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Through my teaching at the Hochschule fiir Musik
in Vienna, I have been able to observe in recent years
how young harpsichordists and organists apply them-
selves with particular interest to certain interpretative
details. Perhaps the most difficult task that now falls to
my lot is to explain to students that this often leads to
exaggeration and consequently to mannered interpre-
tations that cannot be justified on historical grounds.

This mainly involves questions of articulation,
phrasing, rhyt{m, choice of instrument, tuning and,
sad to say, a neglect of technique and bonne grace. At
the moment, non legato is the great fashion. If I ask
“Why do you play that way,” I always seem to hear in
reply the following quotation from C. P. E. Bach: “The
notes which are neither staccato nor part of a slurred

roup of short notes nor tenuto are held for half their
ength.”! If 1 ask for a citation from C. P. E. Bach
telling us about legato, as a rule I get no answer at all.
A query about other authorities who write about legato
playing almost invariably also remains unanswereﬁ‘

For this reason, let us begin by recalling a number of
treatises and tutors of the 17th and 18th centuries that
bear on legato playing.

Girolamo Diruta feclares that the keys are to be
pressed down, not struck.2 Pressing down the keys con-
nects the notes, while striking separates them, as one
can see quite clearly from the following example of a
singer who takes a breath after every note:
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That is the way many organists played, losing half the
value of the notes by lifting their hands and striking
the keys. “Il Transilvano™ answers that he had often
heard this effect but thought the organ blower had let
the wind out.3

Antegnati combines his remarks on registration with
instructions about articulation. He writes that one must
play the Piffaro stop like the tremulant, with only the
Principal, with minimal motion (of the hands) and
legato.? Again with regard to the Piffaro, one must
play slowly with very little movement and as legato as
possible.5

Frescobaldi: “The canti firmi are to be played lega-
to.”®

Mersenne: “One can endow the épinette with no

reater perfection than to allow its tones to sustain, like
those of the viols or the organ.””

Raison, like Antegnati, associates certain organ reg-
isters with particular tempi and types of articulation:

“The grand plein jeu is to be played very slowly.
The chords must be connected to each other very weﬂ.
No fingers is to be raised unless the other is lowered at
the same time.” (Even only two parts sounding simu-
ltanously were termed a “chord” at that time.)

“The petit plein jeu is played lightly and quite lega-
to. ..
“The cornet is played quickly, quite lively and very
legato . . .”

: “The tierce en taille is played vigorously and very
egato . .

“The voix humaine is played gently and very lega-
to... '8

At another point Raison observes: “I have even indi-
cated the fingering to be used in order to play (the
ornaments) very legato.”®

Saint-Lambert: “On the organ . . . one plays very
legato . . . it has no need of all the devices that are
used on the harpsichord to compensate for the dryness
of the instrument.” 10
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Francois Couperin: “In everything one plays on the
harpsichord one must maintain a perfect legato.”!!

Rameau: “When one feels that the hand has been
trained, reduce the height of the seat little by little,
until the elbows are placed slightly below the level of
the keyboard; this forces the hand to cling fast to the
keyboard, and this lends the touch all the legato that
can be put into it.”’12

Quantz writes about the deficiencies of the harpsi-
chord “that the sounds do not connect with each oth-
er’ and through touch one must try “to avoid (this
fault) as far as possible.”13

C. P. E. Bach writes about the fingering of scales,
that the alternation of the fingers must “be so used that
thereby all the notes are well connected with each
other.” 14

In the second chapter, “Concerning Ornaments,” he
writes that “the ultimate purpose of all ornaments
must in the main be directed to linking the notes
together.” Therefore, one must not cut off the last note
of an ornament “until the next one comes.”!5

In the third chapter, “On Interpretation,” we read:
“the tenderness of an adagio” is mainly “represented
by tenuto and legato notes . . . even when these are
not expressly so indicated in the pieces . . . 716

“General?;l speaking, legato groups occur mainly
among (conjunct) series of notes, and in slow or moder-
ate tempos. 17

Marpurg explains silent changes of a finger on a key,
and observes: “This change of fingers serves . . . to
make the playing more tﬁ)wing and (to ensure that)
not a single note will be broken off sharply, but will
rather be connected with the next one as closely as
possible.””18

In Pasquali we read: “The whole intent and purpose
of the preceding rules is to enable us to keep the fin-
gers pressing on the keys during the entire duration of
the notes. ™9

“Throughout this essay it was our intent and pur-
ose to show that, when the vibration of a string ceases,
gefore the vibration of another one begins, not only
does this cause an unsatisfactory tone to come from the
instrument in some of the notes of a running passage,
but the music will also not be played as it is written.”
20

“Legato is the touch which this essay seeks to teach,
since this is the most important toucﬂ for almost all
passages, and the one in which the vibration of the
strings is most complete for each note.”2!

One would think that these statements were unam-
biguous. The advocates of non legato have a whole
series of arguments in readiness, that are supposed to
show that in baroque times a legato was neitlrzner possi-
ble nor desired.

First of all they rely on the quotation from C. P. E.
Bach as interpreted by Rothschild,?2 and furthermore
on “early fingering.” The Applicatio (BWV 994)2
must serve to conl%rm that for J. S. Bach, too, non
legato is the only correct form of touch.

The first point, the sentence from C. P. E. Bach
quoted earlier, only proves to what dangerous conclu-
sions it can lead, when a quotation from a treatise is
presented torn out of its context.

The controversial quotation read in full: “The notes
which are neither staccato nor part of a slurred group
of short notes nor tenuto are held for half their length;
unless the abbreviation Ten. (sustained) is placed over
them, in which case they must be held for their full
value. These sorts of notes are usually eighth notes and
quarter notes in moderate and slow tempos, and must
not be played feebly, but with a certain fire and a very
easy touch.”’24

To understand this sentence, one has to know the
methodology of the Versuch. This is most easily
graped from the second chapter, “Concerning Orna-
ments.” Each ornament is explained with respect to its
symbol, its execution, and its use. This means, as Bach
always concludes by explaining, how the particular
ornament can be applied, even when it is not indicated
by a symbol.

In the chapter “On Interpretation,” he proceeds
exactly on the same basis. In sections 17-22, he
descriﬁes the various types of touch and their symbols,
and explains which variety of touch should be selected
in each instance, when no markings have been placed
over the notes.

How can one conclude from this, that all notes over
which there is no slur are to be played detached? Do
we only play a trill where it is indicated by a symbol?
On the contrary, by means of the Versuch and the
Probestiicke that go with it, we ought to have learned
how the various types of touch are used, even when
they are not, as in the Probestiicke, prescribed by
numerous indications.

The paragraph of Bach quoted above was unfortu-
nately repeated by Tiirk in shortened and accordingly
misleading form.25 Rothschild presents the Bach quo-
tation in full,26 and he also quotes section 40 of the
sixth chapter of Tiirk’s Clavierschule that deals with
playing notes to be performed in the ordinary way,
that is, neither staccato nor slurred.?’ It is this para-
graph, however, which contains the abbreviated quo-
tation from C. P. E. Bach and absolutely compels a
misinterpretation if one reads no further in Tiirk and
does not learn in sections 44-47, similarly to the meth-
odology of Bach, how these various forms of touch are
to be applied.28 But sections 44-47 are missing in Roth-
schild, tﬁus opening the way to serious error.

In order to buttress his opinion “that during the
entire 18th century, one played non legato, unless a
different mode of performance was expressly de-

(Continued, page 6)



In This Issue

It is a pleasure this month to be able to present two essays on performance
practice, each by a distinguished performer/scholar. The article by Isolde Ahl-
grimm, in Howard Schott’s fine translation, originated several years ago, while that
of Peter Williams was written during his current US stay. Both are ostensibly
concerned with the proper performance of baroque music, but each carries the
larger message which applies to music of all periods, namely that scholarship must
not be falsely applied and that musical considerations are the primary ones. Differ-
ently stated, most music was intended to appeal to our sense of hearing, but we
cannot always agree on the mode of that appeal. Since we tend to revere both
history and authority, it is important to realize that neither our age nor the baroque
(nor any other, for that matter) has had a monopoly on either scholars or pedants,
good performers or bad ones, exquisite or terrible instruments. Each time has its
ol:vn share of opposites and we have constantly to try to distinguish between
them.

Although some material I have prepared will appear in the future, this is the last
complete issue for which I will be the editor. The sense of regret at having to leave
The Diapason, now in its 73rd continuous year of service to the organ world, is
tempered by enthusiam for my new work at The American Organist, whose staff in
New York City I will join in May.

A chronicle of the joys and sorrows of producing six years” worth of issues, much
of which took place on trains, planes, and freeways, would fill several numbers
itself. While it would probably make some interesting reading, it is sufficient now to
say simply that I am deeply appreciative of all the help I have received from others
and for all the support I have received from subscribers and advertisers. Without
such aid, especially the work of the contributing editors and authors, I could have
done nothing. I am reasonably certain that everything which has appeared in those
69 issues has not been of equal interest to all, but I can honestly apologize only for
the material which was not published—there was much more of merit than one
could process. I regret that not all correspondence could be answered.

Popular opinion notwithstanding, I believe that The Diapason and The Ameri-
can Organist are not competitors. Each has its own audience, and there is more than
enough good material awaiting publication to fill both; when subject matter does
overlap, two different viewpoints can be valuable. As long as the respective owners
provide the operational necessities, both can succeed, but each will continue to need
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your interest and support.

I look forward to my continued work in the organ world, albeit from a new

desk.

—Arthur Lawrence

Summer Workshops

University of Minnesota, Duluth:
Workshop for Church Musicians
Organ technique, hymn and service
playing, repertory, choral rehearsal and
conducting, anthem reading, children’s
choirs.

Ronald Gauger, Cleo Kuelbs

June 21-22, Mora, MN

July 22-23, Detroit Lakes, MN

July 29-30, Marshall, MN

Write: UMD Continuing Education &
Extension, 403 Administration Building,
Duluth, MN 55812. (218) 726-8208

Lutheran Conferences for Worship &
Music

June 21-25, Wesleyan University, Mid-
dletown, CT

July 12-16, Luther College, Decorah,
IA; Bethany College, Lindsborg, KS
July 19-23, Concordia College, Moor-
head, MN; Gettysburg College, Gettys-
burg, PA; Pacific Lutheran University,
Tacoma, WA

July 26-30, Valparaiso University, Val-
paraiso, IN; Occidental College, Los An-
geles, CA; Texas Lutheran College, Se-
guin, TX; Newberry College, Newber-
ry, SC

Write: 1982 Lutheran Conferences for
Worship & Music, 422 South Fifth St.,
Minneapolis, MN 55415. (615) 330-
3100

Summer Institute with Harald Vogel
German music for organ, harpsichord,
and clavichord; style, registration, aes-
thetics, and improvisation.

July 6, Christ Church Episcopal, Taco-
ma, WA (Brombaugh organ)

July 7, United Methodist Church, Shel-
ton, WA (Fritts & Richards organ)

July 8, Pacific Lutheran University,
Tacoma (clavichord by Jack Peters;
harpsichord by Keith Hill)

July 9, First Lutheran Church of West
Seattle (Noack organ); St. Mark’s Cathe-
dral, Episcopal, Seattle (Flentrop or-
gan)

July 10, private lessons (by arrange-
ment)

Write: Registrar, Pacific Lutheran Uni-
versity, Tacoma, WA 98447

2

The University of Michigan: Academy
of Early Music

Workshop in Cantatas and Instrumental
Works of J.S. Bach. Masterclasses, en-
sembles, coaching, baroque string and
reed techniques, fectures, recitals

July 11-25, UM, Ann Arbor, MI

Harry Geraerts, Michael Lynn, Grant
Moore, Edward Parmentier, Sarah
Sumner, Enid Sutherland

Write: Academy of Early Music, Moore
Building, School of Music, The Univer-
sity of Michigan, Ann Arbor, MI 48109.
(313) 662-9539

Italian Organs & Organ Music

Study of instruments and repertory;
performances throughout central Italy.
Giardano Giustarini

]ulf/ 16-August 20, Cathedral of Siena,
Ita

Wri);e: Raymond H. Ocock, Westmin-
ster College, New Wilmington, PA
16142.

Colorado State University, Ft. Collins,
CO: Seminar in Conducting

Lecture demonstrations in all phases of
conducting, both instrumental and cho-
ral.

July 19-23, CSU, Ft. Collins, CO

Bruce Hangen, Vaclav Nelhybel, James
McCray, H. Royce Saltzman, Kirby
Shaw

Write: Seminar in Conducting, Music
Department, Colorado State University,
Ft. Collins, CO 80523.

Workshop In Harpsichord Perfor-
mance

A performance workshop on Bach’s
Well-Tempered Clavier, Books I and 11,
designed for intermediate and ad-
vanced harpsichords; masterclasses, lec-
tures, concerts, private lessons.

Edward Parmentier

July 26-31, UM, Ann Arbor, MI

Write: Workshop in Harpsichord Per-
formance, School of Music, The Univer-
sity of Michigan, Ann Arbor, MI 48109.
(313) 662-9539
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Here & There

The New York premiere of Four
Fancies for Harpsichord by William
Albright was played at Carnegie Recital
Hall on January 15 by Douglas Reed,
member of the music faculty at the Uni-
versity of Evansville.

A tape cassette of music by Bohm, J.S.
Bach, and C.P.E. Bach played by Eilif
Zachariassen on an Adlam Burnett
clavichord has been released by Syrinx.
It is available for Dkr 75,00 (about
$10.25) from Edition Syrinx, Roligheds-
vej 6, DK-3400 Hillerod, Denmark. The
clavichord was built in 1976 as a copy of
a J.A. Hass clavichord of 1763.

The new Klais organ at the Elizabeth
University, Hiroshima, Japan, was dedi-
cated in a recital by Karel Paukert in
January. Paukert, curator of the Cleve-
land Museum of Art, also recorded for
the NHK corporation in Tokyo and
played in the Takarazuka Hall, Osaka.
He performed at the Royal Festival
Hall, London, on March 10, and in Gur-
zenich Hall, Cologne, on March 16.

In a series of five March recitals, Beth
Zucchino performed the 18 Leipzig
chorale settings of Bach, and the Eleven
Chorale Preludes, Op.122 of Brahms at
Westwood United Methodist Church,

Los Angeles, CA. She is a native of
upstate New York, having received her
undergraduate training at Syracuse
University studying with Will Headlee,
and her graduate study at SUNY-Bingh-
amton, studying with Paul Jordan.

Martin Haselbock was the organ
soloist for the 20th-century premiere of
Haydn’s Concerto for Organ and Or-
chestra in D Major. The 25-minute con-
certo was discovered by H.C. Robbins
Landon in the Austrian monastery of
Seitenstetten. The premiere took place
on Haydn’s 250th birthday, March 28 in
the Wiener Musikverein-Hall with the
Ensemble Divertimento, playing period
instruments. A new digital recording of
all five Haydn organ concertos and the
Double Concerto in F Major on Haydn’s
organ in Eisenstadt Cathedral will be
released in October, 1982.

The West Coast premiere of Magni-
ficat by Robert Twynham was given at
St. Mark’s Cathedral, Seattle, WA on
March 19. The work is a setting of the
canticle with poetry and meditations
written by Eileen Twynham. Robert
Twynham is director of music at the
Cathedral of Mary our Queen, Balti-
more, MD.
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Need Organists pay Attention to

Theorists of Rhetoric?
by Peter Williams

Physicists today know that their chief
duty—the end-result of their skill, care,
imagination and experience—is to ask
the right question. At each stage of
knowledge, an “‘answer’ already
reached appears only as a further stage
in the pursuit of truth, serving only
towards a better understanding of the
question being asked.

Now I do not see that the problems of
playing old music which we admire and
wisi; to understand are any different in
these respects, except that we are less
likely to be able to understand the world
of J. S. Bach than we are to understand
electromagnetism. It is a frequent expe-
rience for many of us engaged in trying
to ask the rigﬁt questions about J. S.
Bach or Monteverdi or Byrd or Josquin
or Machaut or Gregorian melodies that
our fields are as full of the weeds of
quick conjecture and easy answers as
they are empty of the flowers of
modesty and inquiry. Music is a con-
sumer commodity allowing too many
practitioners to dispense easy answers
and ready-made truths. Naturally, these
change from time to time. One year, all
the promising students one meets are
playing without thumbs; the next, they
are delving deeper and deeper into tem-
peraments; the next, into inégalité; and
so on. Somebody has visited a summer
school and told the students that such-
and-such was practiced at such-and-
such a period; or they (with the very
best of intentions) have visited a foreign
country and learned that one must think
so-and-so. Of course, in a half-truth,
half of the contents are true. The ques-
tion is, which half and how can one rec-
ognize it?

A further result of music’s being a
consumer commodity is that talk of
“truth” remains the domain of a few
specialists. The practical organist can
feel out of it. What, he might ask, have
the finer points of interpretation got to
do with the Sunday requirements, with
the pieces he will have to play on organs
no more musical than carillons, with the
pro%rams he prepares for professional
qualifications, with a profession itself
that has very little in common with that
of the composers concerned? If any-
thing, however, these practical issues
only strengthen the case against easy
answers, for in poor circumstances one
would do as well to stick to the ideas of
yesteryear and try to achieve musical
results from playing well in the old elec-
tro-pneumatic way. How often some
“correct” detail picked up at a summer
school or convention has wrecked a
promising player’s actual achievement!

*x K %

One recent fashion influencing the
organist’s and harpsichordist’s circles on
the American scene, as well as the musi-
cological circles still so affected by Ger-
man preoccupations, is rhetoric. Rheto-
ric is a name for the traditional literate
art of speech-making as understood in
certain Mediterranean cultures and cir-
culating as a series of “rules” formu-
lated by certain writers from at least
first-century Rome onwards. As a sub-
ject, it has many aspects, particularly in
those countries or periods when free,
imaginative literature was feeble or ab-
sent (such as 17th-century Germany); as
a subject, it barely emerges, except as
one of many arcane didacticisms, in the
societies of Dante, Shakespeare, Cer-
vantes, Moliére, Wordsworth, Joyce,
etc. Any of these (except perhaps the
last) would have been astonished to find
that so-and-so’s rules of rhetoric were
“followed” in their work, not because
they were anti-learning but because
rules of rhetoric are not really rules of
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anything but merely “observations on
what is effective” in the work of the real
creators. In other words, if Romeo &
Juliet seems to follow a classical rhetori-
cal plan—with exposition, develop-
ment, denouement, peripeteia, climax,
etc.—it actually does no such thing;
rather, the classical rhetorical plan
merely voices the steps or stages or
methods of an effective play. “Exposi-
tion” and “denouement” are themselves
basic human ways of doing something
effectively, that is to say, in such a wa
as to convey efficiently the playwright’s
conceptions.

To confuse this process—to get it the
wrong way round—is characteristic of
certain pedantic minds of all periods,
particularly in those periods or countries
which make the basic confusion be-
tween culture and art, regarding the
two as synonymous. I am thinking here
in particular of German writers, theo-
rists, poets, playwrights, etc., who have
traditionally made and continue to
make that basic confusion. They believe
a work of art can be about ideas. It is as
if one saw Shakespeare’s Richard III to
be a play about usurpation. It is not; it is
about Richard III and a good deal else.
As a study of a usurper, it teaches us
much about usurpation, but that is not
the raison d'étre.

The organist following my argument
so far might wonder what this has to do
with playing the music of J. S. Bach, and
if he senses a criticism in the previous
paragraph about “German thought,” he
could well think I am criticizing the
composer. But that is not the case.
Minds as big as his do encompass many
strata of thought, and the pursuit of an
idea is certainly one of his activities. But
the problem is rather with certain musi-
cians today who hit on an idea (like
rhetoric) and give the guillible the im-
pression they have really said something
relevant when they outline its rules. The
player is made to believe he has pro-
gressed and found an answer, a key
without which he was missing the point,
when he has analyzed the “rhetorical
framework™ of the G-minor Fantasia,
for example. But has he?

When a modern theorist, drawing on
the writings of earlier theorists, lays out
a plan for the Fantasia as follows:

1-9= Propositio=Hauptwerk=main ma-
terial
9-14= Confutatio= Positiv=opposing
statement
14-25= Confirmatio=Hauptwerk= par-
tial return to main material
25-31 = Confutatio= Positiv=as before
81-49= Confirmatio=Hauptwerk="{ur-
ther development

= Peroratio=return to tonic (m. 40)

what is it he has done, other than justify
the manual changes which in any case
are plausible if conjectural? He is labell-
ing the sections according to the section-
al labels coined (as terms) by those writ-
ers who provided a kind of textbook for
Erofessions whose maestri would need

elp in learning how to plan a speech;
for example, priests planning sermons,
advocates planning pﬁ)eas, orators of all
kinds planning appeals of all kinds. In
cultures in which there were no won-
derful models of oratory to study com-
parable to, say, the essays of Montaigne
or the sermons of Donne—as was the
case in 17th-and 18th-century Germa-
ny, now so curiously dominating mu-
sical studies in the USA—such guides
must have remained useful. But what
has that to do with composers? Is the
G-minor Fantasia actually modelled on
a speech? Did the composer need to
consult a work of rhetoric in order to

cast his movement in this simple form?
Are the terms anything more than anal-
ogies to what might go on in a church
sermon or legal plea? For one thing, as
far as I know, nobody ever suggested
that sermons or pleas had to take such a
form; that would clearly be nonsense.
Do such labels actually make the read-
er/player today aware of things he
would not otherwise have been aware
of? If that is the case, I really think
something is wrong with his musical
common sense. Or is it that the labels
merely trigger off in him a faint spark
of interest in the general fact that natu-
rally there are parallels between any
attempts by human beings—in words,
in sounds, in structures, in paintings—to
convey their thoughts to others?

One can readily admit that there
might indeed be some truth in the last:
parallels are interesting, though I per-
sonally would rather agree with Niko-
laus Pevsner when he defined “the
interesting” as “that to which you give
passing attention but never become in-
volved in.” The musician must use his
ears above his eyes and learn to make
his responses irrespective of books. Lit-
eracy can be a very damaging thing (see
what better paintings small children do
before they learn to read) and can lead
one to emphasize quite wrongly and
even ridiculously, especially when one is
subject to a few truths superficially
picked up from a European expert at a
summer school. The Hamburg theorist
Mattheson, the darling of modern desk-
bound musicologists but in truth a mere
looker-in on the mysteries of good com-
position, betrays the inherent foolishness
of basing one’s ideas on words, writings,
theories, rules of rhetoric or whatever,
in his remarks on dialogues. The Ger-
man sacred dialogue of the 17th centu-
ry, though naive and underdeveloped in
comparison with the Italian and others,
produced some happy results and Mat-
theson was right to draw attention to the
natural drama of word-setting in such
music. But he goes on

That also the organ with several manuals
can in a certain manner imitate such dis-
courses is a very pretty observation in
Walther’s Lexicon. Such a notion gives us
a new proof that rhetoric is also at home
with instruments [i.e., non-vocal music]
and can be made very intelligible. (Capell-
meister 1739, p. 220)

Now it is inconceivable to me why, after
three centuries or so of organs bein,
made with two or even three manuals
(and after two centuries of fine exam-
ples in the late-developing city of Mat-
theson’s own residence) it required a
dictionary to tell him or other musicians
that those manuals can be used in appo-
sition to each other or, as we might figu-
ratively say, “used to rhetorical effect.”
It is to me incomprehensible how one
author can find in another a “proof”
(Beweis) that using two manuals can
produce rhetorical effect. This is litera-
cy gone mad, and people of today who
take similar lines are open to the same
criticism. If by “intelligible” Mattheson
means that instruments can convey a
particular text—actual words or allu-
sions—then either he is seduced by his
own pedantry or the “rhetoric” he has
in mind is synonymous with merely pro-
grammatic or pictorial music.

