorough an-
alysis to the German and English
schools) , but gives the reader an inti-
mate knowledge of the great divergences
of goals and techniques which have led
to what Swan categorizes as the six ma-
jor schools of American choral style.
Each school is inevitably associated with
the man, or group of men, who created
the framework in which specific ideas
were realized about the application of
vocal techniques toward the attainment
of dramatically different stylistic goals
whose only real common denominator
was excellence of choral sound. For
many of us, for whom direct experience
of the performances of John Finley
Williamson, Father William J. Finn, F.
Melius Christiansen, Fred Waring, Jo-
seph Klein, Douglas Stanley and John
Wilcox, and Robert Shaw are a geo-
graphical, if not historical, impossibility,
Swan's article will serve for years as an
encyclopedia of the sound potential
which cach of these Ieaders sought and
maintained in their performances and
will he a suggestive indicator to the
repertories which these varying choral
styles can display to special advantage.
Swan not only offers descriptions of the
implicit and explicit goals of these men,
but also details minutely the specific
techniques which they implemened to
achieve their desired ends. His work 13
done with such verbal clarity and with
such obvious intimacy of experience of
these six schools that the reader can
conjure up vivid musical images which
will be of great service to the building
of effective and communicative perform-
ances in the future. One leaves his
article with a sense of awe at the
breadth and depth of Swan's expericnee,
and a feeling of resentment that he is
described by the editors as emeritus.

Julius Herford’s article, “The Choral
Conductor's Preparation of the Musical
Score,” is presented with the technical
precision which many performers have
come to resent in the musicologists of
the world. His in-depth analyses of the
first movements of the Requiems of
Mozart, Berlioz, Brahms, and Fauré, de-
mand an intellectual acuteness which
some would claim to be the destroyer
of those qualities of “inspiration* and
“spontancity” which are supposed to be
the sine gua non of good music. But
Hereford's statement impresses and con-
vinces: a thorough grasp of stylistic and
formal detail is necessary to hanest per-
formance. And to prove his position he
offers concrete suggestions for the prac-
tical application of such detail to the
development of a conductor’s control
of the score which must flow through
him. His article presents a model which
can be used in the preparation of any
score: musicology is vindicated!

Walter Collins’ contribution. *The
Choral Conductor and the Musicolo-
gist,” offers a different view of the con-
tribution of musicology to the develop-
ment of choral art. His fascinating ac-
count of his own experience with the
detection of false attribution (Let Thy
Merciful Ears, O Lord is not by Weelkes,
but by Mudd) and misleading edi-
torial practices is absorbing reading.
Further, this groundwork lends strength
to his demand that a thorough knowl-
edge of performance practice is a pre-
requisite not only for the presentation
of carly music, but also for the prelim-
inary work of choosing a werkable edi-
tion. His discussion of the metrical ac-
centuation of Victoria’s O magrnum mys-
terinm is particularly cogent in dispell-
ing any doubts that renaissance music
should be performed from editions
which are in some way freed from the
“tvranny of the bar-line.,” And he offers
evidence which no conductor should
ignore about the true meaning and na-
ture of a cappella singing.

1loyd Pfautsch’s article, “The Choral
Conductor and the Rehearsal,” is tanta-
lizing in its rather formal descriptions
of processes which are, per se, dynamic
and incapable of adequate description
on the static page. His presentation,
which covers such matters as the con-
ductor’s preparation (which, nota bene,
requires a “few moments by himself™),
scheduling of rehearsals, rehearsal en-
vironment, choral seating, pacing of re-
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hearsals, and the use of humor in re-
hearsals, leads 10 the inevitable wish to
observe him in action. His sensitivity
to the psychology of conductor and
chorus, with its constant refrain “Be
yourself!”, is evidence that SMU s
hlessed with good music and a situation
in which that intangible quality of hon-
est, productive relationship  between
singer and conductor is exploited in its
most positive aspects,

Daniel Moc's “The Choral Conductor
and Twentieth-Century Choral Music”
provides a discriminating introduction
to an arca which is neglected, or avoid-
ed, by many conductors. Although much
of his introductory section describing
the various styles of the 20th century is
unnccessarily  repetitive  of  materials
which are of casy access in such hooks
as  Austin’s and Salzman’s  surveys
(which Moc cites), his listing of “Rep-
resentative  Twentith-Century  Choral
Works” will send many of us to the
ncarest music store for sample copies.
The personal commitment which is evi-
denced in all of the contributions to
this Symposium is especially clear as
Moe makes his case for 20th century
choral music (“If you cant find any
literature from this century that really
excites you, seriously consider changing
professions.”) . His observations regard-
ing the special problems of intonation
and choral balance which confront the
performer of this repertory are uscful.
And his special concern that the con-
ductor exert incisive control of the
rhythmic demands of his scores is dem
onstrated in his prescntation of a con-
ducting exercise {2 “Mini-Gloria™)
which condenses in an intrigning way
the difficulties of irregular metrical and
proportional relationships found in
many contemporary works. Moe confi-
dently places within the reach of every
chorus the works of the 20th century
choral repertory. Hopefully his case will
be heard and heeded by conductors,
singers, and audiences: “This music, to
be sure, ‘sings differently, it rears itself
more suddenly and plunges more pre-
cipitously. It even stops differently. But
it shares with older music the expression
of basic human emotion . . . whatever
clse it may be, it is the voice of our own
age and in that sense it mneeds no
:IP“IO ‘," LU

Herford’s and Decker's Symposium
generates a good deal of nostalgia. The
contributors are, for the most part, men
who have reached the apex of disting-
vished careers in music. Their respec-
tive distillations of the wisdom of their
vears of expericnce must now serve
thase of us whase task it will be to
carry the art of choral singing further
into the future. Their achievement is
humbling;: and the strength of their
commitment inspiring. Tt is perhaps no
coincidence that several of these collah-
orators have been touched deeply by
and have in tum infltenced “the erea-
tive genius of a single choral conduc-
tor” (Swan's words) — Robert Shaw.
Swan's  continuing relationship and
friendship with Shaw has been most
recently evidenced by their work to-
gether at the Meadow Brook and Blos-
som schools. Yet even he loses some of
his customary objectivity in his evalua-
tion of Shaw's carcer: "This man is a
great teacher when one thinks of his
study. his knowledge, and the ability to
fuse the clements of music into com-
municative realitv. Yet the paradox
continues. for those who study with him
only partially understand his reading
of a score. They are unable to reproduce
his vnique vesults.” Julius Herford was
onc of the carly recognizers of Shaw's
ability and became one of his mentors
in analysis and performance practice in
his young carcer; one suspects that their
mutual regpect continues. Walter Col-
lins was one of the prime organizers of
the Meadow Brook School, where Shaw's
special brand of teaching. as it is so
aptly described by Swan's article, was
experienced by hundreds of choral mu-
sicians from all over the world. And
Lloyd Pfautsch’s music is published hy
the Lawson-Gould Company (Shaw's
middle name is Lawson) .

In a word, this fine book is a must
for the library of anyone whose life has
been touched by the distinctive power
of American choral music.

2 Manuals, 11 Ranks
Taylorsville L.D.S. Ward
Salt Lake City, Utah
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VIRGIL FOX IN BOSTON

A Review by Michael Steinberg

(Reprinted with permission from the December 10, 1973 edition of THE BOSTON

GLOBE, Boston, Massachusells.)

The most unsavory show' in town!
Virgil Fox's Heavy Organ at the Or-
pheum (in Boston) , Friday night (Dec.
17, 1973) .

In the 50s, when Fox gave occasional
recitals in Symphony Hall, he was or-
yranist at Riverside Church, New York,
had quitc a reputation as a virtuoso,
and because of the flamboyance of his
style, was considered just a littie disrep:
utahle by his more scholarly colleagues.
Some appecarances at Fillmore East in
the late s hrought him a new audi-
ence for whom he devised a new con-
cert format. Heavy Organ, in which
showmanship, Bach, lights, slightly tat-
tered virtuosity, homocrotic fantasies,
animadversion on religion (pro) and
drugs (contra), and vengeance on mu-
sical purists, are mixed together.

On the RCA record of a 1972 Heavy
Organ concert in Carnegie Hall, you
hear him say: “The word toccata means
to touch™ (which it doesn't, and how
does he get the crossword puzzle done,
mixing up parts of speech like that?)
“the word toccata means to touch, so if,
while this piece is going on, you wish
to touch the man next to you, I sce no
harm.” That invitation was not pro-
ferred Friday, but Fox missed not one
cue for sexual innuendo — and think
of the opportunitics a man has when
he is talking about organs, organ music,
and ecstasy — flinging it about with the
prodigality of a 12-year-old but with
the fully developed leer of his 61 years.

The surface Fox presents is of a
stightly pudgy man with, curling gray
hair, dressed for the first half in light
gray trousers, ruffled shirt, and mega-
paisley jacket, changing at intermission
to tuxedo pants, shimmering maroon
jacket and pumps with rhinestones, His
face was green, purple, pink, or blue, at
the pleasure of David Snyder, who engi-
neered the primitive but pretty light
and somewhat spermy light show.

With much prancing, stalking, saw-
ing the air and smiling, Fox tells stories
and gives tiny sermons, falling occasion-
ally into incoherence, and bheing reck-

lessly inventive when it comes to his-
torical details, names, and forcign
words. When he comes to the purists,
“those creeps who call themselves purists
. « - the unhealthy people in the house
of music,” he doesn’t exactly stop smil-
ing, but the subject again and again
rouscd him to palpable rage, which is
like the rage of President Nixon's re-
sponse to journalists.

He performed Bach’s "Wedge™” Prel-
ude and Fugue, the short G minor, the
“Stokowski” D minor, Toccata (its first
three notes, he quoted a friend as say-
ing, tell us what Mary must have felt
at the Annunciation), the Passacaglia,
some Chorale-Preludes, and the final
chorus of the St. Matthew Passion
(played as though for roller skating).
Once, via a serics of puns or fiee as
sociations, he strayed from Bach, mak-
ing his way from Chorale-Preludes into
“Ave Marna,” and then into Schubert's.

Playing, he turns his head toward the
andience to smack his lips over a juicy
chord. He played the final chord of the
“Wedge” standing, and after the “Ave
Marias” he was too moved to stand at
all. Like Glenn Gould, he conducts
when he has a free hamd. His perform-
ances are unpredictable alternations of
sheer twisted nonsense and the ramrod-
straight (in the latter passages, if one
climinated the talk and the lights, and
if the instrument were less IHowsy or
less crudely amplified, one might mis-
take him for some quite ordinary or-
ganist) .

The audicnce, not terribly large, in-
clined to snicker but responsive to loud
endings, had a small gay component, a
few Americin Guild of Organists types
on a 'know your enemy” mission, and
lots of college-age M-F couples. Fox
expects delivery January Ist of a new
fivcmanual organ, and he promises
then to give the first expressive per-
formances of Bach's Artol-Fugue
(“which the purists say can’t be done™) .
I think I might skip 1 Friday, though
I wouldnt have missed it for anything,
was grubby enough 1o last one for a
lifetime.

ARTHUR HOWES TO
LEAD 20th TOUR PROGRAM

The summer of 1974 will mark the
20th year in which Arthur Howes has
led organ study tours to Europe. In
addition to the two tours scheduled for
this summer, an intensive organ study
program will be added to the program.
The Northern Europe Tour (of Hol-
land, West Germany and East Ger-
many} will be held from June 30
through July 17; the Southern Europe
Tour (of Ttaly, Austria and Spain) will
start on August 7 and end August 24,
The intensive study program will be
held in Zwolle, the Netherlands from
July 21 through August 4. To aveid con-
gestion and delays so frequently en-
countered at Kennedy Airport in New
York, this year's tours will leave from
and return to Logan Airpert in Boston.

In addition to incidental sightseeing,
visits to points of unusual historic or
scenic interest, such as the Wartburg
Castle and Bach’s birthplace on the
Northern Tour, and Emperor Maximil-
ian's Palace and the Tyrolcan Alps on
the Southern Tour, cach itinerary will
include visits to about 35 organs. Among
themm will be very old organs as well as
organs by the leading contemporary
builders. Tour members who wish to
do so may play these instruments. There
will he masterclasses, recitals, and visits
to art galleries and muscums, and op-
portunities to meet well known Euro-
pean organists and organ builders.

The intensive stwdy program will be
limited to ten or twelve persons, and
applicants will be asked to submit a
summary of their previous studies and

enclose recital programs with their ap-
plications. The renowned Schnitger or-
gan (restored by Flentrop) in Zwolle
will be used for this program.

Further informaizion may be obtained
about both the tours and the study
program by writing: Organ Tour, Box
425, North Andover, MA 01845,

MERRILL N. DAVIS III, RONALD E.
OSTLUND, and ROBERT E. SCOGGIN, all
organists of churches in Rochester, Minnesota,
played the “Clavierithung, Part 11I"" by Bach
in a wemorial concert honoring 1the memory
of Stella and Owen Jackson at the First Con-
gregational Church, La Crosse, Wisconsin on
Nov, 11, 1973, A chamber ensemble and cham-
ber choir from Zumbre Lutheran Church in
Rochester also sang scttings of the chorales
preceding each organ version. The ensemble
was under the direction of Gerald Near, or-
ganist-choirmaster of Zumbro Church, Roch-
ester,

THE DIVERTIMENTO CONCERT SER-
IES of First Unitarian Church, Portland, Ore-
gon, has just compl its fifth under
the direction of Douglas L. Butler., On Oct.
6, 1973 Gearge Kent and Edward Tarr were
presented with o brass ensemble; on Nov. 11
Dr. Butler played an organ recital of late
barogue music; and on Dec. 9 soloists Brun-
cita Mazzolini, soprano, Fred Sautter, trum-
peter, and Dr. Butler, organist and condue-
tor al the chamber orchestra, premiered Brixi's
“Organ Concerto in F"' and Haydn's “Trum-
pet Concerte in C'* for Portland audiences.

THE 75th ANNIVERSARY OF FRANCIS
POULENC'S BIRTH (Jan. 7, 1974) is being
vbserved by a commemorative brochure pro-
duced by Editions Salabert. In addition to
biographical and critical information, the bro-
chure will include Salabert’s extensive catu-
togue of the Poulenc works and a current dis-
cography.
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NEW REGORDINGS

17aul Hindemith: Sonatas I, 1T and 111
Anton Heiller playing the C. B. Fisk
organ at Memorial Chapel, Harvard
University, Cambridge, Mass. Harvard
Square Records (Box 472, West Somer-
ville, MA 02144}, DGR-73-3.

The extraordinary relationship  be-
wween Anton Heiller and the Late Paul
Hindemith makes this recording a par-
ticularly fine addition to the catalog.
Heiller knew Hindemith from 1950 un-
ul Hindemith's death in 1963; he had
played often under the composer’s di-
rection, and be had played the fivst
performance of the Concerlo for Organ
and Orchestra. They were very close
friends. 7

For this rcason, there is no betier
choice than Heiller to interpret these
three works, now classics in the organ
repertory. Heiller's grasp of Hindemith's
neo classical style, his feeling for Hin-
demith’s harmonic world, and his love
for the music itself is captured in these
performances in a most vital way.

While the somatas do not call for
great technical display by the performer,
they demand a great deal of musical
care from the performer in delineating
the tightly knit formal structures, and
they demand an organ of great clarity.
I'icy are finely crmafted clmmbf:r picces
which require the utmost musical con-
centration and subtlest expression for
suceessful  performance, Heiller under
stands this perfectly, handling the large
snd marvelously clear Fisk organ with
utmost restraint.

The organ, the peiformer, and the
music are here matched perfectly. To
that is added excellent recording and
engineering by David  Griesinger ol
Cambridge, Mass.,, and a reasonably fine
pressing for Harvard Square Records.
The liner notes include briel but cogent
patagraphs about the composer (by the
performer, Anton Heiller) , abom.vlhc
organ (by its builder, Charles Fisk),
and about the music (by Max Miller),
as well as the stoplist of the organ.

This must be at least one candidate
for the “record of the year™ award, and
is recommended for everyone who has
any interest at all in the organ litera-
ture of the 20h century. It certainly
has our highest praise,

Organ Works by du Mage & Dan-
dricu. Played by Frank Taylor on the
C. Ib. Fisk organ at Old West Church,
Ruston. Elysée Editions (88 Lowell Rd,,
Wellesley Hills, Mass. 02181). Program:
Livre d'Ovgue by Picrre du Mage; Suite
from Prewmier Livre de Piéces d'Orgue
by J. F. Dandricu (Diclogue, Basse de
trompette, Tierce en luille, Concert de
fliltes, Duo, Muzelte, Duo en cors de
Chasse sur la trompelie, Ofertoire-mar-
qud, and Suite de I'Ofertoive) .

Anyone who is familiar with the
playing style of the late Melville Smith
will want to own this fine recording by
one of his finest and mose faithful stu-
dents, Frank Taylor. Mr. Taylor, pres.
ently on the Faculty of Wellesley College
music department, has chosen wisely to
present these works on the Fisk organ
at Old West Church, and he has suc-
ceeded in bringing the liveliest and most
musicil recording of this organ to date.
The organ certainly has a French flavor
to it, reminiscent of the Alsation Sil
bermann instruments, and, in spite of
the fact that it lacks an 8° pedal Trum-
pet (not needed in any ol the pieces
on this recording), it serves the music
of du Mage and Dandricu perfecdy well.

All of the carmarks of Melville
Smith’s  musicil  interpretations  and
playing arc here present — lots of

rhythmic vitality (produced from his
concept of pulse as motion analagous to
the movement of a weighted wheel),
clegant ornamentation (keeping in mind
that the EFeench called them “graces™),
articulation and  phrasing  that comes
from a knowledge of barogque dance and
affects, and certain abibity o register
the pieces with color according to the
composer’s desires  amd  specifications.
Rhythmic alterations and netes inégule
are played with infinite variety (rather
than cequally unequal, as is so often the
case) , and the music is allowed gracious-
ness, good humor, and colorful affect,
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Once aginn, David Griesinger's engi-
neering (with the help of Stephen Fas-
sett) has produced excellent recording
with fine presence, displaying the organ
al its recorded best. It 15 a fine record-
ing in all respects. And lest everyone
will think that Frank ‘Taylor is merely
a arbon copy of Mehville Smith, we
hasten to add that he has Lrought w0
these pieces his own individuality and
stamp. In some ways, the interpretations
are more humorful, if less strong, than
frequently allowed them, and tempos are
frequendy different as a result of the
slight  difference that Taylor has in
approaching the affect of a given piece.
It 15 a good way to see how, within the
stated conventions of the period, differ-
g anterpreters can function  equally
well — even when they are teacher and
student. ‘The recording s a fine one
and highly recommended.

The Charles Fisk Organs at Harvard,
DePauw and West Church. Played by
Arthur  Carkeek. Available privately
from DePauw  University School of
Music, Greencastle, Ind. 461385, Program:
5 Peces from “Mass for the Parishes,”
Conpermn; Prelude and  Fugue in 4,
Lrebster Jesu, Wer nur den lieben Gott,
Herr Jesu Christ dich zu uns wend,
Lrstanden ist der heil'ge Christ, Da
Jesus an dem Kreuze stund, Lobi Gott
thr Christen, Bach; Es ist das Heil, Bux-
wchude; Herzhich tut mich verlangen,
Herzlech 1wt wiich  erfreuen, Brahms;
Toccata in D nmunor, opus 549/5, Reger,

This recording is essentially a dem-
onstration disk of the various works by
Charles B. Fisk, the organbuilder. 1t
displays the large 4-manual organ at
Harvard University, the medium sized
instrument at Old West Church, Bos-
ton, and the small studio organ of 2
manuals and 8 stops at Delauw Univer-
sity, where Arthur Carkeck is professor
of organ and theory. The Couperin and
Reger pieces are played at Harvard; the
Bach chorale preludes and the works
by Buxtchude ind Brahms are played
at Old West Church, and the Bach
Prelude and Fugue is played at De-
Pauw University.

Mr. Carkeek is well kvown for his
simplicity of style and his approach to
keyboard technique in the quetest pos-
sible mauwner, All of the playing here
shows off these approaches excellently
with varying musical results. The honest
simplicity of the Bach chorale preludes,
for instance, places them into perspec
tive for what they are: unpretentious
church picces. The same is true of the
Buxtchude, Simple sinceriy and han-
dling of the notws is less successful, how-
aver, in the Couperin, here registered
excellently, but lacking a certain amount
of grace and charm rhythmically. And,
whereas the Brahms chorale preludes
lack expressiveness as Romantic charac-
ter picces, the Reger Toceata is matched
by the performer and the organ in
sheer virtnosity and impetuousness of
expression. All of the pieces are played
with care, and show oft the organs well.
The recording (which was not done
professionally) is from fair to good, and
niuch of the presence of the original
recording was lost in the pressing of
the disk, which is only average in qual-
ity. But then, this was not meant Lo
be a commercially professional endeaver,
amd the quality is surprising for the
small budget which has produced the
recording. It is a good recorded illus-
tration of the fine work of organ build-
e1 Charles Fisk.

Orgon Music of the Grand Siécle,
John Hamilton playing the Beall Mem-
orial Organ at the University ol Oregon,
Eugene. Qrion Master Recordings (3802
Castlerock  Rd,, Malibu, CA  90265),
ORS-73133. DProgram: Chromatic Fan-
tasy, Varviations en “Under the Green
Linden,” Simple Simon, Pavan after
Dowland “Flow My Tears,” Sweelinck;
Sonata in 1), Anonymous (ca. 1775);
Toccata for Clarines, Viola; Tweo Sona-
tas in C minor, Soler; Burgundian Noel,
Swiss Noel, Balbiire; Chaconne in F,
Chaconne in D, Louis Couperin,

The very fine new organ at the Uni-
versity of Oregon, built by Jilrgen

Ahrend of Ostiriesland, West Germany,
15 shown off on this recording by the
University Organist, John
Admittedly, the organ works best in the
literature of the “Grand siecle.” It is
essentially carly Dutch in style, tuned
in Werckmeister II (here called “a
tramsition temperament of the Romantic
Era"™ by Mr. Hamilton) , winded with a
single wedge bellows, and with a “sus-
pended” action. I the recording is in-
deed accurate, this organ must have
some of the most exciting reeds of any
to be heard in modern organs. Not lack-
ing in fire, they are much more robust
and full thun one hears in contemporary
organs.

I'he playing is excellent. It is full of
hfe and energy, it is articulate and
stylistically accurate playing, and it is
playing which is a result of long years
of study and deliberation in the per-
formance practices of the period from
which this music comes. What's more,
it is very musical playing. The organ
15 exciting as well, and is regisiered by
Mr. Hamilton o good affect in all the
picces.  Everything about the organ
serves this music outstandingly.

I'he recording is less succcss!ul. What
sounds  like inferior recording  equip-
ment was used in the taping (there are
wavers in the tones), and the acoustic-
ally clear but “dead” room provides
the recording with no presence ag all.
Ol that tlis organ were allowed to
sing in a live acoustical atmospherel It
would be far better. The surface of our
review copy was also not of the finest
quality. It exhibited some bubbling and
une proove which we found impossible
o ack at any arm weight, ‘The vol-
ume levels of the various pieces also
vary to a great degree.

Although the somewhat pretentious
notes  include sufficient  information
about the composers and their works,
the notes about the organ and the new
hall acoustics at the University of Ore-
gon are loaded with jargon and some-
times very opinionated value judgments.

Nevertheless, the playing and  the
music on this organ are worth having
in one’s library.

— Robert Schuneman

Greenwood Builds for
Roanoke, Ala. Church

The Grecnwod Organ Company is
building a 2-manual organ for the First
United Methodist Church of Roanoke,
Alabama. The new instrument replaces
a former 1907 Pilcher organ, and sev-
cral ranks of the former Pilcher are
being retained in the pmew instrument
after revoicing and resaaling. The spe-
cification was prepared by Charles B.
Carter, vice president of the Green-
wod Organ Company, and Mrs. James
Lane, the church’s organist, Installation
is planed for early sumer of 1974.

GREAT
Principal 8’ 61 pipes
Hohlflute 8° 61 pipes
Dulciana B’ 61 pipes
Prestant 4 61 pipes
Koppelflute 4’ (prepared)
Doublette 2’ 61 pipes
Mixture 1IT (19-22-26) (prepared)
Chimas

SWELL
Gedeckt 87 61 pipes
Flute Celeste 8’ (TC) 49 pipes
Acoline 8’ 61 pipes
Principal 4’ 61 pipes
Harmonic Flute 4’ 61 pipes
Flageolet 2’ 61 pipes
Krummhorn 8’ 61 pipes
Tremolo

PEDAL
Bourdon 16° 32 pipes
Licblich Gedeckt 16’ 12 pipes (Swell)
Octave B’ (prepared)
Fltenbass B8’ 12 pipes
Choralbass 4’ (prepared)
Flute 4' 12 pipes
Octavio 2’ (prepared)

Hamilton.

ARTIST
RECITALS

ALEXANOER
ANDERSON

DAVID
BRITTON

MARSHA
FOXGROVER

CLARENCE ROBERT
LEDBETTER PRICHARD
Y Py
! 7 ’

CHARLES

DAVID
SHAFFER SMITH
Germany

ARNO
SCHOENSTEDT

ARTIST RECITALS
RUTH PLUMMER

3427 Fernwood Avenue

M .

FINEST IN NATURAL PERCUSSION

Solid
Cathedral Chimes

Electric
Actions
AMPLIFIED TOWER CHIMES

LAKEVILLE
CONNECTICUT 06039

BERKSHIRE ORGAN COMPANY INC.

68 SO, BOULEVARD, WEST SPRINGFIELD, MASSACHUSETTS

Member: International Society of Organ Builders
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CALENDAR

3 4 5
10 11 12
17 18 19

24

3 4 5
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FEBRUARY

6 7 8 9
14 15 16
2] 22 23
28
1 2

13

6 7 8 9
14 15

DEADLINE FOR THIS CALENDAR WAS JANUARY 10

5 February

John Young, piano, Trinity Church, Mew
ork City 12:45 pm

Barbara Harbach-George, Cothedral of
he Sacred Hearl, Newark, NJ 8:30 pm

René Saorgin, Elon College, NC 8 pm

Robert S Lord, Heinz Chaopel, Pittsburgh,
PA 12 noon

Marianne Webb, Southern Wlinois U, Car-
bondole, IL 8 pm

Marie-Louise Jaquet, for San Jooquin Val-
ley AGO, Fresno, CA

& Febeuvary

Choral works by Bach, St Thomas Church,
Mew York City 12:10 pm

Patricia Boos, St John's Episcopal, Wash-
ington, DC 12:10 pm

Virgil Fox, Tech H 5, Des Moines, 1A

7 February

Donald Joycs, St Thomas Church, New
York City 12:10 pm

Randy Waller, Groce Church, New York
City 12:30 pm

Robert § MacDonald, Trinity Church, New
York City 12:45 pm

Collegivm Musicum, Newman Powell, dir;
Valparaize U, IN B:15 pm

Ross Wood, horpsichord, Southern Meth-
odist U, Dallas, TX 3:30 pm

Worth-Crow Duo, Brozoport Sr H §, Free-
port, TX

8 February

René Saorgin, Salem College, Winston-
Salem, NC B:1§ pm

Marilyn Mason, First Presbyterian, Tulsa,
oK

¢ February
¢« Willlomstown Baroque Consort, Vidor
Hill, dir; Williams College, Williamstown,
MA B:30 pen (also Feb 10, 8:30 pm)