But this last is only too likely, for
when in the Ehrenpforte (1740, pp. 283
ff.) he praises the Stralsund organist
Raupach for his

rhetorical-musical way of writing, even to
combining in some degree the art of poet-
ry with music

what he is referring to is not a sophisti-
cated, subtle rhetoric of the kind that
the labels for the G-minor Fantasia

above seem to imply. On the contrary,
what he refers to is nothing more nor
less than pictorialism. Raupach improvi-
sed chorale-preludes or partitas on well-
known hymns, supplying the congrega-
tion with a copy of the words which he
then proceedeg to mirror in his play-
ing—sad music for sad words, exuber-
ant for exuberant, and so on. This is not
what rhetoric should mean. Moreover,
such music was directly associated with
words—that is to say, without the words
before their eyes (riterac again!), the
congregation would have had no way of
knowing what was being implied, ex-
cept in ﬁle most general terms (sad, hap-
py, etc.). This is irrelevant to any real
meaning of “rhetoric.”

It is the same with Mattheson’s de-
scription of key characteristics, another
area in which the student and teacher of
today are easily misled. Mattheson’s key
characteristics describe, if they do any-
thing with any validity, keys that have
been used by composers he knows of to
create effects in arias and other music
with words; this is so despite any impli-
cation that they have wider relevance.
Thus a melancholy aria could well be in
F minor. So it could, but why should
anybody then or now need to read Mat-
theson to learn what would immediately
have been obvious to anybody with ears,
particularly keyboard players of une-
qual temperaments? As far as today’s
student is concerned—and we are all
students in this sense—it is far better to
look in the cantatas of Handel or A.
Scarlatti to discover it for oneself. It is
possible now to get to know far more
pieces of ¢a.1700 in F minor than Mat-
theson himself knew. In any case, what
have aria keys to do with, say, J. S.
Bach’s organ preludes? Keller quoted
that remark on F minor in connection
with the great F-minor Praeludium,
BWYV 534; but how can that be anything
but misleading when (1) Mattheson nev-
er heard anything like BWV 534 in his
life, (2) it has no text allusions, (3) the
composer was capable of imaginative
strokes—including the choice of tonali-
ties—beyond Mattheson’s ability to
grasp, and (4) nobody knows that F
minor was its original key?

* Kk K

The study of “rhetoric” is itself only
part of an approach to Affektenlehre:
another German label (unknown to
most other European cultures) for what
is a self-evident musical phenomenon,
namely that music achieves certain ef-
fects and can most appropriately do that
with certain details in tﬁe composition
concerned. To stir your listener to a
reaction is an aim of music—a physical
reaction, even, when music’s undoubted
emotional impact can relate to specific
social conventions of its period (tears in
an Italian opera house of the 19th centu-
ry, defiant courage on a Napoleonic bat-
tlefield, calm in a 20th-century jet cabin
on takeoff, etc.). Music’s impact is so
obvious as to require no great claims to
be made for any such approach, but
during what is called the baroque peri-
od Germany was so backward in so
many respects that what theorists said
about the phenomenon (attested by an-
cient references in the Book of Kings
and Plato, respectively) has got out of
proportion for us today. Either the
‘doctrine of Affects” is so general a
notion as to be relevant to all music of
all periods, or so specific (in its claims
that it was indeed a particular doctrine)
as to mislead players looking for “clues”
to old music. For example, it is often
said in campus discussions that “the

(Continued over-leaf)



Theorists of Rhetoric
(continued from p. 3)
baroque required only one Affekt from
a piece of music”; therefore, it is rea-
soned, one should not change manuals
in a fugue or big ritornello prelude.
Now that may be so because of other
factors, but the reasoning here is so defi-
cient that it is hard to know where to
begin. For one thing, Affekt is only a
German equivalent (one can not even
speak of “translation”) of the Italian
term affetto: that end-result of music
and other arts referred to in particular
by musicians and literati around Mon-
teverdi. The more readily to achieve a
certain affetto in the heart or mind of
the listener, a madrigal composer would
employ a certain pattern of notes (figu-
ra); for example, were the text to refer
to, quote or hint at “sighs” (sospiri), the
composer might use the following fig-
ure: (Example 1) The rest (a breath or
respire?) and the little pattern of notes
suit such a text, especially is sung by a
singer able to convey feeling. Yet the

very German theorists who refer to such
devices—which they learned by obser-
vation of Italian music (Monteverdi)
and its imitators in their own countr
(Schiitz) and which they dignified witﬁ
the label figura suspirans—must have
known enough music to understand that
the same pattern of notes could be used
to quite different affetto. J. G. Walther,
a good theorist and reasonably adept
composer, colleague of J. S. Bach in
Weimar, used that figura for more than
one kind of chorale, and by the time the
dross was refined, cast, annealed and
polished by J. S. Bach, the same figura
could create a countersubject for a res-
urrection chorale the very opposite of
“sighing”: (Example 2)

The importance of Figurenlehre, as it
has recently become called, is that it
teaches how good composers work from
common-property motifs to create un-
imaginable pieces. This is far more to
the point for the Bach-organist than the
theoretical aspects, which can lead to
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the vocal works of Schiitz or Buxtehude

" certain connections between particular

words and particular themes (or frag-
ments of themes). Even were a non-
vocal piece of music to be dominated
for its whole length by one or two single
motifs—as, say, the opening movement
of the Third Brandenburg is—it could
not mean that it had only one Affekt. A
chorale-prelude might or might not,
depending on length, multiplicity of
meanings in the text, etc; but a concerto
movement is something different—mu-
sic whose ritornello shape was gradually
achieved by the great composers of a
nation well-known for its energy, sense
of light and dark, sense of drama, sense
of contrast and genetic abhorrence of
monotony: Italy.

It ought to be welcomed by musicians
that when one speaks of Figurenlehre in
connection with J. S. Bach's organ mu-
sic, it is really not the old, barely under-
stood, provincial and narrow notion of
composing-by-figurae that they need to
consider—the unsystematic and never
fully thought-out sketch for composing
provided by the theorists—but the in-
ventive application of abstract musical
patterns by a great composer. What J. S.
Bach does with the motifs deserves
more attention than what a’'minor theo-
rist understood by them. Of course, one
can assume that when he uses the old
16th-century chromatic 4th (Example
3) in the counterpoint of the Orgelbiich-
lein chorale “Das alte Jahr,” BWV 614,
he is making some allusion to its time-
honored associations. Wonderful use of
that figure was already made by the
Italian and English madrigal composers
a century and a half before the Orgel-
biichlein, and no German theorist’s
over-easy labelling of it “the passus
duriusculus” (“a somewhat harsh pas-
sage,” in imitation of rhetoricians’ ter-
minology) conveys either the enormous
range of expressiveness it had in the
music of Byrd, Bull, Dowland and Pur-
cell (to name only English composers) or
its versatility in the hands of J. S. Bach.
What have the verbal associations of the
chromatic 4th—even if its traditional
key of D minor or tonus primus is
kept—got to do with the final bars of
the 3-part Invention in D minor or the
final bars of the D-minor Fugue, WTC
1I? Nothing.

* K %

The problem is, I think, not that rhet-
oric, Affektenlehre and theoretical Fig-
urenlehre are of no importance, but that
their whole status and even meaning are
far too dimly perceived by certain theo-
rists of today. Figurenlehre for me

means the study of how composers used
common-property motifs, with the end
in view not of finding some sudden
“clue” to the mysteries of old music but
of understanding practical problems of
performance. For example, only when
in the Passacaglia you realize what
would have been an obvious truth to a
German composer of ca.1710—namely
that every one of the earlier variations is
based on a motif that begins off the
beat, not on it (Example 4)—do you see
why the copyists sudd%nly add a slur—a
true rarity—for the first variation whose
motif does begin on the beat (Example
5). That little slur tells us volumes about
the nature of German figuration, how
composers worked and how one might
approach the playing of their music. In
other words, awareness of the figurae
begins to suggest how you might articu-
late and hence work out “good” tempo,
registration, etc. It might even begin to
suggest to you why slurs, dots and other
articulation signs are so scarce in J. S.
Bach’s music, especially the earlier key-
board music.

But for this, the theorists are no help,
and you have to trust your own grasp.
No single theorist before the 1750s that I
know of seems even aware that what is
interesting about the figura corta, for
example (Example 6) is not its label or
its verbal Affekt (Schweitzer too
thought it had one) but whether or not it
is phrased on or off the beat, not to men-
tion the question of where the stron
beat is. These are details of interest to aﬁ
but pedants. For the player today, the
music itself holds all the clues and keys
to locked doors, and a theorist is no
more than an imperfect observer, at
most alerting the player to the issues. It
is the player’s own power of observation
and reasoning that must be sharpened,
and poor Mattheson and the others—
and the purveyors of easy truths to-
day—barely repay the time invested in
them. In my experience, people who
know what the theorists say rather than
what the composers do are making
another classic confusion, this time be-
tween scholarship and pedantry. It is a
confusion which so many students are
encouraged to make, whereas most of
what one needs to know is there in the
notes as composed by the composer—if
only we could steer that course between
empty conjecture on one hand (the old
school) and seductive pedantry on the
other (the new).

Peter Williams is at present Senior Fellow of
the Society of Humanities at Cornell Univer-
sity, on sabbatical leave from the University
of Edinburgh in order to complete Vol. III of
his book The Organ Music of J. S. Bach.
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Play the Bach Organ Concerto III in C Major in the Key of B
Major? It is an historical fact that some of the finest organs in
Germany during Bach’s time were pitched considerably
lower than our present day “A” 440. Example: 1722 —
Dresden, the organ of Saint Sophie, built by Silbermann, pitch
of “A” 415.5. Today’s “G” Sharp is approximately 415.3 cycles
per second (Hertz).

The question may be a little shocking: For a more authentic
presentation of Bach’s Organ Concerto III in C Major, should
you play it in B Major? If you have an Allen Digital Computer
Organ, the choice is yours. Simply switch the Transposer
down one-half step, and return to the “pitch of Bach”. In
addition to authenticity, Allen plays correctly...no missing
notes, adding the extra notes below the lowest “C” pedal note
— even below the 32’ pitch.
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Performance of Baroque Music

(continued from p. 1)
manded by the notation,”?® Rothschild also quotes
Marpurg: “Both slurring and detachment are contrary
to the normal procedure, which consists of lifting the
ﬂnFer quite suddenly off the preceding key shortly
betore one touches the following note. This normal
procedure is never expressly indicated, because it is
always taken for granted.”%0 :

This quotation, however, loses much of its persua-
siveness on closer examination. It must not be over-
looked that Marpurg himself was not sure just how to
put it. In 1750, 1751, 1760 and 1762, he writes, one
must quickly raise the fingers “as soon as the value of
the note finishes.”8! (Thus, the key must be kept down
for the entire value of the note.) In 1755 and 1765,
Marpurg uses the phrasing quoted by Rothschild.32 -

It is uncommonly difficult to describe a kinaesthetic
process in words. This is probably why a number of
quite important treatises fail to describe touch and the
time sequence of raising and lowering the fingers in
precise terms. Bringing together a number of precepts
on this subject does not yield a consistent view which
allows one to draw general conclusions.

Fray Tomas de Santa Maria, to whom we owe
thanks for an unusually comprehensive presentation,
contradicts himself, just like Marpurg. He writes that
the fingers must “remain on the keys after they have
been struck until the moment when they have to strike
other keys.””3 Directly after this, he writes: “Firstly—
this is most important—when playing with the fingers
upon the keys, one always must raise the finger that
plays first before the one that follows directly upon
it . . . 734 During the passing of the longer over the
shorter finger, the shorter one should quit the key
almost with a gliding motion.35

Diruta wishes the fingers to be lifted “just as the key
rises” [e levando le dita quanto s’inalza il tasto).36

Mersenne avoids a kinaesthetic description of touch.
He opines that a beautiful touch can be much better
understood if one observes outstanding masters play-
in%, rather than through any discussion that one mig
hold on the subject.3”

Nivers writes that a number of things have to be
kept in mind regarding touch which are easier to dem-
onstrate and to understand at the keyboard than to
express and comprehend in written form, since they
depend exclusively on execution and on practical con-
siderations. He explains, however, that “there is a spe-
cial beauty of touch that is clearly taught by vocal
technique, to bring out all notes distinctly and to con-
nect some of them artfully. In order to differentiate
and distinguish the notes (from each other), one must
raise the fingers at the correct moment, and not too
high: one must raise one of them quickly while lower-
ing the others, for if you only raise the former after the
others have played, that Wilrnot be a differentiation of
the notes but a confusion of them. In order to connect
notes, one must play them distinctly but not raise the
fingers so quickly. This type of touch lies between
distinctness and confusion, with each partaking some-
what of the other.” In all questions of this sort, one
must refer to vocal technique, “for in these matters the
organ must imitate the voice.”8

Prinner advises that one “change fingers very pre-
cisely, in order for one not to get in the way of the
other, for much depends on this, if pleasure is to be
given to the observing eye as well as the ears.”’3?

Samber teaches that one should form the habit of
“holding the fingers neither too straight nor too
curved, and also of raising them properly . . . 740

In Rameau we read: “The fingers must only fall on
the keys and not strike them; furthermore, they ought
to follow each other in a flowing manner . . . From
the finger with which one has begun, one proceeds to
the next, and so from one to the other, paying attention
that the one which has just pressed down a key releases
it as soon as its neighbor presses down another; for the
raising of a finger and the touch of another must occur
simultaneously . . . Take careful note . . . that the
finger which releases a key stays so close to it that it
seems to touch it.”4!

Quantz tells keyboard players: “In playing runs, the
fingers ought not to be raised immediately; rather the
finger-tips should be drawn back at the front of the
key until they glide off the key. In this way, the run-
ning passages will be brought out most clearly. In this
connection I refer to the example of one of the greatest
keyboard players who performed and taught thus.”42
In the “Index of the Most Important Matters” to
Quantz’s treatise we learn that “one of the greatest
keyboard players’ refers to Johann Sebastian Bach.

This excerpt is especially important as regards For-
kel, whose authority is so easily disputed by objectin
that he is “late.” He writes about J. S. Bach’s manner o
“holding the hand on the keyboard . . . so that the
fingers are not raised straight up from the keys, but
rat%er slide off from the front of the key by a gradual
drawing back of the finger-tips towards the palm of
the hand . . . In the transition from one key to the
other, the quantum of force or pressure by wﬁich the
first note is held down is switched with the greatest of
speed to the next finger, so that the two notes are
neither sharply separated one from the other nor mud-

6

dled together. Their touch, as C. Ph. Emanuel says, is
thus neither too long nor too short, but exactly
right. 4

C. P. E. Bach puts it thus: “Some people play in a
sticky fashion, as if they had glue between their fin-
gers. Their touch is too long, for they keep notes down
more than the proper time. Others try to improve on
this, and play too quickly, as if the keys were aglow.
This too is bad. The middle way is the best.”44

In Pasquali’s “General Directions for Beginners,”
we find: “When one practices a new lesson, no finger,
once it is pressed on the key, should be moved or raised
until another finger has been chosen and is ready to
depress the next key.

That Rothschild was able to construct a uniform non
legato out of these very diverse descriptions of 18th-
century touch, including J. S. Bach’s, can only be
explained by the well-known fact that by quotations
one can prove anything one wishes; one need only
select them with appropriate care.4® This need not be
viewed as evidencing evil intent; one can be so capti-
vated by an idea that, without wishing to, one only
reads what one wants to read.

“Early fingering” is put forward as a second objec-
tion to legato playing. Geoffroy-Dechaume writes that
old fingerings only make sense in terms of the unequal
notes and non legato of the period, and that this non
legato represents the normal manner of playing all
early music. He, too, like so many others, bases his case
on the paragraph from C. P. E. Bach quoted above.*?

The opinion is often expressed that “early finger-
ing” not only makes a legato impossible, but af;o that it
was consciously chosen in order to compel phrasing in
small units, that divide up passages in conjunct motion
mainly into groups of two and three notes. This asser-
tion is illogical; no fingering that makes a legato possi-
ble can compel it! What is usually meant is that fingers
which follow each other in their natural sequence, e.g.
3-4, produce a legato, while Bassing a longer finger
over a shorter one, e.g.4-3, causes detachment. If one
follows this to its logical end, it yields some very
strange results. Diruta’s fingerings, for instance, would
result in the following phrasings:4
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Diruta’s answer to Il Transilvanos” question—
whether in the left hand one cannot play with the first
and second fingers ascending, and with the third and
fourth descending—involves only arguments of instru-
mental technique. He never mentions that this would
produce a shift in the phrasing, viz.:*
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This compels us to conclude that Diruta attached no
significance of phrasing to fingering.

Nivers puts it similarly. In the explanation of his
fingerings, we only find words about technique: easy,
comfortable, graceful, skillful, and even. Nivers says
nothing about phrasing. He offers the following fin-
gerings for descending scale passages:5

4 2 3 % 3 % 2 4

.

T
e — -

1 2 32 4 3 4 3oders

’\

=~

D) 4 3 2 3 2 3 2 3 oderl

’_\
DIE:T. S

A\
=
X
J 4 3 2 3 2 3 2

This difference could scarcely be understood as “in-
tentional.” It is rather to be supposed that these funda-
mentally different fingerings could lead to the same
aural result.

The fingerings of the transition period from old to
modern fingering are very informative. Philipp Chris-
toph Hartung is, to my knowledge, the first author in
wEose tutor (1749) we find fingerings for all major
scales. His comments on these are surprisingly progres-
sive. He writes that it would be easier “to pass the
thumb as the shortest finger under, rather than to leap
with the middle finger over the other fingers that are
hardly any shorter tﬁan itis.”5! For C, D, E, G, A, and
B major, he gives the modern fingering® and states
that crossing t%)e middle finger over causes a “delay in
very fast playing,” it is “more difficult to do accurate-
ly,” and is “no good at all in various keys.” But one
must “diligently practice this sort of scale passage up
and down the entire keyboard. If the hand sometimes
inadvertently gets into such a posture that it cannot go
on, then the latter type of fingering, i.e. crossing over
the middle finger, can serve as an emergency reme-
dy.”ss

For F-sharp major, Hartung recommends the mod-
ern C-major scale fingering.5¢ In the remaining keys,
he avoids passing the thumb under. All the same, a
“delay” caused by passing (the middle finger) over can
scarcely be escaped with the fingerings he gives for
those keys. Hartung points out, in addition, that “the
services that many expect of this poor fingering (3-
4-3-4) . . . could more nimbly be rendered by the
two outermost fingers (4-5-4-5), for the more such
alternating fingers are dissimilar in size, the more deft-
ly will the passing (of the longer) over (the shorter) be
accomplished. ’s5

Thilo (1753) gives these scale fingerings for the right
hand ascending: C, G, D, A, E, and F major: 1-2-
8-4-1-2-3-4; B major: 1-2-3-4-2-3-4-5; B-flat ma-
jor: 2-1-2-3-1-2-3-4; E-flat major: 2-1-2-3-2-1-2-
3; A-flat, D-flat, and G-flat major: 2-3-4-3-4-2-3-4.56
He does say that it is somewhat tiresome to learn these
fingerings, but it has “great utility.” He adds that
“many fine masters use this fingering, and he has seen
(1) very difficult musical compositions performed with
them.”s7

There follow fingerings for minor keys. Here Thilo
mentions “early fingering” for the first time, and
writes that passing the third finger over the second and
fourth fingers can “easily become a habit.” In the right
hand, one can also “in descending pass the index finger
over the thumb. But if many accidentals occur, then
one cannot use passing over the thumb.”’s8

C. P. E. Bach writes in 1753 that “in keys with no or
few accidentals, in certain cases the passing of the
third finger over the fourth, and the second over the
thumb, (is) better and more practical in order to avoid
a break (in the musical line) than the usual method of
passing over and under the thumb.”s® He also men-
tions that “the so-called easy keys . . . (are) much
more treacherous and difficult than the so-called diffi-
cult keys” because one has to “take note where the
thumbs must be used.”

Frischmuth (1758) writes that a pupil must be able
to play passages first with two, then three, and even
with four fingers, and this with both the right and left
hands.!

Pasquali (1760) explains that scales within the com-
pass of an octave must be divided into three plus four
notes in order to play each note with equal length. In
this way, by passing fingers over the thumb, and the
latter under the former, respectively, one can give
each note its full value.52 He goes on to say that the
point at which the thumb is passed under the fingers
must be carefully noted, for that would be a more
general guide than all other rules.®

The change from old to modern fingering can be
especially clearly followed in the case of Marpurg. In
1750 he writes about old fingering: “This fingering is
good, but has to be used witl%out Forcing and twisting
the fingers.”%4 In 1751 he says the same as in 1750.% In
1755, “before one lets the fingers move along over or
under each other, they should first learn to do so next
to each other.”%

Again in 1755, “in extended passages on the natu-
rals, some are in the habit of crossing the third over the
second finger.” This fingering is excusable, Marpur,
says, on the naturals, as well as one in which the thir
moves over the fourth finger, “if it is done without the
fingers colliding or becoming entangled,” but “when-
ever accidentals crop up, this procedure is quite
impractical.’67 With reference to old fingering, he
writes in 1755: “Because it is the most difficult sort, it
must be practiced specially, in order that the fingers
not get into a mmf():ﬁe It can only be used on the
natural keys.”’68 Again in 1755, “anyone who tried to
do everything possible with only the three long fingers
would be quite as ridiculous as someone who wanted to
do with one hand that which requires two.”®

In 1760 there appeared the third printing of his
Kunst das Clavier zu spielen. In comparison with the
Anleitung of 1755, its text is already rather old-fash-
ioned. Marpurg writes about old fingering: “Here fol-
low several good fingerings, that can be used in appro-
priate circumstances . . . 7 This must be done “with-
out entangling and mixing up the fingers.””! In 1762
there appeared a fourth printing of the Kunst das Cla-
vier zu spielen identical to the third.”

(Continued, page 8)
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Performance of Baroque Music

(continued from p. 6)
In 1765, Wiedeburg wrote: “The use of the thumb not
only gives the hand one finger more but is the key to
the best possible fingering . . . The regular and natu-
ral use of the thumb is the principal change and the
greatest difference between the old and new finger-
ing . . . The thumb has thus been raised from its pre-
vious inactivity to the position of the most important
finger in (keyboard) fingering.”"3 .