René Saorgin, masterclass, Salem College,
Winston-Salem, NC $:30 am

John Obelz, Gerald Kemner and Moog
Synthesizer, RLDS Aud, Independence, MO
8 pm

Marllyn Mason, AGO masterclass, Tulsa,
OK

Marie-Louise Jaguet,
Alta, CA

Stanford U, Palo

10 February

Marion Anderson, St
Portland, ME 4 pm

Helen R Henshaw, Caothedral of All Saints,
Albany, NY 4:30 pm

Missa Brevis In D by Britten, 5t Stephen’s
Church, New York City 10:45 om

Cosmapolitan  Brass Ensemble,
Church, Mew York City 2:30 pm

Jomes leaffe, Cultural Center, New York
City 3 pm

Hunter Tilman, Temple Emanu-El, Naw
York City 3:30 pm

Motets Il ond IV by Bach, St Themaos
Church, New York City 4 pm

Mass (excerpts) ond Chichester Psolms by
Bernstein, S5t Barthclomew's Church, New
York City 4 pm

Colvin Hampton, Calvary Episcopal, New
York City 4 pm

Paul Bempechat Trio, Madison Ave Pres-
byterian, New York City 4 pm

“#How the Instruments Talk,” children’s
program, St Stephen’s Church, New York
City 4 pm

Luke's Cathedral,

Riverside

20

Jane Gamble, Cohedral ot 5t John the
Divine, New York City 3:30 pm; followed
by Chapel Choir of Capitol U, 4:30 pm

Caniata 106 by Boch, Holy Trinity Luth-
aran, New York City 5 pm

Walden Trio, Munn Ave Church,
Orange, NJ 4:30 pm

Epstein Duo, Cothedral of Mary Our
Queen, Baltimore, MD 5:30 pm

Haig Mardirosian, Lutheran Church of the
Relormation, Washington, DC 3 pm

René Soorgin, Covenont Presbylerian,
Charlotte, NC 4 pm

Choral Evensong, Bethesdo by the Sea
Episcopal, Palm Beach, FL 4 pm

Wayne Nogy, All Saints Episcopal, Ft
Lovderdale, FL 4 pm

G Dene Barnard, First Congregational,
Columbus, OH 8 pm

Paul Humiston, Cothedral of Christ the
King, Kolomazoo, Ml 4:30 pm

David Craighead, Concordio Senior Col-
lege, Fort Wayne, IN 8 pm

Stephen McKersie, Valparaiso U, IN 4 pm

les Corps Glorieux by Messiaen, Jomes
Strond, Oklahoma City U, OK 3 pm

Marilov Kratzenstein, Rice U, Houston, TX
3:30 pm

Marie-louise Jaquet,
San Francisco, CA § pm

East

Grace Cothedral,

11 February

Wilma Jensen and K Deon Walker, organ
ond percussion; South Congregaticnal, New
Britain, CT 8 pm

David H Binkley, Lebanon Vailey College,
Annville, PA 8 pm

René Saorgin, Mars Hill College, Maors
Hill, NC 8 pm

Virgil Fox, First Presbyterion, Naples, FL

Williom Bates, First Baptist, Wast Palm
Beach, FL

David Britton, First Methodist, Lubbock,
TX & pm

12 February

Martha Loitimore, soprane, Trinity Church,
New York City 12:45 pm

Waller Hilse, Cothedral of the Sacred
Heart, Newark, NJ 8:30 pm

David Craighead, North Shore Congrega-
tional Israef, Glencoe, IL

13 February

Richard McPhersan, St John's Episcopal,
Washington, DC 12:10 pm

René Saorgin, Sweet Brior College, VA
8 pm

Williom Bates,
Jacksonville, FL

Riverside Presbyterian,

14 February

John Schuder, 5t Thomas Church, New
York City 12:10 pm

Vincent Stadlin, Grace Church, New York
City 12:30 pm

Larry King, Trinity Church, New York City
12:45 pm

Worth-Crow Duo, Jr H 5, El Dorado, KS

Frederick Geoghegon, Roxy Grove Hall,
‘Waco, TX

David Britton, First Presbylerian, Tyler, TX
8 pm

15 February

John Rose, The Citadel, Charleston, 5C

René Soorgin, Southern Methodist U, Dal-
las, TX 8:15 pm

Marie-Lovise Joquet, UCLA, Las Angeles,
CA 12 noon

16 February

Wilma Jensen ond K Dean Walker, organ
and percussion, Towson Stote College, Tow-
son, MD

John Rose, First Baptist, Charleston, 5C

Antoen Godding, workshop, Lutheron
Church, Ponca City, CK 2 pm

Marie-toulse Jaguet, First Methodist, Fort
Worth, TX

Renéd Soorgin, masterclass,
Methodist U, Dollas, TX ¢ om }

Arlyn Fuerst, Duane Coddock, “Use of
Instruments with Children’s Chairs’ for AGO,
Trinity Lutheran, Madison, Wi 10 am
17 February

Max Miller,
Rt 4 pm

Barbara Harbach-George, Yale U, New
Haven, CT

Banjamin Von Wys, Cathedral
Saints, Albany, NY 4:30 pm

Robert Noehren, organ workshop; Thomas
Dunn, choral workshop; for New York City
AGO, Riverside Church, New York City
{thru Feb 18)

Manhottan  School of Music Orchestra,
Frederick Swann, Riverside Church, New
York City 2:30 pm

Jomes Leoffe, Cultural Center, New York
City 3 pm

Robert Baker, Temple Emanu-El, New York
City 3:30 pm

Alec Wyton, Cathedral of St John the
Divine, New York City 3:30 pm

Calvin Hampton, Colvary Eplswcopal, New
York City 4 pm

Requiem by Duruflé, Madison Ave Fres-
bylterian, New York City 4 pm

Mass in G by Schubert, St Bartholomew's
Church, New York City 4 pm

Cantata 18 by Bach, Holy Trinity Lutheran
Church, New York City 5 pm

John Ohetz, 5t Thomas Church, New York
City 5:15 pm

Choirs of Bernards H 5, Robert T Vol-
brecht, dir; ot 5t Mary’s Abbey, Morris-
town, NJ 4:30 pm

John A Davis, Old North Reformed
Church, Dumont, N} 4 pm

Collegivm Musicum of Princeton, Trinity
Church, Princeton, MJ

Hoig Mardirosian, 5t John's Lutheran, Al-
lentown, PA B pm

Donald § Sutherland, organ; Phyllis Bryr
Julson, soprano; Bradley Hills Presbyterion,
Bethesda, MD 4 pm

Choral Festival, Cathedral of Mary Our
Queen, Baltimare, MD 5:30 pm

René Saorgin, Eckerd College, St Peters-
burg, FL 8 pm

Gerre Honcock, Third Presbylerian, Fitls-
burgh, PA

Kent State U Chair, Robert H Foulkes, dir:
ot First Congregational, Columbus, OH 8

Southern

First Unitarian, Providence,

of All

pm

Elijah by Menadelssohn, Christ Church, Cin-
cinnati, OH 5 pm

Julie Vanden Wyngaard, pianist; Joseph
Sullivan, norrator; Park Congregational,
Grand Rapids, Ml 4:30 pm

Dexter Bailey, Trinity Church, Highiard

Robert E Woodworth Jr, Ebenezer Lu*
eran Church, Chicago, ILL 4:30 pm
Park, IL 4 pm

Contota 169 by Bach, Grace Lutheran,
River Forest, IL 4 pm

Worth Crow Duo, Centralic H S Centro-
lig, 1L

Klaus Kraotzenstein, Rice U, Houston, TX

Marie-lovise Jaquet, First United Mathod-
ist, Santa Monica, CA

18 February

Michael Coizine, Florida State U, Tallahas.
see, FL 8:15 pm

Stimmung by Stockhousen, Collegium Vo-
cole Cologne, Museum of Contemporary Art,
Chicago, L 8:15 pm

Gerre Honcock, Grace Church, St Louis
MO

David Britton, Cothedral of 5t John, Al-
buquerque, NM B8:15 pm

19 Febrvary

Herald Brass Quintet, Trinity Church, New
York City 12:45 pm

Haig Mardirasian, Church of St Poul the
Apostle, New York City 8 pm

Williom S Wrann, Cathedral of the Sac-
red Heart, Newark, NJ 8:30 pm

John Obetz, 5t John's Episcopal, Washing-
ton, DC 8 pm

René Scorgin, Stetson U, Delond, FL 8 pm

Virgil Fox, Vero
Beach, FL

William Bates, First Baptist, Huntsville, AL

AGO lecture recital, Robert Lynn, harpsi-
chord; Tallowood Baptist Church, Houston,
TX B:15 pm

Community Theatre,

Gerre Hancock, AGO masterclass, 5§t Louls,
MO

George Ritc'ie, U of Nebraska, lincoln
B pm

20 February

Choral works by Americun composers, St
Thomas Church, New York City 12:10 pm

J Reitly Lewis, 5t John's Episcopal, Wash-
ington, DC 12:10 pm

21 February

Mary Fenwick, 5t Paul's Chapel, Colum-
bio U, New York City 12:05 pm

James Lleaffe, St Thomas Church, New
York City 12:1¢ pm

Frank C Smith, Groce Church, New York
City 12:30 pm

George Wilson, Trinity Church, New York
City 12:45 pm

Morilyn Mason, Church St United Method-
ist, Knoxyille, TN 8:15 pm

22 February

Leonora MeCroskey Stein, Memorial
Church, Harvard U, Caombridge, MA 8:30 pm

Virgil Fox, Manatee Jr College, Braden-
ton, FL

René Soargin, Fairmount Presbylerian,
Clevelond Heights, OH 8:30 pm

Marilyn Mason, AGO workshops, Knox-
ville, T (also Feb 23}

Claire Coci, First Congregolional, Los An-
geles, CA

Thomas Harmon, Royce Hall, UCLA, los
Angeles, CA

23 Fabruary

AGO Youth Choir Festival, Alec Wyton,
Court 5t United Methodist, Rockford, i
(olso Feb 24)

Carol Klein, trumpe.; Samvel J Swariz,
organ; All Soints Eplscopal, Pale Ao, CA
8 pm

24 February

Brian Jones, Quesn’s Ccllege, Gi«ford,
Englond

Renéd Sacrgin, Yale U, New hceen, CT
B:15 pm

Kenneth Kroth, Catiiedral of All Saints,
Albony, NY 4:30 pm

Choirs of the Church School,
Church, Mew Yerk Cidy 2:30 pm

Jomes Leaffe, Cultural Center, New York
City 3 pm

John Huston, Temple Emanu-El, New York
City 3:30 pm

Maory Murrell foulkner, Cothedral af St
John the Divine, New York City 3:30 pm

Calvin Hampton, Calvary Episcopal, New
York City 4 pm

nlox Yount, 51
Yark City 4 pm

Requiem by Be:lioz, St
Church, New York City 4 pm

Psalms of David by Hallonder, Grace
Chucch, New York City 4:30 pm

Coatoto 127 by Bach, Holy Trinity Luth-
eraon, New York Cty 5 pm

James Ccnely, S5t Thomos Church, Mew
York City 5:i5 pm

The Baltimore _omercta, Cathedral of
" ary Qur Glueen, Haltimore, MD 5:30 pm

Zhoir of Cothedral of Mary Qur Queen
woltimore); at Lutheran Church of the Re-
formation, Washingion, DC 5 pm

John Pidgson, Cothedral of St Philip, At
lanta, GA 5 pm

Virgil Fox, Revelation Lights, U of Florida,
Gainesville, FL

Thomas Foster, Bethesda by the Sea Epis-
copal, Polm Beach, FL 4 pm

Litanei KV 125 by Mozaort, Stebat Mater
by Schubert, Motet ¥ by Bach, Es sungen
drei Engel by Micheelsen; Phyllis Bryn-lul-
son, William McDonald, soloists; Louisville
Bach Society, Melvin Dickinson, dir; St
Agnes Church, Lovisville, KY 3:30 pm

Andrea Toth, Mennonite Seminary, Elk-
hart, IN 4 pm

Michoel Corzine, U of Evansville, IN B:15

Riverside

Michoel’s Church, New

Bartholomew's

pm

Apollo Musical Club, St Peter's Church,
Chicage, IL 3:30 pm

Marionne Webb, St Poul’s Lutheran, Chi.
tago, IL 4 pm

Gerre Hancock, Fourth Presbyterian, Chi-
cage, IL &30 pm

Rosamend Hearn, organ; Ann Poroyko,
soprang; St Procopius Abbey, Lisle, IL 3 pm

John Obetz, First Presbyterian, Oklahoma
City, OK

George
Omaha, NE

Jester Hairston, program of his spicituals,
La Jolla Presbyterian, La Jollo, CA 4 pm

Ritchie, Dundee Presbyterian,

25 February
Ren¢ Swaorgin, mastercloss, Michigan State
U, East Lansing, MI
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David Croighead, St Jomes Church, To-
ronto, Ont

Music for flute, basscon and keyboard,
St Jomes Church, Dundee, Ont 8:15 pm

26 February

Donald Isler, piano, Trinity Church, New
York City 12:45 pm

William Burns, Cathedral of the Socred
Heart, Nework, NJ 8:30 pm

Wayne Nagy, St John's Episcopal, Wash-
ington, DC 8:30 pm

Virgil Fox, Revelation Lights,
Hall, Ft Louderdole, FL

Renéd Saorgin, Michigon State U, East
Lansing, Ml 8 pm

DePaul U Chorus, Cothedral of 5t James,
Chicago, IL 8 pm

Gerre Hancock, Lincoln Symphony Orches-
tra, Lincoln, NE

Broward

27 February
Ash Wednesday Music, 51 Thomas Church,
New York City 12:10 pm

28 February

Maryonn  Homilton, St
New York City 12:10 pm

ladd Thomas, Trinity Church, New York
City 12:45 pm

Marie-Lovise Jaguet, Church of the |m-
maculate Conception, Maplewood, NJ 8 pm

Thomos Church,

1 March

Ray Ferguson, Houghion College, Hough-
ton, NY

David Mulbury, Church of St Vincent de
Paul, Houston, TX B:15 pm

2 Maorch
David Mulbury, AGO masterclass, Church
of 5¢ Vincent de Paul, Houston, TX 9:30 om
Richard Morris and Martin  Berinboum,
Shaw Festival Theatre, Niagara-on-the-Lake,
Qnit

3 March

Richard Morris and Martin  Berinbaum,
Copitol Theotre, Concord, NH

Eugene Hancock, Riverside Church, New
York City 2:30 pm

Steven Franck, Cultural Center, New Yoark
City 3 pm

Judith Ann Brown, Cathedral of S5t John
the Divine, Mew York City 3:30 pm; followed
by Lenten Procession of Lessons and Carols,
4 pm

Colvin Hamptan, Calvary Episcopal, New
York City 4 pm

The Penitent David by Mozart, 5t Barthol-
omew’s Church, New York City 4 pm

Williom Teague, St Thomas Church, New
Yark City 5:15 pm

Stabal Mater ond Motets for a Time of
Penitence by Poulenc, Church of the Ascen-
sion, New York City 8 pm

Chamber chorol works, All Saints Church,
Princeton, NJ

Vocal chamber music, Emmanvel Eplsco-
pal, Ballimore, MD 4:30 pm

Lloyd Bowers, harpsichord, Cathedral of
Mory Our Queen, Baltimore, MD 5:30 pm

Soloists of St Philip, Cathedral of St
Philip, Atlanta, GA 8 pm

Members of Trinity Youth Orchestra, Holy
Trinity Lutheran, Bulfalo, NY 5 pm

Frederick Swann and John Stuart Ander-
son, organ and actor, St Poul’s Lutheran,
Allentown, PA

Marianne Webb, St John's
Church, Columbus, OH 4 pm

Cloire Coci, Tobernacle Presbyterian, In-
dianopolis, IN 8 pm

All-Maonteverdi  program, Chicago Cham-
ber Choir, Church of Our Saviour, Chicago,
IL 4 pm

Dexter Boiley, Our Llady of Bethlehem
Convent, La Grange Park, IL 4 pm

Marie-Lovise Jaquet, Trinity Episcopal,
New Orlecns, LA 4 pm

Saoint Joan by G B Show, First Presbyter-
ian, Oceanside, CA

James Bossert, First Congregalional, Long
Beach, CA 4 pm

Catharine Crozier, Pomona College, Clare-
mont, CA

Protestant

4 Morch

Heinz Arnold, Independence Bivd Chris-
tian Church, Konsas City, MO

Organ Concerto by Samuel Adler, Dallas
Civic Symphony, Robert Anderson, Southern
Methodist U, Dallas, TX B:15 pm

5 Moarch

Choral concert, Trinity Church, New York
City 12:45 pm

Frederick Swann, AGO workshop, First
Prasbyterian, Ridgewood, MJ 8:30 pm

Marie-lovise Jaquet, Cathedral of the
Sacred Heart, Nework, NJ 8:30 pm

David Craighead, Messiash College, Gran-
tham, PA

Williom Goff, Heinz Chapel, Pitisburgh,
PA 12 noon

Virgil Fox, Revelation Lights,
Areno, St Petersburg, FL

Bayfront

Summer 1974
ARTHUR HOWES
offers
ORGAN STUDY TOURS
and an
INTENSIVE ORGAN
STUDY PROGRAM
at three world-famous
organs

Northern Europa:
June 30-July 17

Southern Europe:
August 7-24

Study Program:
July 21-August 4

Two woeks of masterclasses, private
lessons, ond practicing ot Zwolle, and
one day sessions of Alkmoor and
Haarlem: July 21-August 4

The cost of each of these programs will
be approximately $1,400 for the tours,
ond $1,200 for the study progrom; de-
pending upon [nternational Exchange
rotes and possible increases In air fares
and other chorges. These approximate
figures include o small allowance for
probable increases.

The tours will be limited 1o twenly per-
sons.

The study program will be limited to
twelve.

No registrations can be accepted for
any of the programs ofter May 1. Early
application is advised.

For additional information, write:

BOX 425
North Andover, MassachuseHts
01845

Washington University
presents

ANTON
HEILLER

in his
Fifth Tri-ennial Master Class
August 5 to 30, 1974

For information address:
Department of Music
Washington University

St. Louis, Mo. 63130

PELCA RECORDS

The finest in Evropean orgon recordings.
Many items in stock. Write for new cato-
logue. S. H. Dembinsky, 1035 lroquois
Dr. S.E, Grand Rapids, Michigan 49504.

6 March

Works by § S Wasley, 5t Thomas Church,
New York City 12:10 pm

EKU Singers and Concert Choir, Eastern
Kentucky U, Richmond, KY 8 pm

7 March

Ellen Nord, St Thomas Church, New York
City 12:10 pm

David Higgs, Grace Church, New York
City 12:30 pm

Larry King, Trinity Church, New York
City 12:45 pm

Ladd Thomas, Broodmoor Boptist, Jackson,
MS

B Morch
St Paul's Boys Choir, United Congrego-
tional Church, Norwich, CT
9 March
Marie-Lovise Jaquet, workshop, American
Academy of Music, Tenofly, NJ 2:30 pm
Virgil Fox, Revelation Lights, Civic Center
Aud, Atlonta, GA
National Organ Playing Competitian, First
Presbyterian, Fort Woyne, IN 1-5:30 pm
Ted Alon Worth, Ottawa H S, Ottawa, IL

10 March

A Time of Fire by Francis Jockson; John
Stvort Anderson, actor; The Riverside Choir;
Riverside Church, New York City 2:30 pm

Calvin Hampton, Calvary Episcopal, New
York City 4 pm

Manzoni Requiem by Verdi, 5t Borthol-
omew’s Church, New York City 4 pm

Anthony Newman, Cathedral of St John
the Divine, New York City, recital 4:30 pm,
masterclosses at 2 pm and 7:30 pm

Cantata 106 by Bach, Holy Trinity Luth-
eran, New York City 5 pm

Eileen M Guenther, St Thomas Church,
New York City 5:15 pm

Jephthe by Corissimi, Ave Maria by Doni-
zetti, Missa Bravis by Bellini, Church of Qur
Saviour, New York City 7:30 pm

Music of the French Cathedrals, First Pres-
byterian, Orange, NJ 5 pm

Marie-louise Jaquet, St Timothy Lutheran,
Wayns, NI 8 pm

Randall S Mullin, Cathedral of Mary Our
Queen, Baltimore, MD 5:30 pm

Allen G Brown, First Congregational, Co-
lumbus, OH 8 pm

Gerre Hancock, Seventh-Day Adventist
Church, Keitering, OH

Roger Davis, Cathedral of Christ the
King, Kalamazoo, Ml 4:30 pm

Schola Cantorum, Frederick Telschow, dir;
Valporalso U, Valparaiso, IN 4 pm

Cantata 21 by Bach, Grace Lutheran,
River Farest, IL 4 pm

E Power Biggs, First United Methodist,
Albuquerque, NM

11 March

Marie-Lovise Jaquet, Millon Academy, Mil-
ton, MA 7:30 pm

Mass by Giocomo Antonio Perti; Bethesda
by the Sea Episcopal, Palm Beach, F L8 pm

Gerre Hancock, AGO workshop, Daylon,
CH

Ted Alon Worth, Jackson H S, Jackson, Mi

Xavier Darosse, Rice U, Houston, TX 8 pm

12 March
Pingry School Chorus and Bross Cholr,
Trinity Church, New York City 12:45 pm
Joseph Wozniak, Cathedrol of the Sacred
Heart, Newark, NJ 8:30 pm

13 March

3rd Organ Symposivm - ‘“Max Reger:
Exploring the Differing Interpretations of the
Master's Work;” Michoel Schnelder, Robert
Bailey, Philip Prince, Benn Gibson, Robert
Schunemon, Jack Hennigan, Jomes Wyly,'
Charles Krigbaum; Yale U, New Haven, CT
(thru March 15)

Music of Bairstow, St Thomas Church, New
York City 12:10 pm

John W Heizer, University Baptist, Balti-
more, MD 12 noon

Marie-Lovise Jaquet, Cleveland Museum
of Art, Cleveland, OH B8:30 pm

Brian Jones, Old West Church, Boston,
MA 3:30 pm

14 Morch

Charles D Frost, S5t Thomas Church, New
York City 12:10 pm

Betty Milham, Grace Church, New York
City 12:30 pm

Timothy € Albrecht, Trinity Church, New
York City 12:45 pm

David Lowry, Larry Smith, Winthrop Col
lege, Rockhill, SC 8 pm

15 March

Virgil Fox, Chrysler Hall, Scope Plozo,
Norfolk, VA

Concerios for Orgon and Orchestra by
Rheinberger, E Power Biggs; First Congre-
gational, Los Angeles, CA (also Mar 17}

THE NATIONAL CONYENTION

« Samuel Adler

e William Albright

e Matthias Bamert
The Cleveland Orchestra
Donald Erb

Burton Garlinghouse
Robert Glasgow
Jean Guillou

Gerre Hancock
Helen Kemp

Louis Lane

Gustav Leonhardt
Marilyn Mason

JUNE 17-21, 1974

Billy Nalle

Robert Noehren
Karel Paukert

The Philharmenia Chorale
of Cleveland

Arthur Poister

e Cherry Rhodes

o Ned Rorem

o Jeffery Rowthorn

e Joseph Sittler

e Gregg Smith Singers
e Gerd Zacher

.. and others!

WRITE: 2757 FAIRMOUNT BOULEVARD, CLEVELAND, OHIO 44118

Freiberg, Dresden, Prague,

8th Annual GRAND MUSIC TOUR OF EUROPE

July 17-August 29, 1974

Visit Berlin, Wittenberg, Halle, Leipzig, Wartburg Castle, Erfurt, Weimar,
: Salzburg, Munich, Vienna, Budapest, Zag-
reb, Dubrovnik, Split, San Marino, Florence, Venice, Verona, Inter-
laken and the Jungfraujoch, Lucerne, B
See and hear great organs in Berlin, the
den, Salzburg, Munich, Vienna, Zagreb, and Ottobeuren.

A 2nd annual Grand Opera Tour of Europe is also scheduled — May
12-june 2, 1974. Write or phone for information.

Conducted by HALSTEAD McCORMAC
Past Dean, AGO—Los Angeles Chapter

Send for brochure: 790 Granada Ave., San Marino, Cal. 91108
Phone: 213/282-6795

nz, Bayreuth, Rothenburg.
omaskirche, Weimar, Dres-
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JACK ABRAHAMSE

George Street United
Peterborough, Ont, Canada
Recitals {Organ/Pianc)

robert anderson
SMD FAGO

Southern Methodist University
Dallas, Texas 75275

HEINZ ARNOLD

F.A.G.O. D.Mus.
STEPHENS COLLEGE
COLUMBIA, MO.

John Barry
ST. LUKE'S CHURCH
LONG BEACH, CALIFORNIA

Peter ] Basch

Wildwood Road
Califon, New Jersey 07830

ROBERTA BITGOOD

First Congregational Church
BATTLE CREEK, MICHIGAN

Wm.G. BLANCHARD

ORGANIST
POMONA COLLEGE
CLAREMONT GRADUATE SCHOOL
THE CLAREMONT CHURCH
Claremont California

CHARLES BOEHM

TRINITY LUTHERAN CHURCH
Hicksville, N.Y.

NASSAU COMMUNITY COLLEGE
Garden City, N.Y.

DAVID BOWMAN

D.M.A.
Alabama State University
Montgomery, Alabama

ETHEL SLEEPER BRETT

Organist and Recitalist

First Methodist Church, Sacramento, Cal.

WILFRED BRIGGS

MS., CHM.
St. John's in the Village
New York 14, N.Y.

JOHN BULLOUGH

AB, M.S.M. Ch.M.
Forleigh Dickinson University
Teaneck, New Jersay
Memorlal Methodist Church
White Plains, New York

ARTHUR CARKEEK

MS.M. AAG.O.
DcPauw University Organist
Gobin Memorial Church
Greencastle, Indiana

EARL CHAMBERLAIN

FT.C.L
ST. STEPHEN'S CHURCH

Cohasset Massochusetts

Organ Recitals

Timathy E Albrecht — Christ Church, Moni.
pelier, VT Dec 2: The Advent and Christmas
portions of the Orgelbichlein, Bach.

ludwig Altman — Temple Emanu-El, San
Froncisco, CA Dec 30: Ricercare a tre voci,
Ricercare a & voci (Musical Offering), Thy
throne | now approach BWV 668, Bach;
Andante in F KV 616, Fugue in G minor
KV 401, Mozart; Introitus, Aria ed Allelujo,
Klebe; Postorale, Milhaud; Elegaic Sonorities
(premiere) Dovid Sheinfeld.

Fred Backhaus — student of Miriam Clapp
Duncan, Lawrence U, Appleton, WI Nov 2é:
Prelude ond Fugue in E minor, Bruhns; Prel-
ude and Fugue in B minar, Bach; Le vent
de I'Esprit (Pentecost Mass), Messiaen; Prel
ude and Fugue on ALAIN, Duruflé,

Robert F Bates — student of Ray Ferguson,
Woyne State U, Detroit, Ml Dec 10: Prelude
and Fugue in D minor, Buxtehude; Trio
Sonata IV BWV 528, Bach; Trois Mouve-
ments for flute ond orgon, Alain; Etudes 11
and VI opus 5, Demessieux; Introduction,
Variations and Fugue on an Original Theme
opus 73, Reger. Assisted by Marilyn Jones,
flute.

George Block U of Western Oniario,
Londan, Ontario Dec 7: Scmiicke dich, Bach;
Offertoire pour le jour de Paques, Dandreiu;
No&l sur les flules, d'Aquin; For Evening
Draws On for English horn, orgon and
taps, Pinkham; Colloborations for orgon
and tape, Ulton-Dawson; Fontasie in drei
Rhythmen, Kluge; God Plays Hide and Seek
for orgon and tape, Hompton-Kalehoff,

James | Boschker — graduaie recital, U
of South Dokota Dec 7: Concerto Il in A
minor BWV 593, Canonic Variations on Vom
Himmel hoch BWV 569, Trio Sonata Il
BWV 527. Passocaglia ond Fugue in C
minor BWV 582, Bach.