Petschke writes in 1785: “Passing the thumb- under
and the fingers over” must “be practiced so diligently
that they are accomplished without a forcible and
ugly-looking twisting of the hand, that hampers veloc-
itfy in playing and detracts from the Frace and equality
of passage work.”7* He declares old fingering to be
“impermissible.”"7

In 1789 Tiirk admits that he does not dare discard
old fingering, but says that it demands “much prac-
tice, in order to avoid breaks (in the musical line),
etc.”7 In addition, he could not refrain from com-
plaining that, ever since C. P. E. Bach, the thumb “had
been used rather more than before, but still by no
means widely enough.”?” “In particular, elderly play-
ers or those used to the old fingering still very often
neglect quite indispensable fingers in contemporary
pieces. 78

From these citations we learn that in the mid-18th
century, old fingering was considered easier than the
modern, since with the latter it was difficult to deal
with passing the thumb under. After mid-century, the
old fingering is described as difficult, and we are
warned about cramping the fingers. At the end of the
18th century, it is expressly stated that the old finger-
ing demands much practice; often it is even expressly
proscribed. We also learn from these quotations that
the old fingering causes a “delay in very quick play-
ing,”™ definitely deemed a deficiency by Hartung.

C. P. E. Bach, on the other hand, is of the opinion
that old fingering is better than the modern in certain
keys for “avoiding breaks in the musical line to the
extent possible.”’80

In about 1720, when J. S. Bach wrote the Applicatio
(BWV 994), passing the thumb under was a much
greater problem than at the time of the treatises
quoted above. It is thus more than self-evident that J.
S. Bach taught a ten-year old child the old, tried and
true fingering. Or would he have burdened him right
at the start of his instruction with difficulties with
which Bach himself perhaps had not yet experi-
mented? As can be seen from the foregoing texts, this
Appligatio reflects the beginners’ instruction of the
period.

This should refute a point of view widely held
today, one that I also recall reading in a student’s thesis
a few years ago, namely, that the Applicatio really
demanded quite a lot from a beginner. “It would occur
to none (!) of today’s piano teachers to exact such fin-
%erings from a neophyte,” he wrote. “However, these

ingerings do have an advantage; they certainly
demand a particular inequality and thus serve musical
expression more than mere smooth legato fingerings
could do.”

In fact, however, a pupil could by disciplined prac-
tice learn how to avoid any kind of choppy playing.
Rameau, Frischmuth, and Wiedeburg bear witness to
the importance of regular and even movement for the
training of the hands and finger dexterity. Rameau
writes: “"This technique (well-executed movements of
the fingers) is nothing other than the frequent practice
of moving (them) evenly.” [Cette méchanique (!) n'est
autre chose qu'un exercice fréquent d’'un movement
régulier.]! Later he puts it more forcefully: “pay
attention that there is great evenness of movement as
between each finger, and above all never hurry these
movements, for lightness and speed are only to be
acquired by this evenness of movement . . .78

In Friscﬁmuth we read: “A pupil should become
accustomed to playing these running passages evenly
one after the other and without dragging (the tempo),
for this will not only give him a sense of rhythm but
will also do good service in building his technique.”™3

As to scale playing, Wideburg directs that “at first,
one should move the fingers slowly and evenly (so
evenly and at the beginning so slowly, too, as the
strokes of the pendulum of a clock).”8 He advises the
pupil to repeat this exercise “in order to become skilled
in it; gradually he begins to play such a passage faster
and faster, but still very evenly. 85

W. Fr. Bach clearly succeeded in avoiding an
break in the musical line with old fingering, for Tiir
states: “The late Friedemann Bach—indisputably one
of the greatest and most thorough organists—is widel
reported to have performed particular passages witﬁ
assurance and astonishing velocity with these two fin-
gers. In the case of Friedemann Bach one can readily
think so, for there was something special about the
conformation of his hands and fingers, it is said.”6

As the portrait of W. Fr. Bach, presumably by F. G.
Weitsch,87 shows, he had unusuaﬁy long fingers. It is
supposed that he mostly played instruments whose
keyboards had relatively short keyheads, with a length
of about 35 mm. Experience shows that on such key-
boards modern fingering is particularly awkward for
long-fingered hands. The spread of modern fingering
and the lengthening of keyheads is a parallel phenom-
enon in terms of what brought it about. Toward the
end of the 18th century, the keyheads measured 40
mm on the average; on the modern piano they are 50
mm long.

It seems astounding to us today that it should have
taken so long until the most appropriate point for pass-
ing the thumb under should have been discovered in
each case. A comparison of transitional fingerings
shows clearly that there was a long period of experi-
mentation, within which one can find most bizarre
fingerings. These bring the following to mind: ought
one really to suppose that phrasings, which are often
dictated to us by these fingerings, were intended musi-
cally speaking? Should be play the following example
from Bach'’s Italian Concerto (BWYV 971) according to
Mizlers$ or Hartung?s?

Presto -l
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Examples of this sort can be added ad libitum:°
Wohlt. Clavier I, Fuge Cis-Dur, T. 53
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final note must be accented and, therefore, detached.
There is certainly no doubt that on the harpsichord a
note can be set oé in high relief if one precedes it by a
pause, but that is by no means the only way of doing
so. In the case at hand, one must consider whether the
accentuation of the final note is not predetermined by
the tirata itself. I know of no authority that requires a
detachment of the tirata from its final note. On the
other hand, a number of them are unequivocally to the
effect that the tirata ought to be a connected series of
notes.

Brossard is clearest of all on this point: “Tira-

ta . . . a succession of a number of . . . sixteenth
notes, before the first of which there is almost always
a . . . sixettnth rest, and which ends as a rule on a

note of greater value.” Here the final note is clearly
included within the tirata. Brossard’s musical example
emphasizes this point by its beaming:9

e %F_.‘;i

J. G. Walther, who takes over Brossard’s musical
example, makes this even clearer, although he adds
slurs:92

I]‘ S. Bach’s. sulrring in the seventh variation of the
“Goldberg” Variations (BWYV 988) is unequivocal:

Leopold Mozart is not the only one to compare a
tirata with shooting a bullet or an arrow,? an image
that s%)eaks forcefully against a separation of the final

note from the preceding run. He explains it thus:
“Whenever a number of notes are to be played after
an upbow or a short rest, it is customary to do so in one

Hartog  Jownbow, and to join them in one stroke to the first
Wohlt. Clavier II, Fuge As-Dur, T. 47 note of the succeeding quarter notes.”’%4
f Allegro
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Summarizing, may I point out that none of the
authors quoted here links early fingering with non

legato or phrasing. The transitional fingerings demon-
strate clearly that they represent a learning stage.
Everyone is free, if he will, to select the most clumsy
experiments as a basis for “historically faithful” inter-
pretations, but I venture to doubt that the presentation
of a composer’s works is well served thereby.

I should like to mention here a practice of recent
vintage that, while not influenced by early fingering as
such, nevertheless belongs under the heading of
i‘phrasing," Tiratas are almost always played as fol-
OWS:

In reply to my question about the reason for the
pause before the last note, I am ahwavs told that this

But now to return to fingering, “early fingering” is
not only put forward as a justification for the allegedly
historical non legato, but it is also claimed to have been
purposely selected in order more or less to force a
certain inégalité on conjunct series of notes. Bach’s
Applicatio is cited in support of this assertion. It is said
that even as a child, Wilhelm Friedemann became
familiar with unequal notes, thanks to the fingering.

In this connection, however, there are two antitheti-
cal points of view, whose most prominent spokesmen
may be mentioned here. Dolmetsch states that in early
fingering there was a strong tendency to linger a while
on the third finger and to play the fourth somewhat
shorter.% In consequence, the Applicatio was played
about like this:

(Continued, page 10)

Isolde Ahlgrimm, born in Vienna in 1914,
began her piano study at the age of seven;
later she studied in the classes of composer
Franz Schmidt and pianist Emil von Sauer.
After her marriage to the instrument collec-

Isolde Ahlgrimm

member of the Wiener Bachgesellschaft, and
she received the Goldene Ehrenzeichen fiir
Verdienste um die Republik Oesterreich in
1975. She has published widely in musicolo-
gical journals; among her books is a reprint of

tor and connoisseur Erich Fiala, they began a
series of concerts “fiir Kenner und Liebha-
ber” in which she played the complete piano
works of Mozart on a fortepiano of 1780, as
well as many works of Johann Sebastian Bach
at the harpsichord. It was during this time
that she came to know the composer Richard
Strauss, who composed a concert ending for
the suite of dances from his last opera Capric-
cio exclusively for her use.

After World War II, Isolde Ahlgrimm
taught the harpsichord class at the Vienna
Musikakademie, but after four years she
resigned in order to spend more time per-
forming. In 1949-50 she played from memo-
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ry the complete harpsichord literature of J. S.
Bach, and she was engaged at this time to
record the entire cycle for Philips.

In 1958 Ahlgrimm was named Professor of
Harpsichord at the Salzburg Mozarteum,
where she became a much sought-after
teacher, especially among the Oberlin Con-
servatory students studying there. During the
spring semester of 1962 she was invited to be
guest professor of harpsichord at Oberlin
College, her first trip to America. Since that
time she has been back frequently: in 1964
and 1968 there were concert tours under the
management of Mariedi Anders; in 1966 she
was a soloist for the national convention of

the American Guild of Organists in Denver;
and she has taught at Southern Methodist
University, Dallas, in 1972, in 1974, and, as
the first Meadows Distinguished Visiting
Professor, for nine weeks in 1979.

A member of the jury for the harpsichord
competition held annually in Leipzig, Ahl-
grimm has been a memﬁer of the Bruges
International Harpsichord Competition jury
in 1968, 1971, andpin 1977, at which time the
present article was first presented.

Since the fall of 1962 Isolde Ahlgrimm has
been professor of harpsichord at t%ne Vienna
Akademie, where her class continues to
attract students from many countries. She isa

Daniel Speer’s Grundrichtiger Unterricht der
Musikalischen Kunst (Ulm, 1687), published
by Edition Peters in 1974. She has recorded
for Philips, Amadeo, Belvedere, Deutsche
Schallplaten, Deutsche Grammophon, Tu-
dor, and Musical Heritage Society records.
In addition to her recitals in the United
States, Ahlgrimm is in constant demand in
Europe, on both sides of the Iron Curtain; she
appears frequently at the Salzburg Festival
and other important summer musical events,
and she has toured the Middle East and Jap-
an.
—Larry Palmer
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Performance of Baroque Music
(Continued from page 8)
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Babitz, on the other hand, assumes the contrary. He
declares that in the fingering sequence 3-4-3-4, the
third finger’s note is always played shorter and the
fourth’s longer. In the sequence 1-2-1-2, the thumb’s
note is always played shorter than the second fin-
ger’s.% In his opinion, the Applicatio was played thus:
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These antithetical results, presented with utter con-
viction, show clearly how weak the case is for fingering
as evidence for inégalité. But there are even further
reasons for rejecting the alleged interaction between
early fingering and unequal notes. It is highly signifi-
cant that a connection between such inequality and
fingering is mentioned in no treatise of the period. On
the contrary, it is repeatedly emphasized that the
objective is to play as evenly as possible.

Most treatises were intended for beginners. In addi-
tion, they were meant to be helpful to teachers in their
instruction. “A beginner,” writes Quantz, however,
“must take great pains so that everything he learns to
play, whether fast passages in an allegro or ornaments
in an adagio, are played clearly and with assurance. By
this we understand . . . that each note throughout
the entire piece is played according to its true value
and in the correct tempo.”9

From all the examples in contemporary texts that
list the exceptions to inégalité, it necessarily follows
that even, balanced playing was the objective. With
what fingerings could these exceptions have been exe-
cuted if early fingering did not permit even playing?
If early fingering in fact compelled a particular rhyth-
mic pattern, then, what is more, all explanations of the
different forms of unequal notes would be meaning-
less, for we could not play what we wanted but wouFd
have to play what the fingering would produce.

The opinion is often expressed that inégalité is also
of importance in the performance of German music.
In truth, there are a number of German musicians who
admit that the French style is their model. Georg Muf-
fat surely leads the pack.® Marpurg, in his Critischer
Musicus, poses the question: “Do not Quantz, Benda,
Graun play in very French style?”’% (Note that all
these musicians were at the court of Frederick the
Great, a well-known gallophile.) But from the context,
it is apparent that Marpurg expected the answer to this
rhetorical question to be “yes, but they still play beau-
tifully.” This expresses without saying so in so many
words, that not everyone listened joyfully to this type
of music-making.

The opponents of French inégalité in German
music, especially in the works of J. S. Bach, make
Georg Muffat and Quantz their principal witnesses. In
addition, they cite J. G. Walther, C. P. E. Bach, and
Leopold Mozart, rather than Graun and Benda. It is
appropriate to note here that we have unfortunately
become accustomed to using the word inégal for two
distinctly different concepts. Separating this collective
usage into French inégalité and German stress accen-
tuation (Akzentuierung) would prevent many a misun-
derstanding.

Inégalité is a refinement (gentillesse) of expressive
playing.!'® It is supposed to “enliven one’s playing”
(Gigault), “make the cantilena smooth and more flow-
ing” (Choquel), and “heighten grace” (Saint-Lam-
bert).1o! It was always taught as part of practical
music-making, until towards the end of the 18th cen-
tury it fell into disuse.

In German sources, wherever a rhythm deviates
from the written notation, we almost always find the
word “accent” (Akzent). By Akzentuierung (translated
here as “stress accentuation”) is meant the emphasiz-
ing of one or more notes of a melodic line or passage.
These points of emphasis can be melodic, dynamic, or
rhythmical in nature. Often one type of empbhasis is
complemented by another. The study of accentuation
(Akzentlehre) was an integral part of the teaching of
composition.

Here we shall discuss only the rhythmical accent
which consists of a lengthening of the note to be
accented. One has to be familiar with the history of
German prosody to understand how it was that the
doctrine of “Expressivity in Melody’192 came to
assume such an important role in teaching. It should be
recalled that in 1624, when Martin Opitz’s Buch von
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der deutschen Poeterey was published, the problem of
synchronization of word-accent and verse-accent had
not been solved at all. Just think, for instance, of the
song Wie schén leuchtet der Morgenstern:103
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Wie schon leuch — tet der Morgcnstern
An additional difficulty arose from the fact that in
language, length and emphasis (or brevity and de-
emphasis) of a syllable complement each other, while
such is not always the case in music. The followin%

example is complete, possibly, from a musical point o
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If one underlaid this bar with the word “forbid,” the
result would be unnatural, although the short syllable
fell on the short note and the long syllable on the long
note:

¢ fordid

Here the accent of the word must prevail and one
properly would write:

!
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This phenomenon has filled up many pages of Ger-
man writings about music. Ahle,!% Printz,105 Walth-
er,'06 Mattheson,!07 Scheibe, 198 Petri,!% Piepel,!! Kirn-
berger!!! and many others have dealt with this topic in
great detail. In the case of one important question,
agreement has never been reached: is the “inner” val-
ue (the one felt and played) of the notes identical or
not with the “outer” (notated) value? In practical
terms this can be put more simply: ought the note
value of the strong beat of the bar be lengthened some-
what and that of the weak beat somewhat shortened,
or should all beats of the bar be played equally long?

Printz writes “that amongst a number of notes or
sounds equal in time value, some will seem to be long-
er and some shorter . . . "112 Walther, however,
states: The inner (played) value of the notes is “the
particular length, when some notes of equal written
value are treated in varying fashion, i.e. some longer,
some shorter as compared with each other, as for

instance:”
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“In this example, the notes are certainly all the same
so far as their “outer” notated value goes, (since they
are all eighth notes), but according to the inner value,
the first, third, fifth and seventh are long, and the
second, fourth, sixth and eighth short . . . This doc-
trine of accent-lengths is of special usefulness in both
vocal and instrumental music, for it gives rise to the
graceful modulation of the voice or fingers, for such
notes as are long according to their numerical position
(in the bar) are struck forcibly, but such notes as are
short according to their numerical position are uttered
more gently and briefly.”113 It is noteworthythat in this
quotation Walther is only talking about abbreviating
the unaccented beats, but not about lengthening the
accented beats. Was he only concerned about the “fall-
ing off” of final syllables? Thus viewed, Walther’s dic-
tum would be all the more to be understood as a warn-
ing to singers, one that can hardly be repeated often
enough even today.

C. P. E. Bach did not use the expression Akzent. He
gives some examples “where for expression’s sake,
sometimes notes as well as rests are allowed a longer
value than the notation requires. To an extent I have
indicated this by writing it out in full, and in part
merely through little crosses.” 11

Geoffroy-Dechaume, who cites these words of C. P.
E. Bach in support of a German inégalité, has mis-
translated them. He writes: “Certaines notes, certains
silences doivent étre étendus, pour des raisons d’ex-
pression, au dela de leur valeur écrite.”!> A correct
translation, however, would have to read “différentes
exemples, ou l'on reste sur certaines notes quelquefois
plus longtemps.”

It must not be overlooked that C. P. E. Bach added
the following to this paragraph in the third edition
(Leipzig, 1787) of his Versuch: “One should take care
in expressive (affectudsen) playing not to dwell (on a
note) too often or to hold on too much, and finally not
to drag the tempo as well by doing so. The emotional
quality (Affect) can easily mislead one.”!!6 Bach gives
these examples:!17

If one examines these without prejudice, it-is imme-
diately apparent that they have nothing in common
with inégalité. Examples a and b are instances of
lengthened rhetorical pauses and serve to heighten the
emotional intensity. Example ¢ shows a lengthening of
appoggiaturas (Vorhalten); in examples d and e the
author is trying to indicate rubato in note values.
Example f shows the strengthening of a melodic accent
by a rhythmic accent.

As further examples, C.P. E. Bach quotes a number
of bars from his sixth “Wiirttemberg” sonata (Wq 49/
6).118 The rests to be lengthened in the first movement
are unquestionable to be regarded as Abruptio. The
comments on the second movement are suggestions for
agogics.

In the second part of the Versuch, in which the
“theory of (ﬁgurec{) bass) accompaniment and free fan-
tasies are dealt with,” there is a remark that is often
quoted as proof of German inégalité. With regard to
the following example
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the author writes: “The playing of the sixteenth
notes . . . in an adagio sounds very dull if no dots are
placed between them. One would do well in perfor-
mance, therefore, to make good this deficiency.”11?

In point of fact, this example can easily be brought
into relation with French inégalité, even though it is
doubtful whether two sixteenth notes confront us with
“a number of eighth notes proceeding in conjunct
motion. 120

Leopold Mozart explains that the accented note
“not only has to be played somewhat more strongly,”
but it should also “be sustained rather longer.”!2! On
Dec. 18, 1778, Wolfgang Amadeus Mozart wrote to his
father: “Well, that melancholy Alceste by Schweitzer
is now being performed in Munich. The best
part . . . is the beginning of the recitative ‘O Jugend-
zeit'—and Raaf was the first one to do this properly.
He phrased it for Hartig (who played the role of
Admetus) and thereby introduced the true expression
into it.”122 Mozart used the word “puncktirt,” trans-
lated here as “phrased,” but should we perhaps play
Mozart with notes inégales for that reason?

J. S. Petri declares: “Let one . . . pay proper atten-
tion to the strong and weak beats of a bar, which some
musicians like to term the long and short beats,
although without reason. For the tempo is not
changed, but, rather, the difference consists only in the
emphasis or lack of. emphasis with which one
p]ays 123

Kirnberger puts the matter much more strongly:
“The duration of each beat of the bar is the same. If a
bar, for instance, lasts 8 seconds in plain 4/4 meter,
then each beat lasts 2 seconds, and nonetheless the first
and third beats are long, the second and fourth
short.”12¢ In respect of musical temperament, great
weight has been attached to Kirnberger’s opinions with
reference to J. S. Bach. Ought we not also pay more
attention to this statement of Kirnberger, too? This in
no way excludes a rhythmical accentuation on occa-
sion, but the careless way in which J. S. Bach’s music is
dealt with in this connection does nevertheless seem
highly questionable.!25

Should we play Beethoven with unequal notes?
Schindler reports about Beethoven’s playing: “He pre-
ferred to stress and to have stressed by others the
rhythmical accents. He dealt with the melodic ones, on
the other hand, according to circum-
stances . . . Through this, his playing gained a pithy
and characteristic quality, quite removed from the
smooth, vapid sort of thing that never rises to the level
of a musical language . . . 7126 The etudes of ]. B.
Cramer “were declared by Beethoven to be the princi-
pal foundation of superior playing . . . One of the
most precious things he bequeathed to us is the way he
understood them in this sense and annotated twenty of
them for study purposes for his nephew, indicating
everywhere the various expressive possibilities by
means of varied, very carefully controlled accentua-

(Continued, page 12)
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Performance of Baroque Music
(Continued from page 10)

tion for the purpose of attaining this main objec-
tive.’127

In the annotations to Etudes nos. 1, 2, 3, 6, 8, 12 and
13, one reads about “rhythmical accent,” and there is
no doubt that as to Etudes nos. 5, 9, 15, 18, 21, 24 and
30, the word “accent” is to be understood in the same
sense, i.e. rhythmical. There is no lack of references to
metrical feet; in seven of the etudes the symbols for
long and short syllables are indicated, in part in the
text, in part under the music.128

It could hardly be demonstrated more clearly than
in Beethoven’s Cramer Etudes that inégalité anci, stress
ccentuation are not one and the same. Imagine the
second theme of the Sonata Op. 13 in C Minor (*‘Pa-
thétique™) played inégal, for instance, in an effort to
make it sound more “graceful.” Reports about Bee-
thoven’s piano playing do not suggest anything grace-
ful! The Vienna Allgemeine Musikalische Zeitung in
1798 wrote: “Beethoven’s piano playing is extremely
brilliant, but rather unrefined, and sometimes pounds
its way into confusion . . . 7129 Clementi saig “The
playing was somewhat uncultivated, often turbulent,
like himself, but always full of spirit.”’130

Inégalité arises from the need for elegance and
lightness, accentuation from the wish to heighten the
emotional impact. These are two concepts, however,
that rarely can be combined!

A rhythm that deviates from the literal notation can
have yet another cause. Every so often, even today,
this is recommended as a method of practicing. In
(iuantz we find this mentioned on five occasions. In
the main, it is for the purpose of preventing “that the
tongue move faster than tﬁe fingers, which often hap-
pens in the early stages. One ought always to draw out
the first note with the little syllable di in-
stead . . . 7131

“The first note of any figure, whether made up of
three or four or six notes, must always be lengthened a
little bit in order to keep the tongue moving at the
same speed as the fingers, so that each note receives its
due amount of time. 123

To the third direction, which reads almost the same
as these two, Quantz adds, “it also serves to keep one
from getting in the habit of rushing.”33

Again, with greater force, he writes: “One must take
care to play each note according to its proper value,
and assiguously to keep from hurrying or dragging the
tempo . . . Rushing of passages can occur when one
raises the fingers too quickly, especially in an ascend-
ing sequence.” Again, he recommends accenting and
sustaining the first notes of “quick figura-
tions . . . 7134 The suggestions for rhythmically-
accented practice conclude with a warning not to hur-
ry the first two notes of triplets and, therefore, to sus-
tain the first note a little.!3 The same method of
instruction is also found in Leopold Mozart!36 and
Tosi-Agricola.!37

A pupil, very serious about music but not well
trained, once played me the Pracambulum of the A-
minor Partita of J. S. Bach (BWV 827). She always
dwelt a while on the first sixteenth note of each bar
before the other sixteenths followed. Although I had to
assume that raising an objection would bring a lecture
from her on inégalité, 1 ventured the remark, “That
sounds as if you were stopping at every bar to get your
bearings!” I was convinced that this was the case.
However, I was astonished when the girl admitted,
“Yes, that’s what it is.” This student was still conscious
of the true reason for her interpretation. The next step,
to be sure, is for us to become accustomed to this
interpretation, to find it beautiful and “historical,” and
not to worry any more about real technique.