James R Brown, Oberlin, OH — Queen
St United Methodist, Kinston, NC Dec 30:
Toccata in F BWV 540, Trio Sonata IV BWV
528, Fugue in F BWV 540, Bach; Choconne
in F minor, Pachelbel; Pastorale in G. Pas-
quini; Communion, Sortie (Pentecost Mass),
Messioen.

Frederick Burgomaster — St Poul’s Cath-
edrol, Buffalo, NY Dec 21: Swiss Noel,
d'Aquin; Sleepers woke, Bach; Praise be 1o
Thee Llord Jesus Christ, Walcha; Carillon,
Sowerby; The Shepherds (Nativity], Mes-
siaen; Toccata (Symphony V), Widor.

John Burkett — East Texas State U, Com-
merce Dec 3: Nun komm der Heiden Heiland
BWV 599, Herr Christ der einig Gottes Sohn
BWV 6401, Der Tag der ist so Freudenreich
BWV 6405, In dulei jubilo BWV 729, Bach;
MNoel in G, d'Aquin; Vom Himmel hoch,
Pachelbel; Concertino Sacra on Good Chris-
tan Men Rejoice for bross, fiute ond organ,
Rohlig; Weinachtsbaum Vol |, Lliszt; Rhap-
sodie sur les Nogls, Gigout.

Jerome J Bulera — St Vincent de Paul
Church, Chicogo, IL Dec 2: Praise to the
lord, Ah God from heaven look anew, Re-
joice beloved Christions, Micheelsen; How
brightly shines the Morning Star, Buxte-
hude; Fantasia and Fugue in G minor BWV
542, Bach; Improvisotion on In dulei jubllo,
Karg-Elert; Fantaisie in A, Franck; Te Deum,
Langlais,

Carol Clever St Paul's Cathedraol, Los
Angeles, CA Dec 28: No#l grand jev et
duo, d'Aquin; A rose is blooming, Brahms;
In Thee is gladness, Bach; In Bethlshem Is
born, Walcha; Coventry Corol, arr Gore; 2
settings In dulci jubile, Bach ond Llanglais;
Toccata {Symphony V), Widor,

Uoyd Davis — Bryn Mawr Community
Church, Chicogo, IL Dec 2: Sleepers woke,
Come now Savior of the heathen, Bach;
Partita on Nun komm der Heiden Heiland,
Distler; The world awaiting the Savior (Pas-
sion Symphony), Dupré; 3 settings In dulei
jubilo, Bach, Zachou and Schroeder; The
Nativity, Langlais; Greensleeves, Wright;
The Shepherds, Eternal Designs, God Among
Us (Nativity), Messiaen.

Merrill N Davis 111, Rochester, MN —
Southern lllinois U, Carbondale, IL Dec 2:
Sinfonia from Cantata 29, Trio Sonata VI
in G, Toccata and Fugue in D minor, Bach;
Magnificat on the Ninth Tone, Scheid;
Choral in B minor, Franck; Prelude in C,
Bruckner; Postlude (Slavonic Folk Mass),
Janacek.

Gruenstein Award Sponsor

Robert Clark

Charles H. Ph. D, FAG.O.

FINNEY

Chairman, Divislon of Music & Ant
Houghton College, Houghton, N.Y.
Houghton Weslayan Methedist Church

Robert Finster
DMA

5t. John's Cathedral

Denver

RALEIGH, N. CAROLINA

CHicaco
CLus or School of Music
WOMENOnmms-rs University of Michigan
Ellen Lofberg, President Ann Arbor
Harry E. Cooper WALLACE M. COURSEN, JR.
F.AG.0.
Mus. D., F.A.G.O. CHRIST CHURCH

BLOOMFIELD AND GLEN RIDGE, N.J,
The Kimberly School, Montcloir, N. J.

DELBERT DISSELHORST

DMA
University of lowa

lowa City lawa

KATHRYN ESKEY

The University of
North Carolina

at Greenshoro

HENRY FUSNER

D., A.AG.O.
First Presbyterion Church
Nashvillo, Tennesses 37220

Antone Godding

School of Music
Bishop W. Angie Smith Chapel
Oklahoma City University

LESTER GROOM

Seattle
Seatile Pacific Church of the
College Ascension
98119 98199

E. LYLE HAGERT

Gethsemane Episcopal Church
Minneapolis, Minnesota 55404

| GEORGE ESTEVEZ

ch.m,
Diractor
CHICAGO CHAMBER CHOIR

EARL EYRICH

First Unitarian Church
Rhode Island College
Providence

DAVID S. HARRIS

Church of Our Saviour
Akron, Ohio
Organ

GEORGE FAXON

TRINITY CHURCH
BOSTON

SUSAN INGRID FERRE

Teaching Fellow
North Texas State University
Denton
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Yuko Hayashi

boston

new england conservatory

WILL O. HEADLEE
SCHOOL OF MUSIC

SYRACUSE UNIVERSITY
SYRACUSE, NEW YORK 13210

WILBUR HELD

SM.D., F.A.G.O.
Ohio State University
Trinity Church
COLUMBUS, OHIO
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George Decker — St Paul’'s Cathedral,
Syracuse, NY Dec 4: Puer nobis nascitur, Or
dites-nov Marie, P Dandriev; Chanton de
Voix Hautoine, J-F Daondriev; Joseph est
bien marié, Balbostre; Toccata on a Neel,
Dupré.

Bonnie Beth Derby — St Paul's Cathedral,
Syracuse, NY Dec 12: Canzong, A Gabrieli;
Allein zu dir, Erich; Prelude, Cromhorne en
taille, Guilain; Partite on Werde munter
mein Gemiite, Pachelbel.

David Difiore — student of Walter A Eich-
inger, University Methodist Temple, Seattle,
WA Dec 7: Fontasy and Fugue in G minor,
Bach; Choral in B minor, Franck; 2 Croagn
Psalms, Zimmermann; Prelude and Trumpet-
ings, Roberts.

W Kirby Eber — Vermont S5t United
Methodist, Quiney, IL Dec 14: Fantasy in
C. In dulci jubilo, Boch; Que li darem a
n'el Noi de la Mare?, Guinalde; Adagio for
Strings, Barber-Strickland; Trumpet Tune in
C, Johnsan; Entrata Festiva, Peeters,

Gerald D Frank, Stillwater, OK — Okla.
homa City U Dec 2: Prelude and Fugue in
C BWV 547, Bach; Prefude for organ ond
tape. Stewart: Fantosio in F minor KV 408,
Mozart; Prelude ond Fugue in  Fesharp
minor, Buxtehude; Five Minatures for argan
and tope, Polombo; Prelude and Fugue on
BACH, Liszt,

Antane Godding, Oklohama City, OK —
First United Methodist, £l Dorado, K5 Nov
25: Voluntary in D minor opus 5.8 Stanley;
Prelude, Fugue and Varistion, Franck; Toc-
cata, Villancico y Fugo, Ginostera; Varia-
tions on Jesu meine Freude, Walther; A
Lesson for the Organ, Selby; Adeste fidelis,
Ives; See that ye love one another, Pinkham;
Toccata ond Fugue in D minor BWV 545,
Bach,

Edythe Rachel Grady -~ Johnson C Smith
U, Charlotte, NC Dec 16: A child is born
in Bethlehem, The only Son from heaven,
Beside Thy cradle, The star proclaims the
King is here, Bach; What Child is This, Pur-
vis; Rise wp shepherd, Deit; Stille Nochi, La
Nativité, Fanfare on Adeste fidelis, Young;
Behold a rose is blooming, Brahms; Patapan
Pasquet.

(3

Karin J Gustafson, Glens Falls, NY —
Cathedral of All Saints, Albany, NY Jan 20:
Concerto V in F, Handel; Passacoglio and
Fugue in C minor BWV 582, Bach; Postlude
for Compline, Alain; Firal (Symphony 1),
Vierne.

lerry Guzaski — student of Theodore Rip-
per, Millikin U, Decatur, Il Dec 4: Nodl
grand jev et duo, d’Aquin; Concerto in A
minor BWV 592, Vivaldi-Bach; Sonota |,
Mendelssohn; Sonata |, Hindemith; Litanies,
Alain,

Elizabeth Hamp — First Presbyterian, Dan-
ville, IL Dec 2: 2 settings Nun komm der
Heiden Heiland, Bach and Pachelbel; Anti-
phons on the Magnificat, Dupré; Prelude on
Picardy for flutes and organ, Hamp; Gloria,
Dupré.

David Hewlett — St James' Church, Green-
field, MA Dec 2: Chaconne, L Couperin;
Liebster Jesu, Wachet ocuf, Nun kemm der
Heiden Helland, Prelude ond Fugue in C
minor, Bach; Fugue and Choral, Honegger;
Svite Breve, Longlois; La Nativite, Langlais;
Choral in A minor, Franck.

Margaret Irwin-Brandon — St Mark's
Cothedral, Seottte, WA Dec 7: la Nativite
du Seigneur (complete), Messioen.

Darlene Kaysen — St Poul's Cathedrol,
Los Angeles, CA Dec 21: ta Nativite, Lang-
lais; Concerte in D minor, Vivaldi-Boch;
Venite adoramus, Gehrenbeck; Noel, Coril-
lon-Sortie, Mulet,

Kirby Koriath — Ball State U, Muncie, IN
Nov 30: Marche Triomphale opus 46, Vierne;
Concerio for organ and brass, Monniken-
dam; Concertante for organ, brass and per-
cussion, Pinkham; Cortege for orgon and
brass, litaize; Intermezzo for trombone and
orgon, Schiffmann; Podme Héroique for or-
gan, brass and drum, Dupré. Assisted by in-
strumental ensemble conducted by Bennett
Lentezner.

Charles Krighoum, MNew Haven, CT —
Bradley Hills Presbyterian, Bethesda, MD
Jan 15: Prelude and Fugue in E minor, Bux-
tehude; Ricercar Arjoso, Gabrieli; Capriccio
sopra il Cucho, Frescobaldi; Sonata IV,
Mendelssohn; Communion, Sortie (Pentecost
Mass), Messiaen; 5 Musical Clock Pieces,
Haydn; In dir ist Freude, Herr Jesu Christ
dich zu uns wend, Ich ruf zu dir, Prelude
and Fugue in A minor, Bach.

Arthur Lawrence — St Mary’s Collage,
Notre Dame, IN Dec 3: Prelude ond Fugue
in E minor, Bruhns; Cononic Variations on
Vem Himmel hoch BWV 7494, Prelude ond
Fugue In C BWV 547, Bach; No&! sur les
flutes, Noal grond jev et dvo, d'Aquin; La
Nativilé, Langlais; Prelude and Fugue in G
minor, Dupré,

THE DIAPASON

Send THE DIAPASON for .

Name

A MUST FOR EVERY ORGANIST

($7.50 o year—513.00 for two years)
De not send cosh

. yearls) to

Enclosed is $ .

Street

THE DIAPASON

City

434 South Wabash Ave,

State ...

e ¥ [ e

Chicago, . 60605

William MacGowan

Bathesda-by-the-Sea

Palm Beach, Florida

MARRIOTT

The Detroit Institute
of Musical Art, Detroit.

Organist, The Detroit Symphony

Hinson Mikell

Recitals

St. Mark’s Church, Frankford
Philadelphia, Pennsylvania 19124

HAROLD MUELLER

F.A.G.O,
Trinity Episcopal Church
Temple Sherith Israel
San Francisco

ROSILAND MOHNSEN

Westmar College
Colvary Methodist Church
LeMars, lowa

WILLIAM H. MURRAY

Mus. M F.A.G.O.

Church of the Mediator
Chicago, I

CARLENE
NEIHART

§t. Andrew’s Episcopal Church
Meyer ond Warnall
Kansas City, Missouri 64112

NORLING

Si. John's Episcopal Church
Jersey City Heighis

New Jersey

frank a. novak
HOLY TRINITY LUTHERAN
CHURCH

1080 Main
Buifalo, N.Y. 14209

JOHN KEN OGASAPIAN

Saint Anne's Church
Massachusets State Collage

Lowell

SAMUEL HILL

5t. Paul’s Church
Chicago, Illinois

Carthage College
Kenosha, Wisconsin

JOHN HUSTON

FIRST PRESBYTERIAN CHURCH
TEMPLE EMANU-EL
New York City

ELLEN KURYTZ

JACOBSON

MMus, AAG.O.

Concord, Califernia

GEORGE E. KLUMP
DIVISION OF THE ARTS
Darras BaeristT CorLece

Davrras, Texas 75211

Harry H. Huber

M. Mus.
Kansas Wesleyan University
University Methodist Church
SALINA, KANSAS

d. deane

hutchison

portland, oregen

KIM R. KASLING
D.M.A,
Organist and Chalrman, Keyboard Div.

Monkoto State College
Menkato, Minn.

Recitals — Classes — Consultations

Arthur LaMirande

RECITALS

Specialty: German Romantic
Repertory
522 West End Avenue, Naw York, N.Y. 10024

Jack Ossewaarde

St. Bartholomew's Church
New York

FRANK K. OWEN

Lessons — Recitals

St. Paul’s Cathedral
Los Angeles 17, California

RICHARD M. PEEK

Sac. Mus. Doc.

Covenant Presbyterian Church
1000 E. Morshend Charlotte, N. C.

Franklin E. Perkins

AAGO. — Ph. D,

The Ladues Chopel
5t. Louis, Missouri
University of Missouri, 5t. louis

ARTHUR A. PHILLIPS

AAGO Ch.M. FT.C.L.

St. Albans Congregational Church
172-17 5t. Albans, N.Y. 11434

MYRTLE REGIER

Mount Holyoke Collage

South Hadley, Massachusetts

RUSSELL SAUNDERS

Eaostman School of Music

University of Rochester

K. BERNARD SCHADE
S.M.M.

STATE COLLEGE
EAST STROUDSBURG, PA.

Workshops and Lactures
The Kodaly Choral Method

ARTHUR L AWRENCE

Doc, Mus. Arts, A.A.G.O., Ch.M,
Salnt Mary's College
Notre Dame, Indiana 46556

RICHARD W. LITTERST

M.S. M
SECOND CONGREGATICNAL CHURCH
ROCKFORD, ILLINOIS

john h. schneider
Calvary Presbyterian Church

Riverside, California

EDMUND SHAY

DMA

Columbia College

Columbia, 5. C.

Recitals

Master Classes
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Robert Shepfer

Organist = Cholrmaster
SECOND PRESBYTERIAN CHURCH
Indianapolis, Indiana 46260
Racitals

L. ROBERT SLUSSER

MUS, M., AAG.O.
LA JOLLA PRESBYTERIAN CHURCH
LA IOLLA, CALIFORNIA

ROBERT SMART

Swarthmore, Pennsylvania

Trinity Episcopal Church
Swarthmore College
Congregation Rodeph Shalom
Philadelphia

ROLLIN SMITH
RECITALS

1150 Forty-first Street, Brooklyn, NY 11218

Carl Staplin

Ph.D, A.AGO.
Drake University
University Christion Church
DES MOINES, IOWA

Mus. Doc, F.AG.C.
ADOLPH STEUTERMAN
Southwestern at Memphis

Calvary Episcopal Church
Memphis, Tennessae

FREDERICK SWANN

The Riverside Church
New York City

George Norman Tucker
Mus. Bach.

ST. LUKE'S CHORISTERS
Kaiamazoo

BOY CHOIRS

W. WILLIAM WAGNER

MT. LEBANON METHODIST CHURCH

Pittsburgh, Pennsylvania

WACEIRO

WARREN C. MILLER — DIRECTOR
Christ Church, Shoke Heights 22, Ohia

sally slade warner
aago. cham.

CHURCH OF
ST. JOHN THE EVANGELIST

Beacon Hill Booston

CLARENGE WATTERS

RECITALS

St. John's Church
W, Hartford, Connecticut

C. GORDON

WEDERTZ

2534 West 118th St.
CHICAGO 60655

DAVID A.

WEHR

Eastern Kentucky University
Richmond, Kentucky

Myron Leet, Wilkes-Barre, PA — 5t Luke’s
Episcopal, Scrantan, PA Jan &: Nun komm
der Heiden Heilond, Walcha; The Holly aad
the Ivy, Milford; The First Noel, Held;
Greensleeves, Wright; 3 sedtings In dulei
jubilo, Langlois, Manz and Schroeder; The
Virgin ond Child, Messicen; God Rest you
merry Gentlemen, Elmore; Variolions on a
Noel, Dupré.

Judith Lobe — student of Walter A Eich-
inger, University Methodist Temple, Seattle,
WA Dec 7: Trumpet Voluntary, Stanley;
Suite on the Second Tone, Guilain; Varia-
tions on o Shope MNote Tune, Borber; Frel-
ude on Land of Rest, Proulx; Poem of Hap-
piness, Longlais.

Allen R Mills — Cathedral of All Salnts,
Albany, NY Jan 27: Sinfonia 1o Contata 24,
Bach; Sonata | in E-flot (Epistle Sonatas),
Mozart; Divertissement, Vierne; Te Deum,
Mills [assisted by Glee Club of Albany
Academy for Girls); Prelude and Fugue on
ALAIN, Duruflé.

Kathryn Ulvilden Moen, St Paul, MN —
First Lutheran, Decarah, 1A Dec 9: Prelude
and Fugue in E minor {(Wedge), Magnificat,
Woachet auf, Partita on Sei gegriisset, Bach;
Variations on Freu dich sehr, Pachelbel; La
Nativité, langlois; Desseins eternels, Mes-
sioen; Reflection, Watson; Tierce en tallle,
Couperin; Diologue sur les gronds jeux, de
Grigny; Fontasio, Kabelac.

Frank K Owen — St Paul’s Cathedral, Los
Angeles, CA Dec 7: Grond Chorus on a
Pedal Point, de Grigny; 2 settings Wachet
ouf, Bach and Peeters; Contobile opus 37,
Jongen; Koraal, Trio, Introduction and Fugue
on Lord we are seeking you, Bijster,

David L Petrash — docioral recital, North
Texos State U, Dentan Mov 26: Toccato in
A minor, Froberger; Kyrie Gott heiliger
Geist BWY 671, Allein Gott BWV 4675, Dies
sind die heil'gen zehn Gebot BWVY 678,
Prelude ond Fugue in D BWV 532, Bach;
Fontasy on Ein fesie Burg opus 27, Reger;
Fantasie in drei Rhythmen, Kluge.

Robert Prichard — United Methadist
Church of West Covina, CA Dec 9: Fantasia,
8yrd; Toccota per I'Elevozione, Frescobaldi;
Voriations on Psolm 140, Sweelinck: Nodél
sur les flutes, Ncél grond jeu et duo,
d'Aquin; Pasiorale in F BWV 590, Prelude
and Fugue in G BWY 541, Christmos
chorales from the Orgelbichlein, Bach,

G Leland Ralph — Carmichael Seventh-
day Advaentist, Sacramento, CA Dec 8: Now
thank we oll our God, Karg-Elert; Slespers
woke, Come Savior of the heathen, Bach;
Mog| grand jeu et duo, d'Aguin; A lovely
rose is blooming, Brahms; Sonala in C minor,
Mendelssohn; |mprovisation on Greensleeves,
Rolph; Sacred Harp Suite, Powell; Bring o
torch, Ellsaster: In dulci jubilo, Dupré; Proy-
er of Christ Ascending, Messioen,

Ruth Reynolds, Ockland, CA — Seventh-
doy Adventist, 5t Heleno, CA MNov 17: Can-
onic Variations on Vom Himmel hach, Bach;
Wer nur den lieben Gott, Mein schdnste
Zier, Walcha; First Biblical Sonata, Kuhnau;
Allegro ({Symphony VI}, Widor,

Philip Riddick — St Paul’s Cathedral, Los
Angeles, CA Dec 14: Good news from
heaven the ongels bring, Pachelbel; A Babe
is born in Bethlehem, © hail this brightest
doy of days, Bach; Weihnochien, Reger; Di-
vinum mysterfum, Purvis; To shepherds as
they waiched, Monz; God rest you merry
gentlemen, Held.

Lee Ridgway — Essex Institute, Salem, MA
Mov 11: Voluntary VI, Boyce; Ballo del
granduco, Pavona Lachrimoe, Sweelinck;
Lachrymoe Pavan, Povon and Golliards-The
Earl of Salisbury, Byrd; Five Voluniaries for
Manuals, Pinkham; Copriccio cromatica, In-
tonazione cromatico del quarto tono, Merula;
7 Welhnachtsfughetien, Boch; 3 Meditations,
Koetsier, Sonatina {opus 18/1), Distler; Cap-
riccio in D, Béhm,

Sara Hammerschmidt Ritter — First United
Methodist, Conneaut, OH Dec 2: Mognificat
Vi, Gloria, Dupré; Allegro (Symphany VI),
Adagio and Toccata (Symphony V), Widor;
Prelude in E-flat, Boch; 3 French Noels,
Dandriev, Bouvard and Doyen; Costilla on
Come dear children, Guinaldo; Fantasy on
2 Christmos Carols, West; La Nativité, Long-
lois; A Chinese Christmas Corol, Noble; Lo
how o rose, Posquel; Divinum mysterium,
What child is this, Purvis; Now thank we
all our Ged, Whitford,

McNeil Robinson — 5t Poul's by:the-Sea
Episcopal, Jocksonville Beach, FL Dec 7:
Prelude and Fugue in C, Prelude and Fugue
in D minor, Prelude and Fugue in E minor,
Prelude and Fugue in G, Bach; Choral in
8 minor, Choral in A minor, Final, Franck;
Variations on a Noel, Dupré; Improvisation
on submitted theme.

HARRY ARTHUR WELLS

Woaoshington State University

Pullman 99163

Bob Whitley

FOX CHAPEL EPISCOPAL CHURCH
Fox Chapel, Pittsburgh, Pa. 15238

Vernon de Tar

F.A.G.0, Mus, Doc, S.M.D,

Church of the Ascension
Fifth Avenue at Tenth Street
New York, N.Y. 10011

The Juilliard School

Recitals
Organ ond Choral Workshops

Dwight Oarr

Recitals

Wells College
Aurora, New York 13026

RUSSELL. G. WICHMANN
Chatham Coilege

Shadyside Preshyterian
Pittshurgh, Pa. 15232

HARRY WILKINSON

Fh.D., F.A.G.O.
ST. MARTIN-IN-THE.FIELDS
Chastnut Hill, Philadelphia
WEST CHESTER STATE COLLEGE, PA.

JOHN E. WILLIAMS

§t. Andrews Preshyterian College
Laurinburg Preshyterfon Church
Llaurinburg, North Carclina

DONALD WILLING

faculty
North Texas State University
Denton

THE TEMPLE
Cleveland, Ohio 44108

DAVID
GOODING

THE CLEVELAND ORCHESTRA
MUSICAL HERITAGE SOCIETY
RECORDINGS

Diane BIS

— recifals

“The organist that has it all together”

Organist: Coral Ridge Presbyterian

Faculty: University of Miami,

Musicol Arts

Ft. Lavderdale

MARTHA' FOLTS

Traditional
Recitals:

Avant-garde
Music Dept,, lowa State University

Ames, lowa 50010

barclay wood

FIRST BAPTIST CHURCH

Worcester Massachusetts

ALEXANDER BOGGS

RYAN

CONCERT ARTIST

Cathedral Church of Christ the King

Western Michigan University at Kalamazeo

Recitals and Master Classes
Organ Consvltation

Gary Zwicky
DMA FAGO

Eostern lllinols University
Chorleston
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John Rose -~ Caothedral of St Matthew the
Apostle, Washington, DC Dec 16: Sonata I,
Mendelssohn; Cantabile, Fronck; Toccata
and Fugue in D minor BWY 555, Bach; Litile
Carols of the Saints, Williamson: Adagio for
Strings, BarberStrickland; Finol (Symphany
1), Vierne,

Gordon S Rowley — 51 John the Divine
Church, Victoria, BC Dec 5: Pasiacaglio and
Fugue in C minor, Bach; Portita on Wie
schén leuchtet, Pepping; Fontasy and Fugue
on Ad nos, Liszt

Kevin Sodowski, Erie, PA — 5t Poul's
Cathedral, Buffalo, NY Dec 14: Choral in
B minor, Franck; Prelude ond Fugue in C
minor, Baoch.

Michoel W Secour — All Saints Church,
Beverly Hills, CA Dec 2: Batalla Imperial,
Cabanilles; Trio, Valderravano; Tiento de
sexto tono, de Sota; Voluntary | in D, Boyce;
Toccota and Fugue in D minor, Wachet auf,
Bach; Poean, Howells; Adagio in E, Bridge;
Litanies, Alain; le Bonquet Celeste, Mes
sigen; Paean, Leighton.

Edmund Shay — St Martin’s in the Fields,
Columbia, 5C Dec 10: Toccata ond Fugue
in D minor BWV 565, Trio Sonata V in C
BWV 529, Toccala and Fugue in the Dorian
Mode BWV 538, Six Schiibler Chorales, Toc-
cata and Fugue in F BWY 540, Bach.

David Lennox Smith — First United Meth
odist, Sonta Barbara, CA Dec 9: Prelude
ond Fugue in G BWV 541, Canonic Voria
tions on Vom Himmel hoch BWYVY 7469, Bach;
Four Noels, Dandrieu; The World Awaiting
the Savior, Nativity (Symphonie Passion),
Dupré; Fantasy on Halleljuah Gott zu lo-
ben, Reger.

Donald Spies, Ripon, Wi — doctoral re-
cital, Northwestern U, Evanstan, IL Nov 26:
3 Fugues from opus 60, Schumann; Prigre
opus 20, Franck; Six Trios opus 47, Reger;
Varialions on Weinen Klogen Sorgen Zagen,
Liszt,

J Richard Szeremony — Munn Ave Church
East Orange, NS Dec 2: Toccata ond Fugue
in D minor, Bach; Scherzo (Sympheny H},
Cloir de lune, Vierne; Toccata, Jongen:
Greensleeves, Toccota on In Bobilone, Pu
vis; Pastorale, Roger-Ducasse; Epilogue, Long-
lais; Variotions on a Moel, Dupré.

Robert F Triplett — First Congregationol,
Mason City, 1A Dec 9: Fontasy in F minor

KV 608, Mozart; The World Awaiting the
Savior (Symphonie Passion), Dupré; Andante
sostenuta  (Symphonie Gothique!, Widor;
Arabesque (Svite Francaise), Langlais; Vari-
ations on Proise o the Lord, Ahrens.

Fred Tulan, Stockton, CA — St Patrick’s
Cothedral, New Yaork, NY Nav 11: Toccata
for the Pedals Alone, Carter; Praeludium,
Bliss; Prelude on the MName of Frederick
Tulan (1-26 scale}, Castelnuvove Tedesco;
Plymouth Rock (Spirits and Places), Bacon;
Ricercar lpremiere), Bodings; Loment on the
Assassination of President Kennedy, Statham;
Organologia opus 180, Krenek; Improviso-
tion on themes from Berlioz’ Romeo and
Juliet, Messioen; Final (San Francisco Im-
provisation), Dupré.

John Upham — St Poul’s Chapel, Trinity
Parish, New York, NY Jan 23: Fugue in C
minor on o Theme of Legrenzi, Postorale
in F, Fugue in G minor, Canonic Variations
on Vom Himmel hoch, Bach,

Vincent Verga — All Souls’ Episcopal, Ok-
lahoma City, OK Dec 9: Prelude and Fugue
in G minor, Buxtehude; O come O come |
Emmanuel, In dulci jubilo, Woke owoke, |
How lovely shines the morning star, Savior
cf the nations come, Manz; Benedictus, Toc
cota ond Fugue in A minor, Reger.