This affords an opportunity to explain the purpose
and aim of this essay. I am not at all against “early
fingering,” against phrasing in small groups of notes,
against inégalité or Akzentuierung. But I am opposed
to the misuse and misapplication of these details in all
sorts of guises. It can reflect a wish to play differentl
from others. It can be a consequence of laziness; witﬁ
“early fingeringone limps in any case, so why should
I bother to practice! In a thesis I once read, “it is
possible to learn by experience, that with early finger-
ing one can play a large part of baroque keyboard
literature at sight and that in this many problems of
articulation seem to solve themselves.”

I venture to dispute this optimistic pronunciamento.
Neither with early nor modern fingering is it possible
to discover prima vista a fingering that does justice
both to articulation and phrasing. Every fingering
must be thought over and practiced.

Thilo writes: “If one wants to learn to play a piece
properly, then one can well seek out the I:Ii)ngering for
the most difficult sections of this work, and when they
have been duly discovered, so that the same passages
are played each time with the same chosen fingering,
then one will be in a position to play the piece without
looking down at the fingers.”’138

Tecinical studies apparently have never been very
popular. At present, however, they seem to be in par-
ticular disfavor with young harpsichordists. Perhaps
they want in this way to demonstrate a contrast to the
great empbhasis on the technical training of pianists.

12

Perhaps the concept of a “finger exercise” recalls
Czerny (and the whole 19th century) too vividly, so
that it is deemed “unhistorical.” However, that would
be an incorrect assumption.

If a sizeable number of finger exercises from before
1750 have not come down to us, it is not because they
were not in use, but because they were only written
down in exceptional cases. From Forkel we know that
J. S. Bach’s pupils had to practice “for several months
only individual exercises for all fingers of both hands,
with careful attention to . . . a clean and precise
touch. One could not have done with these exercises in
less than several months, and in his (Bach’s) opinion,
they had to be continued for a least six to twelve
months.”139 It is therefore not in the least unfair dis-
crimination if we, too, consider technical studies of
some importance for the interpretation of baroque
music. Whoever does not wish to do so is free to
abstain, but that will not be “authentic” in method.

A further danger of abuse involves exaggeration.
Phrasing in short groups of notes is fine and proper.
But when the larger musical line is thereby ignored,
then a good intention is turned into a mannerism. We
must also be on guard against overdoing particular
kinds of articulations. It is surely incorrect to go on for
pages playing legato, but it is equally false to play non
legato endlessly. “All types of touch are good at the
proper time,” as C. P. E. Bach put it.!# This sentence
says all there is to say and we ought to be guided by
it.

Inégalité and Akzentuierung are accompanied by
the danger that the fundamental rhythm may become
unsteady and that we will play unrﬁythmically in the
end. A current fad in particular has fostered this. After
a sixteenth rest or short pause, playing is resumed pur-
posely a little late, often so late that a listener unfamil-
iar with the work would have to say that the sixteenth
note in the following example began as the third rather
than as the second sixteenth of the bar:

Students say that it has to be like this. Very rarely am I
presented with a reference to Quantz, who does write
about this: “At short rests that replace notes on the
downbeat, one must be careful not to begin the notes
after them before the proper time, e.g. if the first of
four sixteenths is a rest, then one must wait half again
as long as the apparent value of the rest . . . 714!

This quotation can only be properly understood if
one knows as well what Bach wrote about this in the
1787 edition of his Versuch. “1 know from experience
that . . . short rests can be troublesome for rhythmi-
cally secure and skillful instrumentalists; they usually
come in too late . . . Quantz teaches in his flute trea-
tise at p. 113 about this coming in too late, in fact, as
evidence of the fact that coming in precisely is almost
impossible in this case, so he therefore chooses the
lesser of two evils.”"142 Whoever wishes to exaggerate a
minor evil into a major one is free to do so. This does
not make his playing “historical” and presumably both
Quantz and C. P. E. Bach would advise him to play “in
time” to the extent possible.

It is no mere chance that Fray Tomas de Santa
Maria, to whom we own especially valuable informa-
tion about rhythmical freedom, first speaks at length
about keeping time. “Of the requirements that are
necessary to play with mastery and perfection,” he
puts “playing in time” first.143

Fuhrman (1706) writes: “Keeping time is the soul of
music. For to play without discipline and proportion is
to offend against God Himself, who gives order to all
numbers, weights, and measures, as Plato has wisely
said.”14¢ The phrase “keeping time is the soul of
music” is also found in J. G. Walther,!¥5 Leopold
Mozart!¥6 and Wiedeburg!4?. Daquin said that truly
immaculate harpsichord playing consists of keeping in
time, something that is very difficult to attain.!48

Quantz expressed his opinion thus: “A mas-
ter . . . who does not know how to observe with the
utmost strictness how they keep time . . . can never
train good pupils. If one finds a teacher, however,
whose students not only play distinctly and clearly, but
are also steady in how they keep time, then one can
confidently expect good results from this music-mas-
ter. 149

It seems that these days the error is very often com-
mitted of teaching inégalité at the same time as read-
ing musi~. It ought not to be forgotten that inégalité
and stress accentuation are refinements of fine play-
ing, perhaps the most difficult and perilous. Beethoven
said to Czerny, “Give Karl the usual sort of thing for
the time being, until he is able to approach the unusual
later on.”150 Who ever tried to build a bridge directly
over water would soon find that the parapet fell into
the stream. In music, too, we have to begin by firmly
planting the supporting columns. Every musician
wishing to concern himself with baroque music should
undergo particularly rigorous rhythmical training. Let
one attempt, for instance, to execute a simple, even
motion with the left hand and at the same time to
speak, first slowly, then faster, without changing the

tempo of the motion of the left hand. Can one imagine
that a musician who finds this difficult can deal with
unequal notes or even rubato?

Tactless people are difficult contemporaries; so are
unrhythmical musicians. In the fact of a tactless per-
son, all manner of reasonable entreaty will be in vain,
for they will not change him. Musical rhythmical feel-
ing as well can neither be taught nor corrected by
words alone. The attempt to express rhythmical free-
dom in note values, as Babitz has tried to do,!! leads
only to the perplexity of the centipede who could not
walk at all, because he suddenly began to think about
which foot he ought to move first.

The ambiguity of the word “beat” has profound
meaning. Campe used the phrase “he is not steady of
beat in ﬁis chest” for a sick man.!52 This metaphor also
applies to music. One cay say, he is not steady of beat,
because he is not healthy.

There are innumerable types of emotional and
physical disturbances that can hinder the rhythmical
course of a piece. Rhythm, however, is inseparabl
bound up with movement. Help can arrive througK
the removal of the fundamental evil; for this, much
capacity for sympathy, understanding, and patience is
needed. Yet it is the only possibility of making an
unrhythmical person into an enjoyable musician.

Every variety of meter brings a certain compulsion
and constraint with it. Therefore, it is not surprising
that young people nowadays turn enthusiastically to
préludes non mesurés and all sorts of rhythmical liber-
ties. “Freedom’ has become a catchword, as to whose
meaning those who use it most forcefully have hardly
given any thought. In no case, however, should one
confuse treedom with lack of restraint, not even in
music, and certainly not with respect to rhythm.

Modern psychology offers the following explanation
for some of the details of interpretation, or, rather,
their exaggeration we have been discussing. Non lega-
to, phrasing in short groups of notes—these can be
signs of anxiety. One does not dare to think ahead in
term of larger segments of time; one is living from day
to day. Cutting off a tirata before its final note is
considered an inhibition, the sign of a person who does
not dare carry on to its conclusion something that he
has begun. The other mannerisms mentioned—start-
ing up too late after short rests, frequent exaggerated
stopping, interruptions—are to be evaluated as signs of
anxiety and inhibition. They serve better to typify a
disease of the time than the interpretation of early
music.

The loss of bonne grace is doubtless to be attributed
to an attitude of protest. Without ignoring the reform-
ing power of a protest, the question still remains: why
do we wish to show to our public, specifically, who
after all have paid for the concert, by our excessive
nonchalance, that we are “against” something or oth-
er? All the pictures of musicians that have come down
to us from the 17th and 18th centuries show them in an
aesthetically perfect pose. Why do we behave so unhis-
torically in this sense?

The loss of bonne grace can have objective causes,
too. Rameau expresses this in a form valid for all peri-
ods. “ . . . (this freedom) even encounters obstacles
in the natural talents that we may have for music.
Even if we are only a bit sensitive to the effects of this
art, we make efforts to reproduce what we feel, and
this can only be by a rigidity that is prejudicial to the
playing. All that we had to do to attain this level of
execution is taken away from us by the impression that
our senses have received, and not having been able to
harmonize this playing with the promptings of our
imagination, we often persuade ourselves that it is
nature that has refused us something that we have
stolen from ourselves by bad habits.”?5% A rigid and
unnatural musician not only endangers his musical
performance, but he will also never look the part of an
artist.

A bit more tolerance in matters of performance
practice would not be unhistorical. Couperin was of
the opinion that “it would be better if people under-
stood each other in such a highly-esteemed and much-
practiced art as harpsichord playing.”'5¢ Currently we
are tuning in meantone or irregular temperaments.
This is welcome in many cases, but why are those who
“still” play with equal-tempered tuning sarcastically
ridiculed? Mattheson, Marpurg, Sorge and others were
convinced champions of equal-tempered tuning. Is it
unhistorical to share Mattheson’s opinion? What is
more, tuning is a typical example of how in early
music a fundamentally correct idea can lead to camou-
flaged dilettantism. Unequal temperaments are much
easier to tune than equal temperament. If the equal-
tempered tuning is faulty, everyone will hear it. But if
the unequal temperament is deficient, most people
will still think that it has to sound like this. The parallel
to early fingering is ready at hand. Whenever it is so
easy to make a virtue out of inadequate accomplish-
ment, who can resist it?

We ought to show more tolerance with regard to
instruments as well. So long as owning a beautiful
instrument is a matter of finances, one ought not to
condemn a harpsichordist who cannot afford an
expensive instrument. At present, many beautiful ones
are being built, based on Italian, Flemish, French and

(Continued, page 14)
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English models. Reproductions of German instruments
of Bach’s time, on the other hand, are hardly to be
heard at all. In June 1974, I received a letter from a
leading harpsichord workshop, stating: “It seems to us
that tﬁe most generally valid instruments are the
French 18th-century type . . . ” What has this to do
with fidelity to historical sound?

We now play for the most part on much more beau-
tiful instruments than our fellow harpsichordists did
some 30 years ago and more, but only rarely do we
play with a more faithful sound than formerly. Cou-
perin said that one should always have a well-quilled
instrument. “I can understand, however, that there are
people to whom it is a matter of indifference, since
they play equally badly on any instrument.”'55 The
quality of the musical accomplishment should always
be accounted more important in judging a harpsichor-
dist than his purse.

We should be much more aware that a historically
valid and faithful performance is not and will not be
possible. Too many of the factors needed for this can-
not be reproduced. All attempts by musicians can only
bring us somewhat closer. So far as the public is con-
cerned, even this is not possible.

During my student years, the harpsichord was hardx
ly known. Bach was played on the piano, mainly in
concert transcriptions. Later, when it was discovered
that Bach ought to sound different from Liszt, but still
at the modern piano, the new Bach style was created:
strict adherence to the text, metronomic rhythm, and
terrace-dynamics were the criteria of this period. This
was also the style that finally was transferred to the
harpsichord. In Vienna in 1950, I presented a series of
lectures in which I tried to convince musicians and the
public that such an interpretation of baroque music
was against its nature, and in no way conformed to
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what one could read about it in old treatises. I should
never have thought it could be necessary scarcely three
decades later to take up the cudgels against exaggera-
tions that in the name of historical performance prac-
tice reduce the fundamental tenets of early teaching
about interpretation ad absurdum.

We must confront the fact that in a time span of
only 60 years, two radically divergent styles of inter-
pretation have been championed, both of which in any
case rest on false premises. We face the fact that in this
period of time a third style of interpretation has been
evolved, founded on historical bases, and is now threat-
ened by exaggerations and mannerisms with being led
further and %urther from these foundations.

One could become very discouraged by all this. But
hope is offered by a dictum of Bollioud de Mermet: “I
declare, that in the arts, as in all other things, a certain
truth is found in all times and tribes . . . Reason and
nature, which are both unchanging, have established
rules that cannot be bested by the fancies and oddities
introduced by artists. 156

It is no small task to enter the lists for “a certain
truth.” But if it succeeds in making a few of my read-
ers reflect, so that, they will no longer uncritically
accept in the future whatever passing fashion seems to
demand that they accept, then the purpose of this
essay will have been accomplished.

Howard Schott has written extensively on the harpsichord
and has played widely as a recitalist. He earned his doctorate
at Oxford University and is a regular contributor to Early
Music and The Musical Times. Dr. Schott’s edition of the
complete keyboard works of Froberger is appearing in the
“Le Pupitre” series published by Heugel et cie. The present
article was originally published in Organa Austriaca Il with the
title “Zur heutigen Auffiihrungspraxis der Barockmusik.”
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Management

William Albright, noted American
composer, organist, and pianist, has
joined the roster of Murtagh/McFarlane
Artists Management. A graduate of The
Juilliard Schovl and the University of
Michigan, Dr. Albright is Associate Pro-
fessor of Composition at the University
of Michigan, where he is also Associate
Director of the Electronic Music Studio.

He is also a church musician and has
been music director for the First Unitar-
ian Church of Ann Arbor for more than
a decade.

As a composer, he has been the recip-
ient of many awards, among which are
the Queen Marie-Jose Prize, Fulbright
and Guggenheim Fellowships, two
Koussevitzky Composition awards, the
American Academy of Arts and Letters,
and a Distinguished Service Award
from the University of Michigan. Al-
though he is known primarily for his
keyboard works, he has written for
almost every medium. C. F. Peters is the
principal publisher of his compositions.

William Albright has been a guest
performer for two regional and national
A.G.O. conventions, for the Internation-
al Contemporary Organ Music Festival
at Hartt College, the 1981 International
Organ-Art Festival in Vienna, the Soci-
ety for Contemporary Music (Mon-
treal), as well as for many other festivals
and recital series. His organ works are
available on the CRI and Nonesuch
labels.

Here
&
There

The American composer Ross Lee Fin-
ney, who has written five organ fantasies,
among many other works, was honored with
a program of his music at the University of
Michigan School of Music in Ann Arbor on
Feb. 6. A member of the National Institute of
Arts and Letters and the American Academy
of Arts and Sciences, Mr. Finney taught for
many years at the Michigan school. This and
other honors during the current year honor
his 75th birthday.

The Cambridge Concentus Chorus and
Instrumental Ensemble, directed by Robert
Schuneman, was heard in a program of
sacred cantatas from the high baroque on
Jan. 16 at the First Church, Congregational,
in Cambridge, MA. The cantatas, accompan-
ied by period instruments, were Wenn der
Herr die Gefangen zu Zion by Jakob Weck-
mann, Jauchzet dem Herren alle Welt of
Nicolaus Bruhns, and J. S. Bach’s Gottes Zeit
ist die allerbeste Zeit.

WHERE TRADITION LIVES

[ 3

a i heard!

The “RODGERS Organ Showroom”

ments.

Visit us at Carnegie Hall. See, hear and play Rodgers
Organs in an incomparable setting. The instruments
range from completely self-contained models through
the magnificent 3-manual, wind-blown, pipe-augment-
ed organs, all built to strict AGO specifications and to
Rodgers traditional design concepts.

The new Rodgers classic 2-manual pipe-
augmented cabinet organs present a revolutionary
combination of modern electronics and traditional
pipes, resulting in lowered costs and a sound that is
truly breathtaking. The 3-manual theatre with its real

organists too.

at Carnegie Hall

Originally called Chapter Hall, this 90 year
old room which served as a theatre, poetry
center and rehearsal hall, remains much
the same today. The detailed plaster work,
rococo stage ornamentation and old world
ambiance make a superb acoustic and
esthetic setting for the King of Instru-

Glockenspiel and authentic Tibias will delight theatre

s Organists, consultants are always available
to answer your musical or technical questions.

= We'll demonstrate how the Rodgers can be tailored
to your voicing tastes. If you require the principals
brighter, we'll brighten them for you. Want more
fire in the reeds? It’s possible, thanks to Rodgers

and CBS engineering skills.
Come in and register for future Workshops and

Recitals by prominent organists. Register too, for
our new series of organ classes.

Hold your next AGO Chapter, ATOS, Music Club
or Society meeting at The Rodgers Showroom. Call
or write for details.

SHOWROOM HOURS

Monday through Friday, 9:30 A.M.-5P.M.
Saturday, 10 A.M. -3 P.M.
Other times by appointment

RODGERS

Organ

SO\ Showroom /¥8N

Telephone (212) 582-0032

Out of town, call collect

154 WEST 57th STREET (at CARNEGIE HALL) NEW YORK, N. Y. 10019
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Announcements

The Organ of Peterborough Cathedral

A week of musical celebration will be
held from July 11-18 to mark the return
to use of the organ at Peterborough
Cathedral, following its complete resto-
ration by Harrison & Harrison of Dur-
ham. The work has extended over the
past two years. Major work on the organ
was done previously in 1871, 1894, and
1930.

Recitals will be played in the Cathe-
dral by George Thalben-Ball, Christo-

her Robinson, Peter Hurford and Car-
o Curley. Gillian Weir will play organ
concertos by Haydn and Poulenc with
the Wren Orchestra, and five commis-
sioned works, all using organ, will be
performed in the course of the week.
There will also be daily evensongs.

There will be lunchtime recitals each
day, an exhibition of organs, and a dis-
play of photographs showing some of
the outstanding organ cases and organs
in the diocese of Peterborough. One of
the finest examples of Norman architec-
ture, the Cathedral was built largely
between 1118 and 1238. For further
information write The Artistic Director,
Norman Hall, Minster Precincts, Peter-
borough PE1 1XX, England.

The 1982 Congress of the Incorpo-
rated Association of Organists (IAO)
will be held in Oxford, England from
August 22-28. Recitalists will include
Jane Parker-Smith, David Sanger, Jean
Guillou, and Gillian Weir, who will pre-

trips, visits to Blenheim Palace, Oxford’s
museums, and special exhibitions. Jean
Gillou will lead a week-long course on
improvisation. For further information,
write Philip Brereton, 18 Duffins Close,
Rochdale, Lancs OL12 6XA, England.

Gustav Leonhardt, Dutch harpsi-
chordist and organist, will play the dedi-
cation recital of the new Taylor and
Boody organ at North Presbyterian
Church, Cincinnati, OH on Octo{)er 23.
The University of Dayton and the His-
toric Keyboard Society will sponsor a
symposium on “Froberger and His Con-
temporaries.” For information write Dr.
Richard Benedum, Music Division
Head, University of Dayton, Dayton,
OH 45469.

Competitions

Finalists in the Ruth and Clarence
Mader Memorial Scholarship Fund
Competition performed at Pasadena
Presbyterian Church, Pasadena, CA on
April 24. Edward Murray was the first-
p]gce winner. Glenn Kime and Carey
Coker-Robertson also won awards.
Judges for the competition were Daniel
Cariaga, Los Angeles Times music crit-
ic; Ro%ert Clark, Arizona State Universi-
ty; and Roberta Gary, College-Conser-
vatory of Music, Cincinnati.

Mr. Murray played Trio Sonata 6,
Bach; Shimah B Koli-Psalm 130, Persi-
chetti; and Fantasia & Fugue in D
Minor, Op.135b, Reger. He is a student
in the graduate program at Southern
Methodist University, where he studies
with Robert Anderson. His undergradu-
ate study was with Mildred Andrews
Boggess at the University of Oklahoma.
He will also appear with the Dallas Civ-
ic Orchestra later this season as the key-
board division winner in the concerto
competition.

Glenn Kime is a graduate student at
the University of Southern California,
where he studies with Cherry Rhodes.
His undergraduate study was at Syra-
cuse University, where he studied with
Will Headlee. He also studied one
semester in London with Gillian Weir.

Carey Coker-Robertson is workin
toward a DMA at the University o
Southern California, where she also re-
ceived the master’s degree studying
with Cherry Rhodes. As an undergradu-
ate, she was a student of David Britton.

C. Edward Murray, 25, a student of
Robert Anderson at Southern Methodist
University, Dallas, was named winner
of the twenty-third annual National Or-

an Playing Competition at First Pres-
Eyterian Church, Fort Wayne, IN on
March 13. He competed against seven
others in the finals, which had been
reduced from a field of 62 contestants.
He was awarded a cash prize and will
give a recital at the church as part of the
church’s Music Series. Mr. Murray was
an undergraduate student of Mildred
Andrews Boggess at Oklahoma Univer-
sity and has won several other important
competitions previously. He is organist
at St Stepgen United Methodist
Church, Mesquite, TX.

First runnerup in the Ft. Wayne
competition was R. David Higgs, Up-
per Montclair, NJ. Other finalists in-
cluded Timothy Albrecht, Samuel J.
Carabetta, Janette Fishell, Marilyn
Kielniarz, Mollie Shuler, and Kenneth
Sotak. Judges for the final competition
were Robert Glasgow, Will Headlee,
and John Obetz.

Twenty-six students from seven Tex-
as universities participated in the 12th
annual organ competition at First Pres-
byterian Church, San Antonio, on
March 20. Contestants in the under-
graduate division were required to play
Bach’s Prelude and Fugue in D Major,
BWYV 532, as well as two stanzas of an
assigned hymn and an organ work of
their choice. First and second-place
winners, respectively, were James E.
Jordan, Jr. and Derek Nickels, both of
whom are students of Robert Anderson
at Southern Methodist University, Dal-
las. Third-place winner was Joel David
Martinson, a student of Charles Brown
at North Texas State University.

Contestants in the graduate division
were required to play Bach’s Fantasy
and Fugue in G Minor, BWV 542, and
also two stanzas of an assigned hymn
and an organ work of their choice. First
and second-place winners were Edward
Murray and Randal T. McGlade, stu-
dents of Robert Anderson, Southern
Methodist University. Third-place win-
ner was Paul Rutz, University of Texas-
Austin, student of Frank Speller.

Judges for the event were Cherry
Rhodes and Ladd Thomas, from the
University of Southern California.

The annual organ scholarship compe-
tition at the College-Conservatory of
Music, University of Cincinnati, re-
sulted in four students receiving cash
awards and a full-tuition scholarship.
Three awards in the graduate division
were won by Glenn Burdette, a 1980
graduate of Oberlin College; Mark
Bailey, a graduate of Oberlin College
and the College-Conservatory; and Rus-
sell Freeman, a graduate of the Univer-
sity of Louisville. Winner in the under-
graduate division was Angela Riccar-

o.

Judges for the competition were Clar-
ence Ledbetter, Arcadia University,
Nova Scotia; William Porter, Oberlin
College; and Russell Saunders, Eastman
School of Music.

The eighth annual organ competition
at Bowling Green State University,

Ohio, was held on Feb. 20. Laurie Git-

tinger, student of Charles Garret and

Vernon Wolcott, was the winner. She is

a senior at Port Clinton High School and

;)lrga:inist at St. Joseph’s Church, Marble-
ead.

Finalists in the 23rd annual National Organ Playing Competition at First Presbyterian Church, Ft. Wayne, IN, are pictured above. Back row (left to
right): Mollie N. Shuler, R. David Higgs ( first runnerup), C. Edward Murray (winner), and Marilyn A. Kielniarz; front row (left to right): Kenneth M.
Sotak, Janette Fishell, Timothy E. Albrecht, and Samuel J. Carabetta, Jr. Judges pictured above (left to right): John Obetz, Will Headlee, and
Robert Glasgow.

sent a recital of her choice of wedding
music, complete with models in wed-
ding dresses supplied by Berketex of
London. There will also be tours, river
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The Montgomery AGO Chapter
sponsored its second annual student or-
gan-playing competition on Feb. 6, un-

er the direction of David Bowman,
Alabama State University. Marilyn Ma-
son was judge for the event. Twelve stu-
dents from four Alabama colleges par-
ticipated.

First-place winner was Jonathan
Biggers; second-place winner was Carla
Edwards, and Dale Williams won
third-place.

The first-place winner was awarded a
cash prize and a Guild-sponsored recital
next season in Montgomery. After the
competition and a luncheon, Dr. Mason
presented a lecture-demonstration of
French baroque keyboard practice,
with examples from Couperin’s Messe
des Couvents.

An original hymn composition con-
test was sponsored by the University
Baptist Church, Minneapolis, MN in
celebration of the installation of a 30-
rank tracker organ built by Lynn Dob-
son, Lake City, IA. More than 80 com-
positions were submitted by 55 compos-
ers from across the U.S. All entries were
judged anonymously by a committee of
the church in consultation with Thomas
Lancaster, professor of music at the
University of Minnesota. Hymns were
judged on maturity of theological con-
cepts, suitability of music to text and
mandatory use of non-sexist language.

Winners of the competition were Eu-
gene H. Bonham, Oklahoma City, OK;
Robert Buckley-Farlee, Minneapolis,
MN; Keith C. Linney, Woodbury, MN;
and Curt Oliver, St. Paul, MN. Winnin
composers received cash prizes and wiﬁ
have their compositions featured in a
concert on the music series at the
church.

Honors

Cynthia Bellinger Sajnovsky, assis-
tant professor of music at the University
of Guam, has been awarded a second
grant from the National Endowment for
the Arts. She performed organ concerts
in February and April, 1982, on the only
pipe organ on Guam. Dr. Sajnovsky was
the organist of Second Baptist Church,
St. Louis, MO from 1973-79 and taught
at Belleville Area College, Belleville, IL
before assuming her teaching position
on Guam in 1979.

The distinguished British organist Dr.
George Thalben-Ball was included on
the Queen’s New Year’s Honours List
for 1982. The Knighthood recognizes Sir
George for his lifetime of service to
music. Now 85, he retired last year after
62 years as organist of Temple Church,
London. He still serves as Birmingham
City Organist.

Robert Glasgow? professor of organ
at The University of Michigan, has been
honored by his faculty colleagues in the
School of Music with the 1982 Harold
Haugh Award “for excellence in private
studio teaching.” The official citation
specifies that, in this context, * ‘excel-
lence’ will include a high degree of con-
cern for the individual student as a per-
son of worth, and acceptance and en-
couragement of the student regardless
of the student’s status and attainment.”

A graduate of the Eastman School of
Music, where he earned the B.Mus. with
distinction, the M.Mus., and the Per-
former’s Certificate, he tours extensive-
ly as a performer and as a teacher of
master classes and workshops.
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1982 National Convention

June 21-25

Pacific-Northwest

BLANCHARD:
ORGANS OF OUR TIME |l
71 KLAIS STOPLISTS
171 Pages, 82 Photos $21.00

LINDOW:

HISTORIC ORGANS IN FRANCE
144 Pages, llustrated $21.00
LINDOW: A LITTLE ORGAN LEXICON
40 Pages $7.00
THE TWO TOGETHER $23.00
KLAIS: THE BAMBOO ORGAN
292 Pages, lllustrated $30.00

CATHEDRAL ORGAN POSTERS
(In Color) Berlin — Graz — Trier
162" x 23%" 3 for $8.00

Postpaid in U.S.A. when check
accompanies order
(Ohio residents add 4.5% sales tax)
THE PRAESTANT PRESS
P.O. Box 43
Delaware, Ohio 43015

For Convention registration materials, write:

Beth Barger, Convention Registrar
2306 Franklin Avenue East
Seattle, Washington 98102

T'S READY

The Reisner video program, “The Pipe
Organ: Yesterday, Today and Forever,”
presented at the 1981 A.I.O. Convention in
Cleveland has undergone final production
and is ready for distribution. Developed to
stimulate sales in the pipe organ industry, this
twenty-minute video tape contains vital facts
to aid your sales presentation. It includes a
brief description of how a pipe organ works,
its history, and the many advantages of
ownership. This valuable sales tool is available
now for just $35.00.

To order an audio-visual presentation,
fill in the order form and mail it to: A
REISNER, INC.
240 North Prospect Street
P.O.Box 71
Hagerstown, Md 21740

Kimber- Bllen, Ine.

Box 4058, C.R.S.
Johnson City, TN 37601
615-282-4473

Qua/ify Organ Componen (]

THE WICKS ORGAN COMPANY

HIGHLAND, ILLINOIS 62249
Pipe Organ Craftsmen Since 1906

COMPACT ORGANS

These small organs offer space-saving design and custom scaling
and voicing. They are ideal for churches and serious musicians who
require the quality and clarity that only the pipe organ can provide.

The Classic 3 (left) has three ranks of pipes and sells for $15,644
plus transportation. The Portative (below) has two ranks of

pipes and sells for $10,409 plus transportation.

It is also available with a 16’ Subbass. Prices

MANUAL | include installation. Write for information.

8' Gedeckt 61 Pipes

8’ Gemshorn )

4’ Prinzipal 61 Pipes t ¢

2' Prestant 12 Pipes

MANUAL I J

8' Gemshorn 49 Pipes

4' Koppelflote 12 Pipes

2' BlockflGte 12 Pipes
1 V3" Spitzquint 24 Pipes

PEDAL

16" Subbass 12 Pipes
8' Bordun

4' Choralbass

2' Gemshorn

4’ Koppelfiote12 Pipes
1 /3" Spitzquint 12 Pipes
PEDAL

MANUAL |
8' Copula 61 Pipes
4" Gemshorn 12 Pipes

2" Blockflote 12 Pipes 8" Gedeckt
MANUAL Il 4' Fidte
8' Gemshorn 49 Pipes 2' Choralbass

APRIL, 1982
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The Noack Organ Co., Inc., George-
town, MA, has built a large 3-manual
organ for Grace Episcopal Church,
Grand Rapids, MI. Casework is of solid
white oak. The carvings were designed
and carved by James Lohman. John
Hamersma is organist-choirmaster of
the church. A dedicatory recital was
played on September 20 by Huw Lew-
is.

GREAT

Bourdon 16"

Principal 8

Second Principal 8’

Chimney Flute 8"

Octave 4’

Twelfth 2-2/3

Fifteenth 2

Cornet V 8 (Tenor F)

Mixture V-VI

Trumpet 8

Clarion 4’

SWELL
Stopt Flute 8
Viola 8
Celeste 8 (TC)
Violin 4’
Chimney Flute 4’
Cornet lll (Middie C)
Principal 2
Quinte 1-1/3’
Hautbois 8

POSITIVE
Gedackt 8’
Principal 4"
Recorder 4
Nazard 2-2/3"
Gemshorn 2/
Tierce 1-3/5'
Piccolo 1
Sharp Il
Bassoon 16
Cremona 8

Grand Bourdon 32’
Open Bass 16
Bourdon 16’
Principal 8’
Stopt Flute 8
Octave 4"
Night Horn 2
Mixture IV
Trombone 16"
Trumpet 8
Clarion 4
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Lewis & Hitchcock, Inc., Vienna, VA
has completed a 1-manual mechanical-
action instrument for the Amherst Bap-
tist Church, Amherst, VA. The case of
white-enameled birch has walnut trim.
Manual keys are of elm and ebony; ped-
als are of maple and walnut. All stops
divide at Middle-C. The Cornet Il is tre-
ble only.

MANUAL
Principal 8” 49 pipes
Gedeckt 8’ 44 pipes
Octave 4’ 56 pipes
Dolce 4’ 56 pipes
Gemshorn 2° 56 pipes
Mixture Il 124 pipes
Cornet Il 64 pipes

PEDAL
Subbass 16" 32 pipes
Manual coupler

McManis Organs, Inc., Kansas City,
KS' has expanded to 3 manuals and 35
ranks a 1920’s-vintage II/15 Pilcher it
had redesigned and enlarged in 1958 at
St. James Episcopal Church, Tex-
arkana, TX. A new exposed Great
mounted on the chancel wall opposite
the existing organ chamber freed the

New Organs

former Great chest for use in the new
Positiv. A new stopkey console utilizing
solid state coupling and combination
action controls the expanded resources
of the organ. Organist Wendell Blake
collaborated with Charles McManis in
the tonal design.

‘Chuck Eames, Charles McManis,
members, American Institute of Organ-
builders.

GREAT
Preslant 16" 12 pipes
Principal, 8’ 61 pipes
Rohrfite 8" 61 pipes
Octave, 4’ 12 pipes
Rohrfitste, 4’ 12 pipes
Nazard, 2-2/3' 61 pipes
Waldfiste, 2° 61 pipes
Mixture -V 220 pipes

SWELL
Gedeckt, 16’ 61 pipes
Stiliiste, 8° 61 pipes
Gemshorn, 8”61 pipes
Gemshorn Celeste 8', 49 pipes
Principal 4’, 61 pipes
Harmonic Flute, 61 pipes
Octave, 2’ 61 pipes
Scharf lll, 183 pipes
Trumpet, 8’ 61 pipes
Tremolo

POSITIV
Gedeckt, 8’ 61 pipes
Spitzfisite, 4’ 61 pipes
Principal, 2 61 pipes
Langot, 1-1/3' 61 pipes
Sesquialtera Il, 122 pipes
Cybel lll, 183 pipes
Krummhorn, 8° 61 pipes
Tremolo

PEDAL
Prestant, 16” 32 notes
Subbass, 16’ 32 pipes
Lieblich Gedeckt, 16" 32 noles
Quinte, 10-2/3’ 32 notes
Principal, 8" 32 pipes
Gedeckt, 8’ 12 pipes
Oclave, 4’ 12 pipes
Gedeckt, 4’ 32 notes
Octave, 2’ 12 pipes
Contrafagotto, 32’ 12 pipes
Contrafagotto, 16’ 32 pipes
Fagotto, 8’ 12 pipes
Fagotto, 4" 12 pipes
Krummhorn, 4° 32 notes

A new 3-manual and Pedal organ, by

Austin Organs, Inc., has been installed
in the Gillfield Baptist Church, Peters-
burg, VA. The organ utilizes a duplexed
Great/Positiv division for the added
flexibility of a 3-manual instrument.
Pipes of the Great 8’ Principal and Pedal
8’ Octave are in the facade. Extensive
modifications of the chancel were car-
ried out for the installation of the organ.
It is located across the front of the sanc-
tuary.
Dr. Carl Harris, chairman of the music
department of Virginia State University,
was consultant. Vernon A. Thrift, area
representative for Austin Organs, Inc.,
handled contract negotiations.

GREAT
Principal 8’
Holzgedack! (Positiv) 8
Oclave 4
Koppelfiste (Positiv) 4
Spitzprincipal (Positiv) 2
Mixture (i

SWELL
Spitzfitte 8°
Fitste Celeste (TC) 8’
Prestant 4
Schart lll
Trompette 8’
Tremulant

POSITIV
Holzegedack! 8’
Koppelfiite 4’
Spitzprincipal 2
Quint 1 1/3’
Krummhom-Regal (TC) 8’
Tremulant

PEDAL
Bourdon 16
Octave 8'
Fiste (Positiv) 8
Super Octave 4’ 12 Pipes
Trompette 16" 12 Pipes
Krummhorn-Regal (Positiv) 4’

The Fritzsche Organ Co. of Allentown,
PA' has completed the installation of a
2-manual electro-pneumatic organ in
the Bower Memorial United Methodist
Church, Berwick, PA. The installation
replaces a 1916 Mdller organ. Some of
the existing pipes were re-used in the
design. Clair Johannsen, director of mu-
sic at Trinity Lutheran Church, Hagers-
town, MD, played the dedicatory recital.
Douglas Major, assistant organist and
choir director of the Washington Cathe-
dral, also presented a program.

‘Robert O. Wuesthoff, Patricia Hock-
man, members, American Institute of
Organbuilders.

GREAT

(unenclosed)
Principal 8’ 61 pipes
Bourdon 8’ 61 pipes
Dolce 8’ 61 pipes
Oclave 4’ 61 pipes
Koppel Flute 4’ 61 pipes
Fourniture IV 244 pipes

SWELL

(expression)
Gedeckl 8’ 61 pipes
Salicional 8 61 pipes
Vox Celeste (TC) 8’ 49 pipes
Principal 4’ 61 pipes
Harmonic Flute 4” 61 pipes
Nazard 2-2/3’ 61 pipes
Flute 2’ 61 pipes
Terz 1-3/5° 61 pipes
Oboe 8’ 61 pipes
Trompette 8’ 61 pipes
Tremulant

PEDAL
Principal 16’ 32 pipes
Bourdon 16’ 32 pipes
Principal 8"
Flute 8’
Octave 4’ 32 pipes
Fagot 16" 32 pipes
Fagol 8
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Visser-Rowland Associates, Houston,
TX® has built a 14-stop organ for Zion
Lutheran Church, Tomball, TX. The case
is made of oak, and the action is entirely
mechanical. The Hauptwerk and Pedal
are integrated onto a single windchest
with tierce layout.

‘Pieter A. Visser, Jan Rowland, Kath-
leen Schmidt, members, American Insti-
tute of Organbuilders.

HAUPTWERK
Rohrfkste 8
Praestant 4
Waldfiste 2/
Sesquialtera Il
Mixtur IV

RUCKPOSITIV
Gedeck! 8’
Kleinflste 4
Prinzipal 2’
Larigot 1-1/3
Krummhorn 8’

PEDAL
Subbass 16
Gedeck! 8
Choralbass 4’
Dulzian 16"
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The Hendrickson Organ Co., St. Pet-
er, MN' has completed a 2-manual or-
gan of 21 stops, 27 ranks for the Church
of St. Peter, St. Peter, MN. Key and stop
action are mechanical, and the console
is reversed and detached. The facade
pipes are polished aluminum. A dedica-
tory recital was played on January 21 by
David Engen.

*Charles Hendrickson, David Engen,
members, American Institute of Organ-
builders.

GREAT

Bourdon 16’ 56 pipes
Principal 8" 56 pipes
Koppelfitte 8’ 56 pipes
Dolce 8 47 pipes
Oclave 4’ 56 pipes
Spitzflste 4’ 56 pipes
Waldflte 2’ 56 pipes

The Holtkamp Organ Co., Cleveland,
OH has completed a 3-manual organ for
the First Congregational Church
(UCC), Madison, WI. Key action is me-
chanical, and stop action is electric.
The console is detached. The organ
case is done in plain sliced red oak, and
the keys have naturals of plumwood and
sharps of palisander.

GREAT
Pommer 16’ 61 pipes
Principal 8’ 61 pipes
Rohrgedackt 8’ 61 pipes
Octave 4’ 61 pipes
Spitzflote 4’ 61 pipes
Superoctave 2° 61 pipes
Mixture IV 244 pipes
Trumpet 8’ 61 pipes

SWELL
Gamba 8’ 61 pipes
Voix Celeste 8’ 56 pipes
Hohlflote 8’ 61 pipes
Principal 4" 61 pipes
Harmonic Flute 4’ 61 pipes
Waldflote 2 61 pipes
Larigot 1-1/3’ 61 pipes
Scharf IIt 183 pipes
Cromorne 16’ 61 pipes
Schalmey 8’ 61 pipes
Tremulant

SOLO
Copula Major 8’ 61 pipes
Copula Minor 4’ 61 pipes
Cornet Il 183 pipes
Fantara 8’ 49 pipes

PEDAL
Principal 16" 32 pipes
Pommer 16
Octave 8 32 pipes
Flute 8’ 32 pipes
Choral bass 4’ 32 pipes
Rauschbass Il 96 pipes
Posaune 16’ 32 pipes

APRIL, 1982

Kornet Il 2 2/3° 72 pipes
Mixture IV-VI 292 pipes
Trumpet 8’ 56 pipes
Tremulant

SWELL
Gedackt 8’ 56 pipes
Salicional 8’ 56 pipes
Celeste 8’ 44 pipes
Spitzgedackt 4’ 56 pipes
Principal 2’ 56 pipes
Quintfite 1 1/3’ 56 pipes
Cromorne 8’ 56 pipes
Tremulant

PEDAL
Subbass 16’ 32 pipes
Principal 8" 32 pipes
Choral Bass 4’ 32 pipes
Fagott 16’ 32 pipes

Hammes-Foxe Organs, Inc., Butler,
WI has completed a 2-manual organ of
18 stops and 21 ranks for Grace Presby-
terian Church, Beaver Dam, WI. The
instrument has mechanical key action
with electric stop action and solid-state
combination action. Keyboards have
walnut sharps and boxwood naturals.
The winding is steady, and the tuning is
equal temperament. Hugo Gehrke, Con-
cordia College, Milwaukee, served as
consultant and as dedicatory recitalist.

GREAT
Principal 8’ 56 pipes
Chimney Flute 8’ 56 pipes
Octave 4’ 56 pipes
Koppelflute 4’ 56 pipes
Flageolet 2’ 56 pipes
Mixture IV 244 pipes
Trumpet 8’ 56 pipes
Swell to Great

SWELL
Bourdon 8’ 56 pipes
Gamba 8’ 56 pipes
Celeste 8" 44 pipes
Flauto Traverso 4’ 56 pipes
Nazard 2 2/3’ 56 pipes
Principal 2" 56 pipes
Tierce 1 3/5 56 pipes
Quint Zimbel Il Prepared
Oboe 8’ 56 pipes
Tremulant

PEDAL
Bourdon 16’ 32 pipes
Violone 8’ 32 pipes
Principal 4’ 32 pipes
Bassoon 16’ (Prepared)
Great to Pedal
Swell to Pedal
Zimbelstern

Windsong Studios

----designers and makers of fine brass instruments
take pride in offering Brass Trumpet and Brass Saxophone resonators.

Windsong Studios is proud to add to its list of brass products,
these reproductions of the now famous, Wurlitzer Brass Trum-
petand Brass Saxophone. These resonators were scaled from
the original Wurlitzer sets that were found in the larger instru-
ments made by the Wurlitzer Company. Some low notes in
both the Trumpetand Saxophone sets have been changedtoa
more extended length to overcome certain voicing and tonal
regulation problems sometimes encountered.

Our brass resonators were re-created by one of our staff
who apprenticed horn making from one of the world’s best
known artisans in the field. These resonators are built entirely
seemless, through a method developed and handed down
through this family of craftsmen.

When delivered to you, the brass resonators are buffed and
laquered and ready to install.

Onspecial request, we can also offer the total package of the
finished and voiced pipe through our arrangements with one
of the country’s top reed pipe builders.

Finally, we can offer ninety days delivery on all sets of reso-
nators. On orders including building of the tone producing
elements, delivery time will be quoted at time of order.

Price:
Brass Trumpet Resonators ............ Bl NOES: . . vumpanaus $2700
Brass Saxophone Resonators....... 49 reeds/12 flues ...... $1700

Terms: 20% deposit per set.

Sole selling agents:
MIDWEST ORGAN SPECIALTIES
Post Office Box 19232
Indianapolis, Indiana 46219
Telephone: (317) 638-6211

Excellence
in pipe organ building
since 1875

I NC ORPORATTETD

P.O. Box 149

Hagerstown, Maryland 21740 Phone: 301 — 733-9000

NOTRE DAME Organ
Graduate Study Music &

Liturgy
Department of Music

NOTRE DAME ¢ INDIANA ¢ 46556

STEINER
ORGANS

Incorporated

[
l 1138 Garvin Place
Louisville, Kentucky 40203

+SIMPLICITY—ACCESSIBILITY— RELIABILITY—TONAL SUPERIORITY—DURABILITY— QUALITY

AUusTIN ORGANS, INC.

ORGAN ARCHITECTS AND BUILDERS

Since 1893

156 WOODLAND STREET- HARTFORD, CT. 06105 (203)522-8293

MEMBER: ASSOCIATED PIPE ORGAN BUILDERS OF AMERICA
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Visser-Rowland Associates, Houston,
TX® has built a nine-stop organ for Han-
kamer Chapel at Second Baptist
Church, Houston. The main case of the
organ is cantilevered over the reversed
console. Key and stop action are me-
chanical. The organ was designed by
Jan Rowland, and pipe shades were
made by Tim Johnson.

‘Jan Rowland, member, American In-
stitute of Organbuilders.

HAUPTWERK
Rohrflste 8
Prinzipal 4
Waldfiste 2/
Mixtur il

POSITIV
Gedeckt 8
Kleinfiste 4’
Prinzipat 4’
Larigot 1-1/3"

PEDAL
Subbass 16"

The Fritzsche Organ Co. of Allentown,
PA’ has completed the installation of a
3-manual electro-pneumatic organ in
Trinity Evangelical Lutheran Church,
Bangor, PA. Several ranks of the 1928
Moller organ were retained. Richard
Matlock, director of music, collaborated
on the design and specification.

*Robert O. Wuesthoff, Patricia Hock-
man, members, American Institute of
Organbuilders.