Hugh Allen Wilson — Cathedrol of All
Saints, Albany, MNY Jon 13: Toccala ond
Fugue in F BWV 540, Ceck thyse!f my soul,
Lord Jesus Christ turn thou to us, Bach;
Variaiions on My young life hoth on end,
Sweelinck; Tierce en taille, Muzétie, Offer-
toire, Dandrieu.

Carols Murphy Wunderle — Christ United
Presbyterian, Conton, OH Jan 18: Concerio
VI in B-flat, Hondel; le jordin suspendu,
Alain; Passacaglia and Fugue in C minor,
Bach; Variations on Veni Creator, Duruflé; |
Sonatina for Pedals Alone, Persichetti; Prel- |
ude and Fugue on BACH, Liszt. ‘

Recital programs for inclusien in
these pages must resch THE DIAPASON
within three weeks of performance date.
Recitals engaging mote than thres or-
ganisis will not be included. The pro-
gram must state the date and ploce of
the performance as well as the name
of the performer.
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CLASSIFIED ADVERTISEMENTS

Classified advertising rates: per word, $.20; mimmum charge, $2.50; box number, additional $1.00.
Replies to box numbers should be sent c¢/o The Dispason, 434 S. Wabash Avenue, Chicago, Ill. 60405,

POSITIONS WANTED

WANTED — MISCELLANEOUS

MISCELLANEOUS

HARPSICHORDS

SINGLE MALE, 29, D.M.A., ORGANIST-
harpsicherdist, conductor church musician, de-
sires to re-locatle in sophisticated parish music
program or academic environment (keyboard
performance, music hisiory): established con-
cert organist, five years college feaching, ex-
cellent relerences, solo and ensemble tapes
available, Can re locate anywhere in U.S.A,
or Canads. Address M-3, THE DIAPASON.

POSITIONS AVAILABLE

PARISH ORGANIST AND CHOIR DIRECTOR
position available in large Catholic parish. Ap-
plicant must have experience with youlh and
adult choirs, Applications accepted at St.
Peter's Church, 54 S. Mulberry St., Mansfield,
Chio, 44902.

METAL ORGAN PIPEMAKER NEEDED. ONLY
conscienfious need apply, with willingness to
relocate. Immediate need. Firm established in
1906. Contact directly: Jerome B, Meyer and
Sons, Inc., 2339 So. Austin Street, Milwaukee,
Wisconsin 53207,

ORGAN TECHNICIANS NEEDED IN SEVERAL
western terrilories fo operale own pipe organ
service business in associalion with major organ
firm. Excellent opportumity for man and wife
tearis. Write Eugene E. Poole, 185 Lakewood
Re ad, Walnut Creek, CA §4550,

WANTED — MISCELLANEOUS

RESIDENCE, MORTUARY, OR CHURCH OR-
gan. small scale, low pressure, minimum 2/4
wnit or 2/6 iracker, one 16 pedal stop, tremu-
lant, expression. Yernon Brown, Minami Aoyama
4-8-24, Minato-ku, Tokyo 107, Japsan.

3-MANUAL WURLITZER THEATER ORGAN
complele. Must be all Wurhitzer. Gordon L.
Wright, 3636 Lemmon, Dallas, Texas 75219,

USED SPOTTED METAL AND OLD SPOTTED
melal pipes, Contact, Trivo Company Incor-
porated, Menulacturers of Quality Reed Pipes,
Box 101, Heagerstown, Maryland 21740,

AUXILIARY CHIME KEYBOARD, MINIMUM
21 notes. 5t, Mark's Lutheran Church, 114 2ist
Street M.E., Cedar Rapids, lowa 52402,

MUSIC ROLLS FOR AUSTIN, WELTE, SKIN-
aer, Aceclian, Duo-Art and Estey pipe organ
players. J. V. Macariney, 405 Haverford Ave,,
Narberth, Pa. 19072,

MISCELLANEQUS

COLLECTORS" ITEM! LIMITED EDITION:
Stereo recording of the famed Old Boston Mu-
sic Hall QOrgan, America's first concert organ,
“John Rose at the Great Organ of the Meth
ven Memorial Music Hall" available from Key-
board Arts, Inc,, Bor 213, Lawrence, Mass.
01842. $5.95 postpaid.

NOTE CARDS, ORIGINAL MUSIC MANU-
script facsimiles of Mozart, Bach and Beeihoven,
obtained from European museums. 12 assorled
cards and envelopes. §3.00. Organ Arl, Box 309,
Burlingame, CA 94010,

PIPE ORGAN NOTE CARDS. NEW SERIES,
& diflerent in full color. $3.00 dozen. QOrgan
Art, Box 309, Burlingame, CA %4010.

EXPERT RECOVERING OF ANY MAKE PNEU.
matics, pouchboards and primaries, with Poly-
ureihane, Plastic nuls used on primary valve
wires. Melvin Robinsen, |1 Park Ave., Mount
Yernon, N.Y. 0550,

ORGAN SERVICEMEN: WE WILL RECOVER
Casavant and Skinner pouchboards, primary
and offset actions, Write Burness Associates,
1907 Susquehanna Rd., Abingion, Pa. 19001.

PNEUMATICS AND POUCHBOARDS OF ANY
make recavered with Polyurathene Plastic. Write
for quolation. Church Organ Co., 18 Walion
St., Edison, N.J, 08817.

QUALITY ALL ELECTRIC CHESTS MADE TO
order, good delivery, Aikin Asscciates, Box 143,
Brooklyn, PA 18813,

TUNERS THROW AWAY MESSY COTION!
Mixiure tuning is easier and less frustrating
with all felt. K. D. Kaps. Starler set (tunes up
io 4 ranks) $3.50, Deluxe set (5 ranks & more)
$8.00. K. D. Kaps, 214 Oakland Si., Man-
chester, Conn. 05040,

REED ORGAN TUNING AND REPAIRING.
Edgar A. Rodeau, 401 Albany Ave., Westmont,
NJ 8108,

500 USED ORGANS — 200 GRAND PIANOS
and player grands all makes. Piano and or-
gan technicians wanted. V.P.O, franchises avail-
able in South Florida. For prospecius write:
Victor Pienos and Organs. 300 N.W. 54 5p.,
Miami, Fla. 33127. (305) 751.7502, *

PUBLICATIONS

“THREE CENTURIES OF HARPSICHORD
Making,”” by Frank Hubbard, Harvard Univer-
sity Press, 1970, 373 pages plus 79 plates, §I5.
The traditions of harpsichord making in Maly,
Fla~ders, France, Germany and England from
1500 to 1800. Frank Hubberd, 185) Lyman
Street, Waltham, Massachusetts 02§54,

JUST PUBLISHED — "THE AMERICAN REED
Otgan” — contains history, music, restoration,
tuning, hunderds of il'ustrations. $9.95 postpaid.
Rcbert Gellerman, 8007 Birnam Wood, Mclean,
Virginia 22101,

"'22 FAYORITE HYMNS IN MODERN HAR-
mony.” Pianists, organisis, Exciting chords set
t2 familiar hymns, $2.00. Immediate servicel
Dave Dysert Studios, Dept. D, 128 Seminole 5t.,
Johnstown, Penna, §5904.

"QUICKIE KEYBOARD HARMONY  LES.
scns.” All major, minor, seventh, minor seventh
chords. For better harmony instruction. $2.00,
Immediate service! Dave Dysert Studios, Dept.
D, 128 Seminole 5t., Johastown, Penna. 15904.

HARPSICHORDS, CLAYICHORDS, SPINETS
and Mozart Pianofories by Neupert and Seba-
thil, Accurate copies of historical Harpsichords
by Bill Dowling. In addition, we now offer
harpsichord kits, Financing available, Show-
room open anylime by appoiniment. Free
Catalog. John W. Allen, 500 Glenway Avenue,
Bristol, Virginia 24201. (703) 669-8396.

SABATHIL HARPSICHORDS, PEDAL HARP-
sichords and Clavichords: most reliable and
beautifully sounding from $895. Brochure 25g,
Siereo LP 35 from Dept. D, 1084 Homer, Van-
couver, B.C., Canada

ANTIQUE HARPSICHORD REPRODUCTIONS.
Please write for our brochure describing [7th
century Flemish and 18th century French style
instruments. Mark Kramer Harpsichord Maker,
2t9A Rye Colony, Rye, New York 10580,

HARPSICHORDS, BEAUTIFULLY MADE AND
elaborately decoraled in the Flemish and
French fraditions. Knight Vernon, Harpsichord
Maker, 525 White Pigeon Sireet, Constantine,
Michigan 49042,

SPERRHAKE HARPSICHORDS AND CLAYI.
chords, Excellent, dependable, beautiful. Robert
5. Teylor, B710 Garfield St., Belhesda, Mary-
land 20034,

HARPSICHORDS, CLAYICHORDS: MAGNI-
ficent tone and handsome appearance at rea-
sonable cost. Maurice de Angeli, Box 190, R.D.

PIANOS

STEIN FORTEPIANO REPLICAS, CUSTOM
instrumenis, Philip Belt, Fortepiano Maker, Box
95, Baitle Ground. Indisna 47920,

HARPSICHORDS

FLEMISH HARPSICHORD, NEW, FOR SALE.
Two registers: B' and 4'. Box 105, Columbia-
ville, N.Y. 12050,

HARPSICHORDS, CLAYICHORDS, MOZART
Pianos, by Neupert, new and used late-madel
instruments, sale or rental. Financing available.
Write or call Wally Poliee. 1955 West John
Beers Road, Stevensvilie, Michigan 49127,

#1, Pennsburg, Pa. 18073,

HARPSICHORDS, PEDAL HARPSICHORDS,
Clavichords. Custom made. Jan H, Albarda,
14 Riverdale Dr., Thistleiown (Rexdaie), Ont.
Canada M9V-213.

HARPSICHORDS, SINGLE AND DOUBLE
manual in classic French style; also smail harp-
sichords from $845.00. John Bright, 747 Algoma
Ave,, London, Ontario, Canada NSX-IWA4.

HARPSICHORDS, CLAYICHORDS: CLASSIC
designs; reasonably priced. Thomas E. Mercer,
215 Harrison Avenue, Christiana, Pa, 17509,

HARPSICHORDS, CLAYICHORDS BY NEU-
perl, world's finest, oldest maker. Calalogs on
request. Magnamusic, Sharon, Conn. 06049.

Paul §. Hébert

J. A. HEBERT & SON, INC.
21230 Los Palmeas Drive

Southfield, Michigon 48074
Telephone (313) 353-2524

REPRESENTING

Casavant freres

ST, HYACINTHE. QUEBEC, CANADA

Chicago Area, Northern Indiana, Michigan

uirée

Pipe Organ Builders
Sales & Service

Waestern Michigan Associate:

Louis Van Vels

4722 36th Street, S.W.
Grandville, Michigan 49418
Telephone (618} 534.329&

P. O, Box 1165

QUALITY and COMPLETENESS

Your "one-stop” supplier for all

pipe organ supplies and components.

DURST ORGAN SUPPLY CO., INC.

Erie, Pennsylvania
16512

G. F. ADAMS

Organ Builders, Inc.

204 West Houston Street
New York, New York 10014

Telephone ORegon 5-6160

E. H. HOLLOWAY
CORPORATION

Builders of
Tracker und Eleciro-pneumatic
slider chest organs

INDIANAPOLIS, INDIANA
Tel: 637-202% P. O. Box 20254

LOUIS F. MOHR & COMPANY
ORGAN
MAINTENANCE

2899 Valentine Ave.
New York 58, N. Y.

Telephone: SEdgwick 3-5628
Emergency Service Yearly Contracts

Harps — Chimes — Blowers
Expert Overhauling

“An Organ Properly Maintained Means
Better Music"

{

Your personal wishes

are in good hands

ZEIST
Holland

Fa. Jacq. Stinkens
Organ pipe makers

BOZEMAN - GIBSON

AND COMPANY =
ORGANBUILDERS Service
——— SINCE 1906
. 1376 Harvard Blvd.—Daylon, Ohio 45406
B8 WASHINGTON STREET LOWELL, MASSACHUSETTS D1BS1 513-2756-2481

JULIAN E BULLEY

New Organs — Rebuilding

|

.S,im:e 1906

>Q=Q

N 3‘: Sym‘o/ o/ Qua&fy
E JEROME B. MEYER & SONS

2339 50. AUSTIN ST.
MILWAUKEE, WIS, 53207 ]

"im

0O IT YOURSELF PIPE ORGAN KITS

Custom spaclfications for church or
residence, complate or parts, full in-
structions by established organ bullders.

COLKIT MFG. CO. P.0. BOX 112
Hiler Station, Buffalo, N.Y, 14223

——

PIANO TUNING

Llearn Piano tuning and repoir with easy
to follow home study course, Wide open
field with good earnings. Mokes excsl-
lent “extra” job. Write

i School of Pians Tunin
lmATn:'g.r::gz n:p: 0 Mergan HIN, ca'sw

ORGAN SERVICE-J. E. Lee, Jr.

KNOXVILLE, TENNESSEE 37901
Box 2081

Tuning - Mointenance - Rebuilding
Consultants

ANDOVER ORGAN COMPANY, INC.

Box 36
Methuen, Mossachusetts 01844
modern mechanical action

Felix Schoenstein
& snns Pipe Organ Builders
SAN FRANCISCO, CALITF.
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HARPSICHORDS

FOR SALE — PIPE ORGANS

FOR SALE — PIPE ORGANS

FOR SALE — ELECTRONIC ORGANS

HARPSICHORDS, CLAYICHORDS, KITS AND
custom assemblies by MNew England crafismen.
Showroam in Bostan area. Agent for Zucker-
mann Harpsichords. Wilson Barry and Cao,, Inc.,
Dept. D, P.O, Box 152, Ballardvsle Station,
Andover, Mass, 01810.