GREAT

(unenclosed)
Principal 8’ 61 pipes
Hohiflute 8’ 61 pipes
Octave 4’ 61 pipes
Harmonic Flute 4’ 61 pipes
Fifteenth 2’ 61 pipes
Fourniture IV 244 pipes

SWELL

(expression)
Principal 8’ 12 pipes
Gedeckt 8’ 61 pipes
Salicional & 61 pipes
Vox Celeste (TC) 8’ 49 pipes
Flute Traverso 4’ 61 pipes
Nazard 2-2/3’ 61 pipes
Block Flute 2’ 61 pipes
Terz 1-3/5' 61 pipes
Oboe 8 61 pipes
Trompette 8’ 61 pipes
Tremulant

ANTIPHONAL
(expression)
Clarabella 8" 61 pipes
Dolce 8’ 61 pipes
Unda Maris 8’ 61 pipes
Flute Celeste (TC) 8’ 49 pipes
Gemshorn 4’ 61 pipes
English Horn 61 pipes
Tremulant

PEDAL
Diapason 16 32 pipes
Bourdon 16’ 32 pipes
Principal 8’ 32 pipes
Flute 8
Choral Bass 4’ 32 pipes
Flute 4
Super Octave 2/
Bombarde 16’ 32 pipes
Trumpet 8
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Appointments

Stewart Scharch has been appointed
director of music and organist at the
Cathedral of Our Lady of the Rosary,
San Bernardino, CA. He received an
undergraduate degree in organ perfor-
mance from the University of Wiscon-
sin, Madison, and the Master of Church
Music from the University of Michigan.
Mr. Scharch is a member of Pi Kappa
Lambda. He has studied with John
Wright Harvey, Michael Schneider,
Marﬁyn Mason, and Robert Glasgow.

Peter DuBois has been appointed
director of music and organist for Christ
Church United Methodist, Charleston,
WV. He is a 1980 graduate of the East-
man School of Music, where he studied
with David Craighead. He was a recipi-
ent of the David M. Falk Scholarship
and was designated a Rochester Nation-
al Scholar. He is completing require-
ments for the Master of Music degree at
the University of Michigan as a student
of Robert Glasgow. He has also studied
with David Mulbury, Clyde English,
and Marie Boette.

Catharine Crozier has been ap- .

pointed to the position of distinguished
professor of music at Whittier College,
Whittier, CA. She joined the faculty
there last year as artist-in-residence. Her
performances of Ned Rorem’s Quaker
Reader at the Whittier Quaker Festival
in November, 1981, received outstand-
ing critical acclaim.

In September, 1982, Catharine Cro-
ier and Orpha Ochse, professor of
music and college organist, will inaugu-

rate a graduate program in organ at
Whittier College with study in organ

pedagogy, performance, and literature.

John Fenstermaker has been ap-
pointed staff organist of the Fine Arts
Museums of San Francisco. He shares
this appointment with Ludwig Altman,
long-time museum organist. Recitals are
given every Saturday and Sunday at the
California Palace of the Legion of Hon-
or, a museum which is devoted to
French art and culture. Its Rodin collec-
tion is especially renowned.

The instrument is a 4-manual EM.
Skinner organ built in 1924. It has seven
divisions, is highly unified and contains
traps: timpanum, bass drum, crash cym-
bal, castanets, triangle, snare drum and
wood block (plus harp, three sets of
chimes and three vox humana stops).
Fenstermaker, who is also organist and
choirmaster of Grace Cathedral in San
Francisco, succeeds Newton Pashley,
who died early this year.

Jayson Engquist has been appointed
organist and assistant director of music
at The First Congregational Church,
Old Greenwich, CT, where he will assist
Richard Vogt, minister of music. Mr.
Engquist is a graduate of St. Olaf Col-
lege, Northfield, MN. He was formerly
organist at St. Mathew’s Episcopal
Church, St. Paul, MN, and Adath Jeshu-
run Synagogue, Minneapolis.

He has been a vocal coach intern with
the Minnesota Opera Company and has
sung as a baritone and countertenor
with The Concentus Music of Minnea-
polis. He has also sung with the Cathe-
dral of St. Mark Gregorian Singers and
the Dale Warland Singers, Macalaster
College, St. Paul.

Robert Parkins has been appointed
assistant professor at Ithaca College,
where he will teach organ and harpsi-
chord. He leaves a position as visiting
assistant professor at Duke University,
having served as chapel organist there
from 1975 to 1981. Mr. Parkins holds
degrees from the University of Cincin-
nati and Yale University. He has studied
with Gerre Hancock, Anton Heiller,
Ralph Kirkpatrick, Charles Krigbaum,
and Michael Schneider. his recording
of the Duke Chapel Flentrop organ,
Mendelssohn, Brahms, and 17th-centu-
ry Spain, has been released by Gothic
Records.

Frank Brownstead has been ap-
pointed director of the new Music Min-
istry programs at Mount St. Mary’s Col-
lege, Los Angeles. He is also director of
choral activities. He received under-
graduate degrees from the College of
Wooster, Ohio, and the Master of Sa-
cred Music from Union Theological
Seminary, New York City. He is also
minister of music at St. Philip’s Roman
Catholic Church, Pasadena, and a na-
tional instructor for National Pastoral
Musicians.

David Britton has been appointed
artist-in-residence at Mount St. Mary’s
College, Los Angeles. He will teach ser-
vice playing, repertory, and perfor-
mance. Dr. Britton received his under-
graduate degree from Oberlin Conser-
vatory. He received the Master of Music
and the DMA from the Eastman School
of Music. Dr. Britton is under manage-
ment with Artist Recitals and records
for the Delos label.
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Calendar

This calendar runs from the 15th of the month of
issue through the following month. The deadline is
the 10th of the preceding month (Jan. 10 for
Feb. issue). All events are assumed fo be organ
recitals unless otherwise indicated and are group-
ed within each date north-south and east-west.
* =AGO chapter event, * * =RCCO centre event,
+ =new organ dedication, + + =0HS event.

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

UNITED STATES
East of the Mississippi

15 APRIL

Jon Rollins; St Pauls Chapel, Columbia Univ,
New York, NY 12 noon

Stephen Hamilton; Virginia Intermont College,
Bristol, VA 8 pm

16 APRIL

John Rose; Trinity College, Hartford, CT 8:15
pm

Frederick Swann; Centennial ARP, Columbia,
SC 8 pm

Haydn Creation “Sing-in”; Trinity Cathedral,
Cleveland, OH 8 pm

17 APRIL

Choral concert; Sacred Heart Cathedral, Ne-
wark, NJ 8 pm

Baltimore Bach Soc; Zion Lutheran, Baltimore,
MD 8 pm

18 APRIL

Willan Mass in D; Church of the Advent, Bos-
ton, MA 11 am

Two Miracle Plays; Trinity Church, Boston, MA
8 pm

Mouton Missa “Alleluia”; St Ignatius Church,
New York NY 11 am

Organ, brass & percussion; Park Ave Christian,
New York, NY 2:30 pm

Grace Choral Soc; Grace Church, Brooklyn
Heights, NY 4 pm

Jon Rollins; St Thomas Church, New York, NY
5:15 pm

+Richard Heschke; Village Lutheran, Bronx-
ville, NY 4 pm

NJ Philharmonic Glee Club; Sacred Heart Cathe-
dral, Newark, NJ 3:30 pm

Ellen B Landis; Presbyterian Church, Camp
Hill, PA 7:30 pm

Jeffrey L Walker; Ist Presbyterian, Lancaster,
PA 7 pm

Baltimore Bach Soc; Our Lady of Perpetual
Help, Woodlawn, MD 8 pm

Thomas Hetrick, harpsichord; Cathedral of
Mary Our Queen, Baltimore, MD 5:30 pm

Cj Sambach; Georgetown Presbyterian, Wash-
ington, DC 4 pm

Capitol Brass; St Thomas More Cathedral, Ar-
lington, VA 7:30 pm

Randy Bourne; Church of the Epiphany, Dan-
ville, VA 7:30 pm

Frederick Swann; Greene Methodist, Roanoke,
VA 8 pm

Music from Austria & America; Emory Univ,
Atlanta, GA 3:30 pm

David Fishburn; St Philip Cathedral, Atlanta,
GA 5 pm

Karel Paukert; Art Museum, Cleveland, OH 2
pm

Jacques Desroches; Ist Congregational, Colum-
bus, OH 8 pm

Arthur Lawrence; All Saints Chapel, Howe, IN
4:30 pm

Charles Thompson; Our Lady of Mt Carmel,
Chicago, IL 8 pm

19 APRIL
°Student recital; Good Shepherd Lutheran, Lan-
caster, PA 7:30 pm

20 APRIL

Scholars of London; Trinity Cathedral, Cleve-
land, OH 8 pm

Karel Paukert; 2nd Presbyterian, Indianapolis,
IN 8 pm

21 APRIL
Cj Sambach; St Johns Church, Washington, DC
12:10 pm

22 APRIL

“The Italian Bach”; Ist Unitarian, Brooklyn
Heights, NY 8 pm

Lawrence Jessen; St Pauls Chapel, Columbia
Univ, New York, NY 12 noon

23 APRIL

Robert Edward Smith, harpsichord; Trinity Col-
lege, Hartford, CT 8:15 pm

Choral concert; St Peters Church, Morristown,
NJ 7:30 pm

APRIL, 1982

Bach Magnificat; National Shrine, Washington,
DC 8:30 pm

Schubertiad; Trinity Cathedral, Cleveland, OH 8
pm

24 APRIL

Alexander Anderson

Knowles Memorial Chapel
Rollins College
Winter Park, Florida 32789

robert anderson
SMD FAGO

Southern Methodist University
Dallas, Texas 75275

Huw Lewis; St Pauls Episcopal, Mus} MI

8 pm

25 APRIL

Plainsong Missa Paschalis; Church of the Ad-
vent, Boston, MA Il am

New England Gospel Ensemble; Immanual Con-
gregational, Hartford, CT 4 pm

Harmon Lewis w/double bass; § Congregation-
al, New Britain, CT 7:30 pm

Music for a Royal Occasion; Incarnation Cathe-
dral, Garden City, NY 4 pm

Grace Choral Soc; Old Ist Reformed, Park Slope,
NY 4 pm

Dufay Missa “Se la face ay pale”; St Ignatius
Church, New York, NY 11 am

Hampshire College Chorus; Christ & St Stephens,
New York, NY 4 pm

Bach & Mozart cantatas; Holy Trinity Chapel,
New York, NY 5 pm

Lloyd Davis; St Thomas Church, New York, NY
5:15 pm

John Rose; Reformed Church, Warwick, NY 4

m

Vaughan-Williams Sea Symphony; Sacred Heart
Cathedral, Newark, NJ 8 pm

Cj Sambach; Trinity Methodist, Rahway, NJ 7

pm

Handbell choir; Calvary UCC, Reading, PA 4
pm

John Herr; Good Shepherd Lutheran, Lancaster,
PA 8 pm

Joseph Stephens, harpsichord; Cathedral of
Mary Our Queen, Baltimore, MD 5:30 pm

Giles Cooke; Church of the Epiphany, Danville,
VA 7:30 pm

Haydn Creation; Newberry College, Newberry,
SC 4 pm

Lee Orr w/trombone; St Philip Cathedral, Atlan-
ta, GA 5 pm

Noriko Miyata; Art Museum, Cleveland, OH 2

pm

Handbell concert; Church of the Covenant,
Cleveland, OH 4 pm

Jean-Louis Gil; 7th-day Adventist, Kettering,
OH 4 pm

Ars Musica; St Johns Episcopal, Detroit, MI 3
pm

John Brock; Sacred Heart Church, Univ of Notre
Dame, IN 3 pm

Childrens choir concert; 2nd Presbyterian, India-
napolis, IN 8 pm

St Lukes Choir; St Pauls Episcopal, La Porte, IN
3 pm

°Robert Anderson; St Pauls Church, Chicago, IL
4 pm

Haydn Nelson Mass; Trinity Episcopal, Whea-
ton, IL 3 pm

26 APRIL

Jean-Louis Gil, masterclass; Trinity College,
Hartford, CT 7 pm

John Weaver; Holy Trinity Lutheran, Buffalo,
NY 8:15 pm

27 APRIL

Jean-Louis Gil; Trinity College, Hartford, CT 12
noon

Linda Alosco, viola; Christ & St Stephens, New
York, NY 8 pm

Pierre Cochereau; St Pauls Cathedral, Pitts-
burgh, PA 8:30 pm

Music for violin & piano; Christ Church, Cincin-
nati, OH 12:10 pm

Competition winner; Ist Presbyterian, Ft Wayne,
IN 8 pm

28 APRIL
Marshall Madrigals; St Johns Church, Washing-
ton, DC 12:10 pm

29 APRIL

David Shuler; St Pauls Chapel, Columbia Univ,
New York, NY 12 noon

Christine Ims, viola; Christ & St Stephens, New
York, NY 8 pm

30 APRIL

Clarence Watters; Trinity College, Hartford,
CT 8:15 pm

Jean-Louis Gil; St Johns Lutheran, Allentown,
PA 8 pm

Britten Noyes Fludde; Trinity Cathedral, Cleve-
land, OH 8 pm

Stanley Zydek; Metropolitan Methodist, Detroit,
MI 8 pm

1 MAY

Gerre Hancock; Presbyterian Church, Rye, NY
8 pm

G & S Pirates of Penzance; Zion Lutheran, Ann
Arbor, MI 8 pm

Bach motets; Christ Church Cathedral, India-
napolis, IN 8 pm

(Continued over-leaf)

CHARLOTTE AND WILLIAM

ATKINSON

FIRST PRESBYTERIAN CHURCH
2001 El Camino Real
Oceanside, California 92054

WILLIAM AYLESWORTH

D. M.
Evanston, Illinois

Workshops Recitals

ROBERTA BITG00D
$.M.D., F.A.G.0., Ch. M.

13 Best View Road
Quaker Hill, Connecticut 06375

CHARLES BOEHM

TRINITY LUTHERAN CHURCH
Hicksville, N.Y.
NASSAU COMMUNITY COLLEGE
Garden City, N.Y.

CHARLES S. BROWN
DMA FAGO CHM
North Texas State University
Denton 76203
St. John's Episcopal Church
Dallas
The Denton Bach Society

ROBERT CLARK

School of Music
ARIZONA STATE UNIVERSITY
TEMPE, ARIZONA 85281

Jeanne Rizzo Conner
Organ-Harpsichord

Broward Florida
Community College, Atlantic University,
Pompano Beach, Boca Raton,
Florida Florida

Harry E. Cooper

Mus. D., F.A.G.O.
RALEIGH, N. CAROLINA

MICHAEL CORZINE

School of Music
Florida State University

Tallahassee

WALLACE M. COURSEN, JR.

F.A.G.0.
GRACE EPISCOPAL CHURCH
ORANGE, N.J.

Joun Eowaro (JouRTer
F.A.G.O.
Recitalist
Berea College Berea, Ky. 40404

DAVIDSON

Jerry F. Susan L.
Schoo! of Musle $8. Alban’s Chapel
Loulslana State Uanlversity
Satoa Rouge

DELBERT DISSELHORST

University of loweo

lowa City lowea

EUGENIA EARLE

Teachers College, Columbia University

Harpsichord Recitals
Performance Practice Workshops
15 West 84th Strest, New York, N.Y. 10024

STEVEN EGLER

Central Michigan University
First Presbyterian Church
Mt. Pleasant, Michigan 48858

SOLO Shelly-Egler
RECITALS Flute and Organ Duo

KATHRYN ESKEY
The University of
North Carolina

ot Greensboro

GEORGE ESTEVEZ

ch.m.

Chicago Chamber Choir

Robert Finster

TEXAS BACH CHOIR
ST. LUKE’S EPISCOPAL CHURCH
SAN ANTONIO

JAMES FREY

ELLEN KURTZ

FUNK

M.Mus. A.A.G.O.

Concord, Californio

HENRY FUSNER

S.M.D., A.AG.0.
First Presbyterian Church
Nashville, Tennessee 37220

Jobn TH. GSearbart W
B.A., M.Mus.

St. Paul’s Episcopal Church
P.O. Box 8427

Mobile, Alabama 36608
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Robert Glasgow

School of Music
University of Michigan
Ann Arbor

Antone Godding

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

BRUCE GUSTAFSON

Franklin and Marshall College

E. LYLE HAGERT

Lancaster, Pennsylvania Minneapolis
IAI\’IES J HAMMANN DAVID S. HARRIS
MM, — ARGO. Organ Consultant
Central Methodist Church 1332 Del Mar Parkway
Detroit, Michigan

Aurora, CO 80010

Dr. Richard Hass
Our Savior’s Lutheran
Church
Rockford, Illinois

KENT HILL

MSC Music Department
Mansfield. PA 16933

WILL O. HEADLEE
SCHOOL OF MUSIC
INIVERSITY

SYRACUSE
SYRACUSE, NEW YORK 13210

VICTOR HILL

Harpsichord end Orgam

Williams College
$¢. John's Episcopal Church
Williamstows, Mass. 01267

Harry H. Huber

D. Mus.
Kansas Wesleyan Univerity, Emeritus
University Methodist Charch

SALINA, KANSAS

d. deane
hutchison

portland, oregon

FRANK IACINO

Laurence Jenkins

St. Andrew’s Church
24 Stavebank Rd. London
e e The Sing Nomine Singers
MICHELE JOHNS A.Mus.D.
CHARLES D. JENKS Organ — Harpsichord
: The University of Michigan
First Congregational Church School of Music
es Plai First Congregational Church
Des Plaines, 1L 60016 Ann Arbor

BRIAN JONES

Besten 02181
Wellesley Congregational Church
Noble & Greenough Dedham Choral

School Soclety

KIM R. KASLING

D.M.A.

$t. John's University
Collegeville, MN 56321

JAMES KIBBIE

D.M.A.
The University of Michigan
School of Music
Ann Arbor, M1 48109

ORGAN RECITALS

FRANCIS JOHN KOSOWICZ
"SILFRAN"

13C HARMONY ROUTE
SPENCER, WEST VIRGINIA 25276
304-927-4679

WILLIAM KUHLMAN

Decorah, Iowa 52101
Luther College

RICHARD W. LITTERST
SECOND  CONGRESATIONAL CHURCH
ROCKFORD, ILLINOIS

K[.%\UW€NAI\R

Harpsichordist
The Florida State University
School of Music
Tallahasses, FL 32308
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David Lowry

School of Music

Winthrop College
Rock Hill. South Carolina 29733

Calendar

(continued from p. 21)

2 MAY

Byrd Mass for 4 Voices; Church of the Advent,
Boston, MA 11 am

Anthony Newman; St Joseph Cathedral, Hart-
ford, CT 7:30 pm

Music of Howells; Christ & St Stephens, New
York, NY 10:45 am

Taverner Missa “Western Wynde”; St Ignatius
Church, New York, NY 11 am

North-South Consonance; Christ & St Stephens,
New York, NY 2 pm

Haydn Creation; Church of the Incarnation,
New York, NY 5 pm

John Ayer; St Thomas Church, New York, NY
5:15 pm

Schubert Mass in G; St Pauls Episcopal, Owego,
NY 4 pm

Childrens choir concert; Central Presbyterian,
Huntington, NY 7 pm

David Higgs; Ist Presbyterian, Red Bank, NJ 4
pm

Brahms Requiem; St Peters Church, Morristown,
NJ 4 pm

Paul-Martin Maki; St Stephens Church, Mill-
burn, NJ 4:30 pm

Haydn concert; Trinity Church, Princeton, NJ 8
pm

James Frazier; St George by the River, Rumson,
NJ 5 pm

Choral ensemble; W Side Presbyterian, Ridge-
wood, NJ 7:30 pm

Rollin Smith; Trinity Cathedral, Trenton, NJ
3:30 pm

Grace & St Peters Choir; Cathedral of Mary Our
Queen, Baltimore, MD 5:30 pm

Virgil Fox memorial concert; National City
Christian, Washington, DC 3 pm

Bonner Jr High Band; Church of the Epiphany,
Danville, VA 7:30 pm

Choir recognition; Bland St Methodist, Bluefield,
WV 9:30 & 11 am

Music of Walton & Mathias; Ist Presbyterian,
Burlington, NC 11 am

Rutter Festival Mass; Emory Univ, Atlanta, GA
4 pm

John Paul; St Philip Cathedral, Atlanta, GA 5
pm

Italian music; Rollins College, Winter Park, FL 8
pm

Britten Noyes Fludde; Trinity Cathedral, Cleve-
land, OH 3 pm

Brass quintet; Church of the Covenant, Cleve-
land, OH 7:30 pm

G Dene Barnard; Ist Congregational, Columbus,
OH 8 pm

G & S Pirates of Penzance; Zion Lutheran, Ann
Arbor, MI 8 pm

Arnold Sten; Ist Congregational, Battle Creek,
MI 7:30 pm

Cherry Rhodes; Christ Church Cathedral, India-
napolis, IN 4 pm

Haydn Nelson Mass; Resurrection Lutheran,
Chicago, IL 3 pm

+ + Arthur Lawrence; St Lukes Church, Evan-
ston, IL 8 pm

3 MAY
Bach concert; Christ Church Cathedral, India-
napolis, IN 8 pm

4 MAY

Janus Ensemble; Christ & St Stephens, New York,
NY 8 pm

Well-Tempered Players; Plymouth Church,
Shaker Heights, OH 8 pm

Bach B-minor Mass; Christ Church Cathedral,
Indianapolis, IN 8 pm

5 MAY

Michael Rowland; St Johns Church, Washing-
ton, DC 12:10 pm

Karel Paukert; Art Museum, Cleveland, OH 12
noon

6 MAY
Violin & piano; Christ & St Stephens, New York,
NY 8 pm

8 MAY

“A Fine Night for Man and Beast”’; Bradley Hills
Presbyterian, Bethesda, MD 8 pm

Huw Lewis, masterclass; St Mary of Redford
Catholic, Detroit, MI 10 am

Workshop & choral festival; St James Cathedral,
Chicago, IL 10 am-5 pm

Music for Royal Occasions; Rockefeller Chapel,
Univ of Chicago, IL 8:30 pm

9 MAY

Palestrina Missa “Regina coeli”’; Church of the
Advent, Boston, MA 11 am

Stravinsky 100th anniversary concert; Trinity
Church, Boston, MA 8 pm

Music of Tippett; Christ & St Stephens, New
York, NY 10:45 am

Victoria Missa “Ave maris stella”; St Ignatius
Church, New York, NY 11 am

G Dene Barnard; Park Ave Christian, New
York, NY 2:30 pm

Florian Pagitsch; St Thomas Church, New York,
NY 5:15 pm

Cello & piano; Christ & St Stephens, New York,
NY 8 pm

Rutgers chorus & orch; Sacred Heart Cathedral,

Newark, NJ 8:30 pm

Evensong; Trinity Church, Princeton, NJ 4:30
pm

Lucia Diaz, soprano; Cathedral of Mary Our
Queen, Baltimore, MD 5:30 pm

Henry Lowe; Cathedral, Washington, DC 5 pm

William Aylesworth; Church of the Epiphany,
Danville, VA 7:30 pm

Jon Rollins; St Philip Cathedral, Atlanta, GA 5
pm

Dayton Bach Soc; 7th-day Adventist, Dayton,
OH 8 pm

Music at Zion; Zion Lutheran, Ann Arbor, MI 11
am

11 MAY

American Chamber Ens; Christ & St Stephens,
New York, NY 8 pm

“Babble at Babel”; Fairmount Presbyterian,
Cleveland Heights, OH 7 pm

Music for flute & piano; Christ Church, Cincin-
nati, OH 12:10 pm

12 MAY

Robert King; St Johns Church, Washington, DC
12:10 pm

Karel Paukert; Art Museum, Cleveland, OH 12
noon

13 MAY

Portland String Quartet; Christ & St Stephens,
New York, NY 8 pm

Terry Charles; Kirk of Dunedin, FL 8:15 pm

14 MAY

Yuko Hayashi; Church of the Advent, Boston,
MA 8 pm

David Cox; St Joseph Cathedral, Hartford, CT
7:30 pm

James Litton; Trinity Church, Southport, CT
8:30 pm

Terry Charles; Kirk of Dunedin, FL 8:15 pm

15 MAY
Terry Charles; Kirk of Dunedin, FL 8:15 pm

16 MAY

Cook Missa Brevis I; Church of the Advent, Bos-
ton, MA 11 am

Ann Carter-Cox, lute & dulcimer; Trinity
Church, Newport, RI 4 pm

Choral concert; Immanuel Congregational, Hart-
ford, CT 4 pm

Todd Wilson; St James of Jerusalem Episcopal,
Long Beach, NY 4 pm

Bernardi Missa “Il bianco”; St Ignatius Church,
New York, NY 11 am

Britten Rejoice in the Lamb; Christ & St Steph-
ens, New York, NY 11 am

Patricia Waters, piano; Christ & St Stephens,
New York, NY 2:30 pm

Erich Arndt; St Thomas Church, New York, NY
4 pm

Fauré Requiem; Park Ave Christian, New York,
NY 4 pm

Bloch Sacred Service; Church of the Ascension,
New York, NY 8 pm

Collegium Musicum; All Saints Church, Prince-
ton, NJ 8 pm

Vaughan Williams program; St Matthew Luther-
an, York, PA 7:30 pm

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

High school orchestras; Church of the Epiphany,
Danville, VA 7:30 pm

° Adult choir festival; Ist Baptist, Bluefield, WV 3
pm

Bruce Barber; Rollins College, Winter Park, FL
8 pm

Ars Musica; St Johns Episcopal, Detroit, MI 3

pm

Evensong & recital; Zion Lutheran, Ann Arbor,
MI 4 pm

Robert Couchon; Our Lady of Mt Carmel, Chi-
cago, IL 3 pm

Bach Cantata 4; St Paul & the Redeemer, Chica-
go, IL 4 pm

18 MAY
Wayne Earnest; St Paul Lutheran, Orlando, FL
8 pm

19 MAY

Donald Sutherland; St Johns Church, Washing-
ton, DC 12:10 pm

Karel Paukert; Art Museum, Cleveland, OH 12
noon

Peter Hurford; Art Museum, Cleveland, OH 8

pm

20 MAY

Wyton Short Service; Church of the Advent,
Boston, MA 6:30 pm

Music for Ascension; Incarnation Cathedral, Gar-
den City, NY 8 pm

21 MAY

Chrysolith; Christ Lutheran, York, PA 8 pm

°Peter DuBois; St Pauls Methodist, Parkersburg,
WV 8 pm

Chancel Choir; Metropolitan Methodist, Detroit,
MI 8 pm

Music of Stravinsky; St James Cathedral, Chica-
go, IL 8 pm

22 MAY

Small Bach Festival II; Govans Presbyterian, Bal-
timore, MD 8 pm
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Community Renewal Chorus; Orchestra Hall,
Chicago, IL 8 pm