I8th CENTURY FRENCH HARPSICHORD
in kit form. We olfer an suthentic reproduc-
tion of an antique French double manusl harp-
sichord for amateur consiruction. The instru-
ment has four registers and buff siop with
a range of FF.g'''. All parts are accuraiely
pre-cut and ready for assembly. The kit in-
cludes delailed drawings and instructions and
all necessary materials, For brochure write
Frank Hubbard, 185) Lymen Street, Waltham,
Massachuseils 02154,

HARPSICHORDS, CLAYICHORDS AND YIR-
ginals. Authentic classical designs, for home
construction by the amateur builder. Write for
free brochure. Zuckermann Harpsichords Inc.,
12 Grand Street, P.O. Box (21, Stonington,
Conn, 06370,

HARPSICHORD, VIRGINAL, CLAYICHORD,
Pianclorte kits. Full size patterns after I7th
and |8th century insiruments, from $320.00. Free
brochure on request, Heugel Kits, 2 bis, rue
Vivienne, Paris 2, France.

HARPSICHORD PATTERNS. PRECISION FULL
sized drawings of antique harpsichards, for
the builaer or organologist. Prices: $25 in
paper, other media 1o $140 in mylar. Send $i
for descriptive brochure. R. K. Lee, 353 School
St., Watertown, Massachuselts 02172,

FOR SALE — PIPE ORGANS

JEREMY COOPER, ORGAN BUILDER SPE-
cializes in one- and two-manual instruments.
Mechanical systems excusively. 65 High 5t,,
Concord, N.H. 03301,

IBTH CENTURY ORGAN IN HISTORIC
Pleasington Priority for sale (Mander suggests
Samuel Green), superb mahogany "'Gothick"
case, Offers over £3,000 as standing considered.,
Please contact P, Rose, 'Highfield' Pleasington,
Blackburn, Lancashire, England.

SEMI-PORTABLE POSITIVE. STOPPED FLUTE
8, Cone Flute 4', Principal 2', Mixture 3 ranks,
Price $5000, M. A, Loris, Tracker Organs, RFD
2, Barre, Vermont 05641, {B02) 474-8340.

TWO TRACKER ORGANS: ONE I[4-RANK,
one 9rank. Both in fine condition, Several used
Austin consoles. All in Al condilion. Immedi-
ately available. 2000 used pipes, ail 2' and up.
We can metch any of your needs. Send sam-
ples. Please contact Howard W, Gregson, Box
B4, Wenham, Mass. 01984,

RESTORED B8-RANK TRACKER ORGAN. 2
manuals, AGO pedal. Pipework and chests in
superb condition. Moving, Must sell, (502) 884.
0392 or (£02) 265.0791.

4-MANUAL CASAYANT ORGAN, OPUS 1441,
1940, &b stops, 73 ranks, good condition. Can
be played by appoiniment, Purchaser to re-
move at own expense. Make offer. Write Dr,
Richard Ennight, School of Music, Northwestern
University, Evanston, 11l 40201 or phone (312)
492.725 for further information.

SKINNER ORGAN, 2-MANUAL, 7 RANKS
unified and duplexed, completely releathered
and new magne!s, can be seen and played until
removal Merch |, 1974, Address inquiries to
Burness  Associates, 1907 Susgquehanna Rd.,
Abingtan, Penna. 19001, (215) 887-77s7.

SKINNER SELF PLAYING PIPE ORGAN AND
rolls, Installed in late 20's. 2M/9R with harp.
Magnificent instrument, Brady, 4509 Cranbrook,
Indisnapnlis, Ind. 44250,

3-MANUAL 27.-RANK MOLLER COMPLETE;
includes drawknob console, blower, generator,
chesls, reservoirs, pipes, swellshades, and fa-
cade pipes. Completely rebuilt by Maller, 1940,
Can be heard by appointment. Specis on re-
quest. Write. Hampton Baptist Church-Organ,
40 N. King, Hampton, YA 23647, or phone
(BOA) 723 0707,

MOLLER 5-RANK ORGAN, $1,000.00. MOLLER
9-rank organ $1,500.00. Wicks self-coniained 4-
rank organ reconditioned, $3,000.00. Send SASE
tn Cannarsa Orgens, Inc,, Rt. 22, Duncansville,
Pa. 16835.

1935 PNEUMATIC REUTER PIPE ORGAN IN
good condibion, 2 man. and pedals, 17 straight
ranks, IB comb. pistons, Grl. org. unenclosed.
Swell organ enclosed. Rev, Francis Eret, Pastor,
St. Mark's Church, Shakopee, Minnesota 53379,

KIMBALL-KILGEN IN GOOD CONDITION,
2 manual 22 ranks with Mass chimes. Best offer
over $1,995, Purchaser to remove probably win-
ter/spring 74. Can be scen and played, Con-
tact First Baptist Church, Otlawa, Kansas 56047,

PILCHER, 2-MANUAL, 14 RANKS, CIRCA
1895, with slider chests, E-P pull-down and sicp
actions and 1930 Reuter comsole. Reflecis good
care, Purchaser fo remove. King Wheeler, 1140
So. Dale Ct., Denver, Colo. 80219,

EASILY REMOVED —
Hall pipe organ, new console playing condi-
tion, reasonable price. S5t. John's Episcopal
Church, 166 Holden St., Worcester, Mass. 01408,

16-5TOP, |1&-RANK

NINE-RANK WURLITZER, REBUILT BY BAL-
com and Vaughn. Is in good playing coadition,
Presently located in north Seattle church. In-
quiries call {206) 783-1313.

WURLITZER THEATRE PIPE ORGAN. 3-MAN-
val 22 ranks, beautifully carved gold console
grand piano, 4-foot chinese gong, and many
exlra large scale percussions. Presently in per-
fect playing condition. Gold bench and How-
ard seat to melch. Console lift available. Easy
removal. Send $1.00 for specs and pholo, Ad-
dress B-2, THE DIAPASON,

KARN PIPE ORGAN, 2-MANUAL, 9 RANKS,
completely rebuilt with new console, chest ac-
tion, blower and bellows, Playable by appeint
ment, $8,500. Special discount for shipping and
installation to do-il-yoursell church group. John
Bright, 747 Algoma Aveaue, London, Ontario,
Canada. (519) 434.2358.

FOR SALE — ELECTRONIC ORGANS

RODGERS 32-8 ORGAN, AN EXCELLENT OR-
gan for your studio or church. Rich walnut
finish, it is at least as good as new. Used it
only for praclice in my studio, Three-manual,
full pedaiboard , two separate finished speaker
cabinets, totalling 16 speakers, Reluclanily of-
Tered at $10,000 {or nearest bid} due to illness,
Please phone (817) 235-1137,

3-MANUAL SAVILLE CUSTOM ORGAN,
magnificent paneled walnut 73 drawknob con-
sole, widih 78'', Reisner remote combination
achon, mint condition, 28 compact generator
racks. B ftransistor amplifiers, 63 speakers, 20-
ncle Deagan chimes, too large for new home
in Florida. available immed. 39884 Shoreline
Dr., Mt. Clemens, Mi, 48043, (313} 453-1077.

BALDWIN ORGAN MODEL 5 A, 2-MANUAL,
AGO pedal, light oak console, 3 chaanel amp-
lification. Chora-Tone Projection, excellent con-
dition. Phone Sid Pryor at (216) 434-1641 ext.
216 B-4 days, or 7b2-6474 evenings.

CUSTOM 8 ALLEN ORGAN, THREE-MAN.
val, walnut finish, uhlity tone cabinels. Un-
usual circumstances make available this little-
used instrumen! at very substantial savings.
Will prolessionally install in church, home or
schoal anywhere in U.S. and guarantee, Write:
Apt. 732, 175 E. Delaware, Chicago, Iil, 40831
or call; days (312} #49.1950.

.MANUAL ELECTRONIC PRACTICE ORGAN
comprising A.G.O. console connected ta 97-
note electronic unit flute rank. Expandable. In-
cludes dual amplifier and loudspeakers, $650
firm. Buyer to remove, W. S. Pike, 101 Lea-
brook Lane, Princeton, New Jersey 08540,

ELECTRONIC ORGAN KITS, KEYBOARDS
end many comp ts. Independent and di-
vider fone generators. All diode keying. 1. C.
circuitry. Build any type or size organ desired.
Supplement your Artisan organ, 35¢ for cata-
log. Devironix Organ Products, Dept. D, S672
Amepala Dr., San Jose, Calif. 95129,

MAAS-ROWE VIBRACHORD, 44-NOTE XV-
lophone-Vibraphone Harp  Orchestra  Bells  unit
with underkey contacts, keyboard, cables, am-
plifier and speaker. An $1,800 value, $550.
Robert Boker, 1252 Memory Lane, West Chester,
Penna. 19380.

HAMMOND MODEL H-112 AND MODEL
222 Leslie speaker. Excellent condifion. $2500.
D. Dennis, Box 2478, Newark, New York 14513,
{31s) 3304113,

FOR SALE — MISC,

E. M. SKINNER 3-MANUAL 25 RANKS $§7,000.
Moller 3-manual 20 ranks $2,500. Hook and
Hastings electro-pneumatic 3-manual 1B ranks
$3,500. New Klann 3.manual Kensington all.
electric console with remole key action relays
$2500. Spencer blowers: 3 HP 5" $150.00; 74
HP 6"-8° $75.00. W, J. Froehlich, 445 Grove
5t., Westfield, N.J, 07090, Evenings (201) 232-
357,

SKINMER CONSOLE — FOUR-MANUAL,
Available Feb. 974, Wrile Scoitish Rite, 825
Union Ave,, Memphis, TN 38103 for specifica-
tien and information.

MODERN, ALL-ELECTRIC STOPKEY CON-
sole with accessories and remote capture action;
3 manuals, P.O. Box 22128, Dallas, Texas 75222,

STOPKEY NAMEBOARD AND MUSIC RACK
with 24 Reisner electric stop actions and en-
graved keys, $30. Actions only, $25. & move.
ment Kimball Swell motor, $25. Crating $10
extra. Phil Garlhe, B&6 E. Bih St., Mesa, AZ
85203,

AUSTIN 2/12 SINGLE CHAMBER, UMNIVER.
sal chest, Playing in home. You move, only
$3,750. Arlisan ‘chapel® model, 70 slops, 2
manuals, presets, solid stale demo. Y; price
$5,750. Consoles: large selection of church and
fheatre type. Two fo four manuals, new or
used. Pipes: flues and reeds, 3-6" pres. Write
for current list. Newport Organs, B46 Produc-
tion Place, Newport Beach, CA 92660, (714)
&45-1530, Mr. Eby,

NEW ORGAN PIPES, EXCELLENT WORK-
manship and expertly voiced. Formerly super-
visor of Aeolian-Skinner pipeshop. Hans Rother,
German Organ Pipecraft, 34 Standard Str.,
Mattapan, Mass. 02125,

' FAGOTTA, 6 PIPES, DURST, 5 WP, 24"
scale. $150 or best offer. WZES, P.O, Box 1024,
Charlotte, NC 28209.

WURLITZER RELAY-SWITCHSTACK, FOR 2M-
&R and player 32 stopswitches. 1931 model, like
new condilion; $450. Shipping and crating exira,
Phone (218} B71.5748 evenings.

KINETIC BLOWER, 7'; HP SINGLE PHASE,
800 cu i per min at 10 ins. Make olfer. Brady,
4809 Cranbrook, indianapolis, Ind. 46250,

CHESTER A. RAYMOND, INC.
PIPE ORGAN BUILDERS

Rebuilding, Maintenance and Additions

P.O. Box 55 Princeton, N.J. 08540
Phone: 609-924-0935

McMANIS ORGANS

Incorporated

10th & Garfield
KANSAS CITY, KANSAS
66104

DELAWARE

252 FILLMORE AVE.

ORGAN COMPANY,

a progressive company with traditional ideals
designing and building custom pipe organs

INC.

TONAWANDA, N. Y.

Builders of Fine Tracker and
Electro-Pneumatic Pipe Organs

Inquiries are Cordially Invited

W. Zimmer & Sons

INCORPORATED

Mailing Addresa: P. O. Box 11024 « Charlolte, N. C. 28209
NATIONS FORD ROAD * CHARLOTTE, N. C.

Al
AlA

Box 143

ALL ELECTRIC CHESTS
ELECTRO PNEUMATIC PEDAL CHESTS

AIKIN ASSOCIATES .

Brooklyn, Po. 18813

“Quality with
Economy®”

717-289-4132

WANT A PRACTICE ORGAN?
Build your own — vse a PEMBROKE do-it-yourself ORGAN KIT
Full instructions — Reasonably priced

THE ORGAN LOFT
GOSSVILLE, NEW HAMPSHIRE 03239
If it doesn’t have pipes — it is not an organ

CREATIVE ORGAN BUILDING FOR ARTISTIC MUSICAL RESULTS

Greenwood Organ Company

CHARLOTTE, NORTH CAROLINA 28205
“THREE GENERATIONS OF ORGAN BUILDING*

286 Summer Street

ORGAN LEATHERS

WHITE, SON COMPANY

Boston, Massachusetts 02210
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Lilian Murtagh
Concert Management

Box 272 Canaan, Connecticut 06018 203-824-7877

European Artists

Available
Season 1974-75

ANTON HEILLER
|' Sept. 15-Nov. 15, 1974

GUY BOVET
Oct. 1974

GILLIAN WEIR
Feb. 15-Mar. 15, 1975

HEINZ WUNDERLICH
March 1975

JEAN LANGLAIS
April-May 1975

MICHAEL RADULESCU
April 1975

Combinations

Organ and Assisting Artist

: GERRE & JUDY HANCOCK
DONALD McDONALD | Organ Duo

WILMA JENSEN &
K. DEAN WALKER
Organ & Percussion

MARILYN MASON &
PAUL DOKTOR
Organ & Viola

FREDERICK SWANN
AND
JOHN STUART ANDERSON
Organ & Actor

JOHN & MARIANNE WEAVER
Organ & Flute

E:i
GERRE HANCOCK JAMES MOESER WILLIAM WHITEHEAD