Bach Motet I; St Peter & Paul, Milwaukee, W1 8
pm

23 MAY

Palestrina Missa “Regina coeli”; Church of the
Advent, Boston, MA 11 am

“A Feast of Love”; S Congregational, New Brit-
ain, CT 7:30 pm

Palestrina Missa “O Rex gloriae™; St Ignatius
Church, New York, NY 11 am

Edward Wallace; St Thomas Church, New York,
NY 5:15 pm

Handbell concert; Central Presbyterian, Hun-
tington, NY 4 pm

Jean Guillou; Ist Baptist, Syracuse, NY 4 pm

Lexington Boys & Mens Choir; Cathedral of
Mary Our Queen, Baltimore, MD 5:30 pm

Small Bach Festival II; Our Lady of Perpetual
Help, Woodlawn, MD 8 pm

Florian Pagitson; Cathedral, Washington, DC 5

pm

Cathedral choir; St Thomas More Cathedral,
Arlington, VA 7:30 pm

Kristin Johnson & Ann H Bauer; Church of the
Epiphany, Danville, VA 7:30 pm

Carolyn Morgan, piano; Ist Presbyterian, Bur-
lington, NC 5 pm

Mary C Fraley; St Philip Cathedral, Atlanta, GA
5 pm

Choir concert; Independent Presbyterian, Bir-
mingham, AL 4 pm

25 MAY

Henry Lowe; Christ Church, Cincinnati, OH
12:10 pm

Myron Munday; All Saints Church, Atlanta, GA
8:15 pm

26 MAY

Rodney Hansen; St Johns Church, Washington,
DC 12:10 pm

Karel Paukert; Art Museum, Cleveland, OH 12
noon

28 MAY
Haydn Creation; Emory Univ, Atlanta, GA 815
pm

30 MAY

Certon Missa “Sur le pont d’Avignon”; Church
of the Advent, Boston, MA 11 am

Palestrina Missa Sine Nomine; St Ignatius
Church, New York, NY 11 am

Searle Wright; St Thomas Church, New York,
NY 5:15 pm

Philip Beaudry; Church of the Epiphany, Dan-
ville, VA 7:30 pm

Hampton Z Barker; St Philip Cathedral, Atlanta,
GA 5 pm

John Christian; Methodist Church, Lakewood,
OH 4 pm

UNITED STATES
West of the Mississippi

16 APRIL

*Charles S Brown; Good Shepherd Lutheran,
Tulsa, OK 8 pm

Jean-Louis Gil; Ist Methodist, Palo Alto, CA 8
pm

Odile Pierre; Ist Congregational, Los Angeles,
CA 8 pm

17 APRIL
Cello & piano; House of Hope Presbyterian, St
Paul, MN 8 pm

18 APRIL

John Obetz; Hennepin Ave Methodist, Minnea-
polis, MN 4 pm

Argento Jonah; Plymouth Congregational, Min-
neapolis, MN 4 pm

Alfonso Vega Nunez; Church of Our Savior, N
Platte, NE 4 pm

Gerre Hancock, Christ Church Cathedral, New
Orleans, LA 4 pm

°Marianne Webb; Central Presbyterian, Den-
ver, CO 8 pm

Odile Pierre; St Marks Episcopal, Portland, OR 4
pm

Jean-Louis Gil; Pacific Union College, Angwin,
CA 8 pm

John Pagett; Presbyterian Church, Menlo Park,
CA 7 pm

Brahms Requiem; Presbyterian Church, La Jolla,
CA 7:30 pm

20 APRIL
Peter Williams; Univ of lowa, Iowa City, IA 8

pm

Music of the Baroque; St Johns Cathedral, Den-
ver, CO 12:10 pm

Jean-Louis Gil; Univ of New Mexico, Albuquer-
que, NM 8 pm

21 APRIL

Peter Williams, masterclass; Univ of Iowa, lowa
City, IA am

Student recital; Univ of Iowa, lowa City, IA pm

Jean-Louis Gil, masterclass; Univ of New Mexi-
co, Albuquerque, NM 10 am

APRIL, 1982

22 APRIL
*Roberta Gary; Univ Park Methodist, Dallas, TX
8 pm

23 APRIL
*Richard Heschke; Univ of Houston, TX 8 pm

24 APRIL

Brass ensemble; Green Lake 7th-day Adventist,
Seattle, WA 4 pm

Roberta Gary, masterclass; Mt St Marys College,
Los Angeles, CA 10 am

25 APRIL

Handbell festival, Westminster Presbyterian,
Lincoln, NE 4 pm

Handel Samson; Ist-Plymouth Church, Lincoln,
NE 8 pm

Christiaan Teeuwsen; Ist Presbyterian, Marion,
IA 4 pm

Hector Olivera; Tyler St Methodist, Dallas, TX 7
pm

Susan Ferré; Grace Episcopal, Galveston, TX 4

pm

Barbara Hulac; St Johns Cathedral, Denver, CO
4 pm

David Christensen, carillon; Univ of Calif, Riv
erside, CA 4 pm

Roberta Gary; Mt St Marys College, Los Angeles.
CA pm

Haydn & Stravinsky program; Chandler Pavil-
ion, Los Angeles, CA 7:30 pm

29 APRIL
Carlene Heihart; Rolling Hills Presbyterian.
Overland Park, KS 7:30 pm

30 APRIL

Roger Wagner Chorale; Chandler Pavilion, Los
Angeles, CA 8:30 pm

John Rose; Lutheran Church, Honolulu, HI 8
pm

2 MAY

Frederick Swann; Plymouth Congregational,
Minneapolis, MN 7 pm

Lawrence Weller, baritone; House of Hope Pres-
byterian, St Paul, MN 4 pm

Handbell concert; Ist Methodist, Perry IA 3 pm

“Great Day of Singing”; Nichols Hills Methodist,
Oklahoma City, OK 10:50 am

Texas Bach Choir; St Lukes Episcopal, San Anto-
nio, TX 4 pm

Choir concert; St Johns Cathedral, Denver, CO 4
pm

SF Conservatory Brass; Grace Cathedral, San
Francisco, CA 5 pm

Carillon recital; Univ of Calif, Riverside, CA 4
pm

°David Britton; Ist Unitarian, San Diego, CA 4

pm
Compline; All Saints Church, Beverly Hills, CA 9
pm

3 MAY
*Peter Fennema; All Saints Church, Pasadena,
CA 8:15 pm

4 MAY
Music of Gershwin; St Johns Cathedral, Denver.
CO 12:10 pm

5 MAY
Paul W A Mitchell; Plymouth Congregational,
Seattle, WA 12 noon

9 MAY

Godspell; Nichols Hills Methodist, Oklahoma
City, OK 5 pm

Texas Baroque Ensemble; St Paul Lutheran,
Denton, TX 7:30 pm

Texas Bach Choir; St Lukes Episcopal, San Anto-
nio, TX 4 pm

11 MAY
Ken Bruggers, harpsichord; Harwelden, Tulsa.
OK 8 pm

14 MAY

David Dabhl, all-Bach; St Marks Cathedral, Seat-
tle, WA 8 pm

Carlo Curley; Ist Congregational, Los Angeles,
CA 8 pm

16 MAY

Music of Barber; House of Hope Presbyterian, St
Paul, MN 9:15 & 11 am

Piano & horn; House of Hope Presbyterian, St
Paul, MN 4 pm

Vocal music; Christ Church Cathedral, New
Orleans, LA 4 pm

Handel Coronation Anthems; St Johns Cathe-
dral, Denver, CO 4 pm

John Pagett; Ist Methodist, Reno, NV 3 pm

Lee Jessup; Ist Methodist, Pasadena, CA 3 pm

Bach Cantatas 78, 191; Frostig Center, Pasad-
ena, CA 8 pm

18 MAY
Meistersingers; St Johns Cathedral, Denver, CO
12:10 pm

23 MAY
Texas Baroque Ensemble; Grace Episcopal, Gal-
veston, TX 4 pm
(Continued over-leaf)

BETTY LOUISE LUMBY

DSM e FAGO
UNIVERSITY OF MONTEVALLO
MONTEVALLO, ALA. 35115

William MacGowan

Bethesda-by-the-Sea
Palm Beach, Florida

FREDERICK L. MARRIOTT

ORGANIST — CARILLONNEUR

KIRK-IN-THE-HILLS
BLOOMFIELD HILLS, MICH. 48013

ERNEST MAY

Dept. of Music,
University of Massachusetts
Amherst, Mass. 01003

Trumpet/Organ Recitals
Slide Lectures on Bach’s Organ Music

WILLIAM H. MURRAY

Mus. M F.A.G.O.

Church of the Mediator
Chicago, Ili.

RICHARD M. PEEK

Sac. Mus. Doc.

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

FRANKLIN E. PERKINS

Ph.D.

The Ladue Chapel
The John Busroughs School
St. Louis, Missouri

JOHN DAVID PETERSON

Music Department
Memphis State University
Memphis, Tennessee 38152

Robert M. Quade
MSM, Hon RSCM
Organist — Choirmaster
Saint Paul’s Episcopal Church
1361 West Market Street
Akron, Ohio 44313

John Russell

Recitals

The College of Wooster
Music Director: The Wooster Chorus
First Presby Church, Wooster, OH

Robert Shepfer

Organist - Choirmaster
SECOND PRESBYTERIAN CHURCH

Indienapolis, Indiano 46260
Recitals

ROBERT L.

SIMPSON

Cathedral of St. Philip
2744 Peachtree Road N.W.
Atlanta, Georgia 30305

L. ROBERT SLUSSER

MUS. M., A.A.G.O.
LA JOLLA PRESBYTERIAN CHURCH
LA JOLLA, CALIFORNIA

Robert W. Smith

Historic First Christian Church
Charlottesville, Virginia

Carl Staplin

Ph.D, A.A.G.O.
Drake University

First Christian Church
DES MOINES, IOWA

ADOLPH STEUTERMAN

Momaphis, Tennsssee
Mus. Dec., F.A.G.O.
Southwestern at Memphis, Retired

Calvary Episcopal Church, Emeritus

Thomas R. Thomas

Palm Beach
The Royal Poinciana Chapel
Director of Music
The Henry Morrison Flagler
Museum
Organist-in-Residence

JONATHAN A. TUUK

Immanuel Lutheran Church
338 North Division Avenue
Grand Rapids, Michigan 49503

Recitals

CLARENCE WATTERS

RECITALS

Trinity College
Hartford, Connecticut

DONALD W.. WILLIAMS

D.M.A.
Zion Lutheran Church
Concordia College
Ann Arbor, MI

RONALD WYATT

Trinity Church
Galveston

Max Yount

beloit college, wis.

harpsichord
cholr

organ
composition

Gary Zwicky
DMA FAGO
Eastern linois University

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

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

The American Organist, 1980

First Prize
St. Albans:
1975

International
Recitalist

LYNNE
DAVIS

10, rue Pierre et Marie Curie
92140 Clamart « France

DAVID GOODING
THE TEMPLE

CLEUELAND OHIO, 44106

LARRY PALMER

Professor of
Harpsichord and Organ
Director of
Graduate Studies in Music

Meadows School of the Arts

SOUTHERN METHODIST UNIVERSITY
Dallas, Texas

Musical Herltage Soclety recordings

CAROL TETI

Zion Lutheran Church
[Indiana University of Pennsylvania
Indiana, Pa. 15701

LAWRENCE

ROBINSON

VIRGINIA COMMONWEALTH UNIVERSITY

RICHMOND, VIRGINIA

+CATHEDRAL OF THE HOLY NAME+

730 North Wabash
Chicago, Illinois 60611

Richard Proulx, Director of Music
-Jonathan Callahan, Associate Organist
Joyce Schemanske, Associate Organist

The Cathedral Chamber Singers
The Gallery Singers
Cathedral Boychoir
Cathedral Handbell Ringers
Contemporary Choir
Schola Sine Nomine
The Angelicum

Cathedral Music Office (312) 664-6963

Calendar
(continued from p. 23)

Evensong & concert; St Johns Cathedral, Denver,
CO 4 pm

Highland Festival; Grace Cathedral, San Francis-
co, CA 5 pm

Raymond Keldermans, carillon; Univ of Calif,
Riverside, CA 4 pm

24 MAY
Paul Riedo, harpsichord; Meadows Museum,
SMU, Dallas, TX 8:15 pm

30 MAY
Competition winner; Presbyterian Church, La
Jolla, CA 4 pm
INTERNATIONAL
15 APRIL
Peter Nikiforuk; St Pauls Church, Toronto, On-
tario 12:10 pm

18 APRIL
Evensong; St Pauls Church, Toronto, Ontario
7:30 pm

22 APRIL
Paul Johnson; St Pauls Church, Toronto, Ontario
12:10 pm

24 APRIL
Paul W A Mitchell; St Catherines Church, Capi-
lano, BC 8 pm

28 APRIL
Gillian Weir; St James the Greater, Leicester,
England 7:30 pm

29 APRIL
Herbert Tinney; St Pauls Church, Toronto, On-
tario 12:10 pm

30 APRIL

Gillian Weir; Adlington Hall, Cheshire, England
730 pm

Wilma Jensen; Knox United Church, Calgary,
Alberta 8 pm

1 MAY
Gillian Weir; St Marys Cathedral, Edinburgh,
Scotland; lecture, 11 am; recital, 3:30 pm

2 MAY
Wilma Jensen; All Saints Cathedral, Edmonton,
Alberta 3 pm

7 MAY
Gillian Weir; Christs Hospital, Horsham, Sur-
rey, England 8 pm

15 MAY
Music for Royal Occasions; St Pauls Church, Tor-
onto, Ontario 8 pm

17 MAY
Frank Iacino; Univ of Toronto, Ontario 8:15
pm

19 MAY
Donna J Autula; St Brides Church, London,
England 1:15 pm

20 MAY
Donna J Autula; St Marys Church on Hill, Lon-
don, England 1:15 pm

21 MAY
Gillian Weir; St Michaels Church, Cornhill,
London, England  pm

22 MAY
Donna ] Autula; Abbey Reformed Church,
Romsey, England 8 pm

23 MAY
Lynne Davis; Cathedral, Meaux, France 5 pm

24 MAY
Gillian Weir, harpsichord; Assembly Rooms,
Bath, England 1 pm

27 MAY
Gillian Weir, harpsichord; Assembly Rooms,
Bath, England 1 pm

28 MAY
Jean Guillou; Notre Dame Church, Montreal,
Canada 8 pm

30 MAY
Catherine Riddle, flute; St Catherines Church,
Capilano, BC 3 pm

Nunc Dimittis

John Glenn Metcalf, distinguished
Arkansas organ recitalist and teacher,
died in Little Rock on March 4. He was
76.

A graduate of Arkansas College, Ba-
tesville, the University of Illinois and the
University of Michigan, Mr. Metcalf
was an organ student of Bess Maxwell,
Russell Hancock Miles, Arthur Poister,
and Palmer Christian. In 1951 he at-
tended the Organ Institute at Methuen,
Mass. He served as organist-choirmaster
of Trinity Episcopal Cathedral, Little
Rock, at three different times, for a total
of 19 years. His teaching career in-
cluded instruction at the University of
Illinois, Hendrix College, Texas Chris-
tian University, and the University of
Arkansas at Little Rock. As choirmaster
and organist he also served St. Stephen’s
Presbyterian Church, Fort Worth, Tem-
ple B’nai Israel, Christ Episcopal
Church, Pulaski Heights Presbyterian,
St. Andrew’s Presbyterian, all in Little
Rock, and at First Presbyterian, North
Little Rock.

A lifelong Episcopalian and authority
on liturgy, Mr. Metcalf was active as an

instructor at ten sessions of the Sewanee
Conference of Church Musicians and in
organizing St. Peter’s Episcopal Church
in Conway, Ark. He was music director
for the services held during the visit of
the Archbishop of Canterbury to Little
Rock in 1967. Metcalf held the
A.A.G.O. certificate, performed at
many regional conventions, and was the
A.G.O. state chairman for Arkansas for
many years. Survivors include his wife
Marguerite, two brothers, and two sis-
ters.

Donald “Kirk” Collins, 50, died
April 2, a victim of multiple sclerosis.

Mr. Collins had been associated with
J. C. Deagan, Inc., and with the Wicks
Organ Co. He was co-owner of Junch-
en-Collins Organ Corp. in Woodstock,
IL, from 1975 to 1980.

William Chase, head of the
releathering department of Lewis &
Hitchcock, Inc., Vienna, VA, died on
Dec. 24 at the age of 71. Mr. Chase
began with Lewis & Hitchcock in the
late 1960’s, following careers in the
army and private business. Interment
was in Arlington Cemetery.

DAVID ROTHE,
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CLASSIFIED ADVERTISEMENTS

POSITIONS WANTED

ORGANIST /CHOIRMASTER, WITH BOYS CHOIR
and arts adminstration experience, seeks new posi-
tion. Excellent education, references. Address D-5,
THE DIAPASON.

POSITIONS AVAILABLE

CHURCH MUSIC DIRECTOR: MID-CALIFORNIA
Coast Episcopal Church seeks music director with
pioneering spirit and willingness to work flexibly and
creatively with a variety of people. The applicant
should be competent in organ and choral direction,
know sacred repertoire and musical styles, and pos-
sess an M.A. in sacred music or equivalent musical
experience. Position open immediately. Send re-
sume, including at least two references to: Music
Director Search Committee, All Saints’ Episcopal
Church, P.O. Box 1296, Carmel, CA 93921.

ORGAN SCHOLAR FOR ACADEMIC YEAR 82-83.
Opportunity for advanced student with outstanding
playing ability and interest in church music to gain
experience in a professional Lincoln Center parish
music program. Salary, $4,800. Send resume to:
Robert J. Russell, Director of Music, Christ and St.
Stephen’s Church, 120 West 69th Street, New York,
NY 10023.

WANTED-PIPE ORGANS

USED PIPE ORGAN WANTED. SEND SPECIFICA-
tion and price. Address D-4, THE DIAPASON.

WANTED-MISCELLANEOUS

MUSIC ROLLS FOR AEOLIAN DUO-ART, WELTE
and Skinner Automatic Pipe Organ Players. J. V.
Macartney, 406 Haverford Ave., Narberth, PA
19072.

MUSIC ROLLS FOR ANY PIPE ORGAN PLAYER.
Other rolls too. W. Edgerton, Box 88, Darien, CT
6820.

WE WILL PAY $1.60 PER POUND FOR SPOTTED
metal pipes or scrap delivered or shipped prepaid to
our Gloucester workshop. Fair prices also for good
common metal and tin. C.B. Fisk, Inc., Cape Ann
Industrial Park, Box 28, Gloucester, MA 01930.
(617) 283-1909.

KIMBER-ALLEN SWITCHES, HIGHER PRESSURE
Meidinger blower, Wurlitzer traps, small tibia, console
stop tabs and nameplates. H. Merritt, 8034 School
Rd., Cincinnati, OH 45242. (513) 489-0978

Classified advertising rates will be found on page 27.

Replies to box numbers should be sent ¢c/o The Diapason, 380 Northwest Highway, Des Plaines, IL 60016.

WANTED—MISCELLANEOUS

PUBLICATIONS & RECORDINGS

HARPSICHORDS

AEOLIAN FREE-REED ENGLISH HORN, 5" wp. B.
Kurzdorfer, 301 Voorhees AV., Buffalo, NY 14216.

OLD WOODEN ORGAN PIPES OR PARTS, ANY
condition, for lumber salvage. John D. Lyon, 40141
Eight Mile Rd., Northville, Ml 48167.

A 32 OR 44-NOTE 16’ PEDAL REED RANK WITH
half length resonators or mitered for a 10’ ceiling.
Kent United Presbyterian Church, 1456 E. Summit
St., Kent, OH 44240. (216) 673-0661

WANTED! OLD M-G-M RICHARD ELLSASSER
records: E-3005, 3125, 3127, 3031, 3078, 3065,
3064, 3085, 3279, 3443, 3577. State price and con-
dition. D. Roten, 1010 SE 54th Av., Portland, OR
97215.

MISCELLANEOUS

THE NEW 7-OCTAVE PETERSON CHROMATIC
Tuner, model 320, is now available from stock. Con-
tinously variable Vernier control allows you to com-
pensate for temperature or tune celeste ranks with
ease. For more details: Peterson Electro-Musical
Products, Dept. 31, Worth, IL 60482.

VIRTUOSO TRUMPET SOLOIST. FOR A BRIL-
liant service, use the magnificent combination of
trumpet and organ, with vocalists or chorus. Services
and concerts. Repertoire on request. Michael Schu-
man, 198 Douglas Rd., Staten Island, NY 10304.
(212) 448-0127

UNIQUE ORGANIST’S STATIONERY NOW AVAIL-
able. Send name and address for a sample by return
mail. Fast service! Great gift! Write: Noel Jones, Inc.,
Dept. DS, 8590 N. Bedford Rd., Macedonia, OH
44056.

LOOKING FOR PARTNER WILLING TO INVEST IN
midwest pipe organ business. Good established
church business, but would like to expand into the
supply business on larger scale. Write: Pipe Organs,
P.O. Box 127, Hudsonville, Ml 49426.

PUBLICATIONS & RECORDINGS

A COMPLETE LISTING OF ALL AVAILABLE
back-numbers of THE DIAPASON is now available.
Many from the 1930's on, and some older issues
may also be obtained for your personal or library
collection. Send SASE to The Organ Historical Soci-
ety, Box 209, Wilmington, OH 45177.

REPRINT OF HISTORIC ORGAN BROCHURE OF
one-manual organs built by Marshall & Odenbrett of
Ripon, Wisconsin, 19th cent. Send SASE and 25-¢ in
stamps or coin to: Susan Friesen, Chicago-Midwest
Organ Historical Society, 2139 Hassell Rd., Hoffman
Estates. iL 60195.

THE STOPT DIAPASON, THE BI-MONTHLY PUB-
lication of the Chicago-Midwest Chapter of the Organ
Historical Society contains illustrated information re-
garding vintage instruments in the midwest. Subscrip-
tion only $8.00 per year. Subscription price includes
membership in Chapter for National OHS members.
Address subscription orders with remittance to: Tho-
mas A. Burrows, Treasurer, Chicago-Midwest OHS,
1621-B Salisbury Ct., Wheaton, IL 60187.

TUNING TABLES FOR HISTORIC TEMPERA-
ments. Beat rates for fifths and thirds. 45 tables, brief
introduction. $4.50 PP. Rodney Myrvaagnes, Harpsi-
chord Maker. 50 Columbia St., Newark, NJ 07102.

WILLIAM KUHLMAN PLAYS THE ROBERT SIPE
tracker organ at Luther College. Works by Buxte-
hude, Bach, Lindon, Dupre, Vierne, Peter Eben—
Musica Dominicalis. $8.50 postpaid. Available: Luth-
er College Bookshop, Decorah, IA 52101.

HARPSICHORDS

HARPSICHORD OWNERS. A FULL LINE OF AU-
dio and visual Chromatic Tuners is now available to
help you with your tuning requirements. For more
information write Peterson Electro Musical Products,
Dept. 20, Worth, IL 60482.

BURTON HARPSICHORDS, SPINETS, AND CLAV-
Ichords—Professional instruments in kit form, from
$195. For brochure write Burton Harpsichords, 727
“R" St., P.O. Box 80222D, Lincoln, NE 69501.

YVES A. FEDER HARPSICHORDS, CUSTOM IN-
struments and reconditioning work. Authorized Agent
Zuckermann kits sold at factory direct prices. Assis-
tance to kit builders. North Chestnut Hill, Killingworth,
CT 06417.

HARPSICHORDS, CLAVICHORDS, FORTEPIA-
nos. Custom instruments and kits. Write for free bro-
chure. Zuckermann Harpsichords Inc., Box 121-D,
Stonington, CT 06378

SPERRHAKE HARPSICHORDS AND CLAVI-
chords. Excellent, dependable. beautiful. Robert S.
Taylor, 8710 Garfield St., Bethesda, MD 20034.

FLOWER YOUR HARPSICHORD SOUNDBOARD
with authentic decorations. Ruckers-type birds, bees,
flowers, $35. Early 18th C. French, $40. Full-size
layout and complete instruction manual. Shirley Ma-
thews, Box 401, South Street, Freeport. ME 04032.

HARPSICHORDS, CLAVICHORDS BY NEUPERT,
world's finest, oldest maker. Catalogs on request,
Magnamusic, Sharon, CT 06069.

PAUL E. KENNEDY HARPSICHORDS. CLASSI-
cal French and Flemish instruments. Paul E. Kennedy
Hgsr;pséichords. 6 Peach Tree Terrace, New City, NY
1095

HARPSICHORDS, PEDALHARPSICHORDS, ETC.,

semi-kits and completed instruments, brochure $1.

Or start from scratch. Catalog of parts, plans $2.

g\lergment Workshop, 318-D N. 36, Seattle, WA
103

HARPSICHORD AND ORGAN PLANS. SEND $3
for illustrated catalog to: RK. Lee, 353D School
Street, Watertown, MA 02172.

SABATHIL FRENCH SINGLE HARPSICHORD.
Three sets of sirings, 8’ 8" 4’, with iwo lute stops.
Beautiful tone. Price: $5600, plus shipping. Write or
call: John W. Allen, 500 Glenway Av., Bristol, VA
24201. (703) 669-8396

HARPSICHORDS, PEDAL HARPSICHORDS,
clavichords custom made. Jan H. Albarda, 14 Prin-
cess St., Elora, Ont. Canada NOB 1SO.

FOR SALE—PIPE ORGANS

NOEL MANDER OFFERS MEDIEVAL PORTA-
tives, £825. Two fine early ninteenth century cham-
ber organs, £6000 and £9000 and one by Green,
about 1770, £10,000. All ex works. Those interested,
please send five doliar bill. Noel Mander, St. Peter's
Organ Works, London E2, England

POSITIVE AND PORTATIVE ORGANS. WE MAKE
instruments in the Baroque and Medieval traditions to
your specification. For further information, please
write: Paul F. Martin Organs, P.O. Box 6, Mansfield,
Ontario, Canada, LON IMO.

1929 MOLLER, OPUS 5563, 3-MANUAL DRAW-
knob console, 32 ranks plus chimes and harp celes-
te. Includes 4-rank sanctuary organ. Needs work.
Best offer over $10,000. Buyer to remove by June
1st, 1982. St. Clement's Church, 642 W. Deming
Place, Chicago, IL 60614. (312) 281-037 1

SCHNEIDER

ORGEI.BAI.I WERKSTATT, Inc.
instruments — Rebullds
'I’oml Altoraﬂem — Revoicing
Revoiced Classic Plpework —
Organ Maintenance
Workshops in Niantic & Kenney, IHinois
£.0. Box 382 Niantic, IL 62551
(217) 668-2412 944-2454

A NDOVER

Box 56 Mcthuen, Massachusetts 01844
Mechanical Action Specialists

Schanty

ROBERT C. NEWTON

Northern California Representative

Sales and Service
518 Lorraine Avenue
San Jose, CA 95110

Telephone
(408) 998-0455

Robert Copeland

10134 BUCHANAN ROAD
PITTSBURGH, PA 15235
242-9266

W?ipe Organ Repair - Al Mahes

SCHOENSTEIN & (.
BST. 1877
SAN FRANCISCO
3101-20th Street - 94110 - (415) 647-5132
Mechanical and Electric-Pneumatic Actions

BRUNZEMA ORGANS INC.
596 Glengarry Crescent South

Post Office Box 219
Fergus, Ontario Canada
N1M 2W8 (519) 843-5450

JULIAN E. BULLEY

New Organs — Rebuilding
Service
SINCE 1906

1376 Harvard Blvd.—Dayton, Ohio 45406
513-276-2481

Kiug & Schumacher

MAKERS OF MECHANICAL ACTION INSTRUMENTS

Member AlO and ISO

3604 Waterfield Parkway @  Lakeland, Flonda 33801
Phone [813] 665-4802

RAYMOND GARNER
ASSOCIATES

Pipe Organ Builders and Craftsmen

P.O. Box 4478
Crestline, CA 92323

Telephone
(714) 3383751

Casavant freéres

DISTRICT REPRESENTATIVE *'™'TE€
MICHIGAN, INDIANA, WESTERN OHIO
COMPLETE PIPE ORGAN SERVICES
MICHAEL PERRAULT
P.O.BOX 7191
ANN ARBOR. Ml 48107
TEL (313) 994-4855

Chime Co.

2023 Eastern Ave.
Cincinnati, O. 45202
(513) 221-8600

1932 PENFIELD ROAD %aih

PENFIELD. N.Y. 14526
(716) 586-0383

Parsons
Est 1&40'

PIPE
ORGAN
SERVICES

/I/LMZﬁarztz]’-tooo

HARPSICHORDS - CLAVICHORDS
FERTEPIANCS

New Organs
Restorations

S80 WEST CEDAR

PLATTEVILLE. WIS. 53818 (608) 348-6410

Restoration, Tuning,
Maintenance

213141/2 RIDGE AVENUE
EVANSTON, ILLINOIS 60201
(312) 864 - 4323

CYMBELSTERNS

are available again . . .

GEISLER & COMPANY
3629 Lynndale Place
Fort Worth, TX 76133

McMANIS ORGANS

Incorporated
10th & Garfield

KANSAS CITY, KANSAS
66104

A.P.O.B.A. Member

VTNV KIEFER TANNING CO.

240 FRONT e GRAND RAPIDS, MI. 49504

(616) 459-3401

IMPORTED AND DOMESTIC LEATHER

Builders of Fine Tracker and
Electro-Pneumatic Pipe Organs

Inquiries are Cordially Invited

W. Zimmer & Sons

INCORPORATED
Member APOBA

Mailing Address: P. O. Box 520, Pineville, N. C. 28134
NATIONS FORD ROAD « CHARLOTTE, N. C.

C 7 e
@W@ﬁﬁ@ m/@@ ORGAN

COMPANY,

I NC.

WASHINGTON ROAD
PRINCETON, NEW JERSEY 08540

APRIL, 1982
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CLASSIFIED ADVERTISEMENTS

Classified advertising rates will be found on page 27.

Replies to box numbers should be sent ¢c/o The Diapason, 380 Northwest Highway, Des Plaines, IL 60016.

FOR SALE—PIPE ORGANS

FOR SALE—PIPE ORGANS

REED ORGANS

FOR SALE—MISCELLANEOUS

1931, 31-RANK 3-MANUAL SKINNER ORGAN,
complete. Contact: Dr. C.S. McClain, Muhlenberg
College, Allentown, PA 18104

NINE RANK UNIT ORGAN. CHAMBER INSTALLA-
tion. Nice Vox Humana. $2500. Tom Erickson, 1901
Gernentz Ln., Red Wing, MN 55066. (612) 388-
2617

POSITIV.ORGAN (MARSHALL STONE), ONE
manual, 54 notes: 8’ Holzgedeckt, 4’ Koppelflote, 2
Principal, 8’ Cembalo-Regal. Blower in bench.
$3,500. (203) 677-9614

MARR & COLTON, EIGHT VOICE UNIT ORGAN,
ca. 1925, restored 1952. In use, available late Spring
1982. Asking $4,900. Trinity Lutheran Church, 658
Grand Av., Waukegan, IL 60085. (312) 623-1197

NEW 6-RANK TRACKER POSITIVE IN OAK
case. Divided stop action. 10 years warranty. Speci-
fication: 8" Bourdon, 4’ Praestant, 4’ Rohrflote, 2
Prinzipal, Il Mixtur (1-%). Nice for small Church.
Adrian Koppejan, 48223 Yale Rd. E., Chilliwack, B.C.
CANADA, V2P 6H4.

ELECTRO-PNEUMATIC ORGANS: 13 AND 20
stops, restored and in excellent condition. 10 years
warranty. For information call or write: Adrian Koppe-
jan, 48223 Yale Rd. E., Chilliwack, B.C. CANADA,
V2P 6H4. (604) 792- 1623

NEW TRACKER ORGANS, CHURCH AND CON-
tinuo. One manual for mobile or fixed installation, as
used in various BBC Radio concerts. Five divided
stops. 56 and 32 note manual and pedals. $14,950
including shipment East Coast port. Also new tracker
custom built two manual organ. R. H. Walker & Son
(Organ Builders) Ltd., 91 Rushes Road, Petersfield,
Hampshire, England.

7-RANK AEOLIAN PLAYER PIPE ORGAN, COM-
pletely unified. It includes a 2-manual console with
approximately 40 player folls. Best offer. Ed Evans,
(213) 579-8077.

HALL PIPE ORGAN, 16 RANKS, AVAILABLE
July 1982. Blower 13 years old. Best offer. St. Ans-
gar's Lutheran Church, Cannon Falls, MN 55009.
(507) 263-3645 or (507) 263-3870

CUSTOM BUILT, 3-MANUAL, 38-RANK PIPE

. organ, 20 years old, in operation. Price/terms nego-

tiable. May be seen at Founder’s Church of Religious
Science, 3281 W. 6th St., Los Angeles, CA 90020.
Dr. Hornaday'’s office: (213) 388-2181.

3-MANUAL AUSTIN PIPE ORGAN AND CON-
sole, some new pipework. Available December
1982. Best offer. Contact: First United Church of
Christ, Carlisle, PA, (717) 243-2512.

4-MANUAL AUSTIN, 1924. 5 GREAT STOPS, 14
Swell, 7 Choir, 4 Solo, 2 Pedal including 16" open
wood. Oak antiphonal cabinet. Sell complete or as
parts. (816) 279-4700.

THEATRE ORGANS

TWO MANUAL AND PEDAL CONTEMPORARY
theater organ, walnut console and bench, matching
solid-state relay for 8 ranks, piano, percussions and
traps. 76 multi-colored Wurlitzer replica stopkeys
with capture action and recessed neon tube stopkey
illumination, lucite music rack with light and pedal-
board light. Expression couplers and electric cou-
plers in console. 2 expression pedals plus crescen-
do, indicator lights, 21 thumb pistons, 11 toe pistons.
Single and reiterating switches for xylophone and
glockenspiel. Connecting cables included. | am en-
larging my pipe organ and all this beautiful new
equipment must go. Will sell or trade. Make offer to:
Weldon Flanagan, 2613 Webster Ct., Plano, TX
75075. (214) 596-2632.

NOW AVAILABLE FOR THEATRE PIPE ORGANS,

a programmable rhythm controller for pipe organ

drums and traps. For specifications and price, send

%\OSE to: Paul E. Kline, 825 Eimsford, Clawson, M
17

FINE REBUILT, RECONDITIONED PIPE ORGANS
available: Casavant, 2-manual, 7-rank; Harris, 2-
manual, 14-rank; Moller, 2-manual, 16-rank; Wurlitz-
er, 2-manual, 6-rank, and several others. All fully
guaranteed. Insured delivery and installation avail-
able. Midmer-Losh, Inc. 35 Bethpage Rd., Hicksville,
L.L, NY 11801. (516)681 1220

REED ORGANS

REPLACEMENT REEDS AVAILABLE FOR USE IN
parlour reed organs. Send inquiry to: Paul W. Toelk-
en, Box 5017, Prescott Valley, AZ 86312.

2000 RARE DECO PIANOS AND ORGANS. 400
grands and church organs. Victor's 300 NW 54th St.,
Miami, FL 33127. (305) 751-7502.

REED ORGAN REPAIRING—REEDS RE-
tongued, John White, 2416 Irving South, Minneapolis,
MN 55405. (612) 377-1950.

USED PIPES, CHESTS, CONSOLES AND MIS-
cellaneous equipment in good condition. Write: Box
2061, Knoxville, TN 37901.

61-KEY, REBUILT AND REFINISHED ROSE-
wood antique melodian reed organ, $1,095. 61-key
1883 New England rebuild electrified reed organ,
$1,350. Cannarsa Organs, Inc., R.D.#5, Box 580,
Duncansville, PA16635.

FOR SALE—ELECTRONIC ORGANS

95 ALLEN, CONN, BALDWIN AND HAMMOND
Church organs, 400 grands, $1000 and up. Victor,
300 NW 54th St., Miami, FL 33127. (305) 751-
7502

3-MANUAL RODGERS, CLASSIC DRAWKNOB
console, 19 speakers contained in W6 and WM13
cabinets. 42 stops, 3 couplers, equipped for echo
speakers and 4 channel sound. Swell, Great/Choir,
and Crescendo expression pedals. 4 presets per
manual and 4 general presets all controlled by a
setter board. The organ is in like-new condition hav-
ing been used privately in my home. If purchased by
a church in the greater Chicago area, a one year
service contract will be provided. At $12,000 this
instrument is priced substantially below its market
value. (312) 690-6788.

ALLEN, MODEL 120 WITH THREE EX-
ternal speakers, 1% years old, mint condition.
$8,000. (203) 348-1756

GULBRANSEN RIALTO, MODEL K, THEATRE
and two Leslie cabinets, $1,995. Hammond CV and
cabinet, $395. Hammond Model D and cabinet,
$835. Wurlitzer Model 4600, $795. Send SASE for
list of additional organs. Cannarsa Organs, Inc., R. D.
#5, Box 580, Duncansville, PA16635.

1966 MOLLER REMOTE COMBINATION AC-
tion, including drawknob mechanism for 106 con-
trols, $1,450. 49-note harp, $375. Send SASE for list
of additional equipment and pipes. Cannarsa Or-
gags, Inc. R. D. #5, Box 580, Duncansville, PA
16635.

3-MANUAL AUSTIN CONSOLE, BEAUTIFUL OR-
nate case, fine for home installation, perfect ivories
and combination action in A-1 shape. Two Wicks
chests, 5 and 6-rank, in good condition. Blowers and
reservoirs. Contact: C.A. Bentschneider, Brooklyn,
MI 49230. (517) 536-4208

TWO MANUAL KEYBOARDS, 54 NOTE. PYNE
Bros. With coupler. Ivory sharps, hardwood naturals.
Ideal for harpsichord. $300. Also, Austin 8 Vox
Humana, $300. (203) 677-9614

AEOLIAN-SKINNER COMBINATION MACHINES
for ten divisions. Send SASE for complete informa-
tion to: Thomas A. Martin, Pipe Organ Technician,
c/o Trinity Church, 74 Trinity Pl., New York, NY
10006.

CONSOLE: 2-MANUAL KLANN, 1964, WITH
tripper combination action, as is or rebuilt to suit. Also
Kinetic blower, motor needs work. Write for informa-
tion: Robert Newton Pipe Organ Service, 518 Lor-
raine Av., San Jose, CA 95110.

ORGAN PIPES, CHESTS, SHADES, REGULA-
tors, etc. Write: John D. Lyon, 40141 Eight Mile Rd.,
Northville, Mi 48167.

MOLLER UNIT CHESTS: ONE SIX RANK, $1200.
Two one rank, $300 each. Also 44-note pedal Bour-
don with chests, $1200, or best offers. (S.E. PA)
(717) 394-4261.

REED ORGAN PARTS SUPPLY. SUPPLYING ALL
parts for most makes. Reed work. Send stamped
business envelope for catalogue of two-manual with
pedal instruments. Ned Phoenix, Reed Organ Ser-
vice, Box 3, Jamaica, VT 05343.

ARTISAN ORGAN, 3-MANUAL, FULL PEDAL, 300
individual generators, 38 stops with 112 Reisner
magnetic stop switches on horseshoe rail, all wired to
plugs. Four speaker cabinets and amplifiers. $1800.
George Cline, 9 Ewart Dale, Lafayette, CA 94549.

61-NOTE SKINNER METAL BAR HARP, REBUILT,
installed and playing. Small Spencer blower, 2-hp,
325 cfm at 20”. Other Spencer high volume and/or
high pressure blowers available. Markworth Organ
Co., 8505 N. 46th St., Omaha, NE 68152.

THE

EPSOM, N.H. 03234

WANT A PRACTICE ORGAN?
PEMBROKE PIPE ORGAN
Send stamp for brochure

ORGAN LOFT

Remember: If it does NOT have pipes, it is NOT an organ

(in kit form)

Tel. 603-736-4716

1506 East Richland Drive

Goulding & “Wood, “Inc.

BUILDERS OF FINE ORGANS IN THE AMERICAN CLASSIC STYLE
INCORPORATING REMOTE-ACTION, SLIDER-PALLET WINDCHESTS.

Known for our renovation work, especially restoration of Aeolian-Skinner organs.
THE AMERICAN REPRESENTATIVE FOR J.W. WALKER & SONS LTD., ENGLAND

These superbly built, mechanical-action instruments of classical Anglo-American
tonal design are best suited to the needs of most American congregations.

Bloomington, IN 47401

(812) 339-4843

DRGAN SUFFLY INDUSTRIES

645 WEST 32ND STREET ¢ P. O. BOX 1165 ¢ ERIE, PA.

QUALITY

PIPE ORGAN

INCORPORATED

16512

SUPPLIES

REPAIRING

TUNING

ADDITIONS

R.W. KURTZ ORGAN CO.

CONSULTANT SPECIALISTS ON PIPE ORGAN REBUILDING
P. O. Box 32, Woodstown, N. J. 08098 « 609 / 769-2883

—THE FULLY ACCEPTABLE ALTERNATIVE —

AOB ALONE provides an independently voiced and tuned generator in place of each
pipe for natural warmth and chorus.

AOB ALONE provides note-by-note control of articulation, harmonic development,
scaling, and tonal finishing of each voice.

AOB offers organs of uncompromising quality built to our standard or your fully custom

specifications.

Associaled Organ Builders

headquarters and manufacturing
3419 “C" ST N.E.

AUBURN, WA 98002
206/852-4866

sales and marketing
2921 S. 104TH ST.
OMAHA, NE 68124
402/393 4747

TEWKSBURY ORGAN SERVICE

Pipe or Electronic Organs lifted into balconies. Organs removed, Fa-
cades for Pipe or Electronic organs designed and erected.

201-658-4142 (24 hours)
Box 176, Pluckemin, New Jersey 07978

TRACKER-TOOL
SUPPLY CO.

For

e 799 West Water Street,

tools and supplies
ORGAN BUILDERS

Taunton, Massachusetts 02780

MIDMER LOSH,

ESTABLISHED 1860

PIPE ORGAN BUILDERS

35 Bethpage Road
Hicksville, New York 11801

INC.

(516) 681-1220
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For Gonvention registration materials, write:
Beth Barger, Gonvention Registrar
2306 Franklin Avenue East
Seattle, Washington 98102
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Classified advertising rates will be found below.

CLASS'F'ED ADVERT'SEMENTS Replies to box numbers should be sent c/o The Diapason, 380 Northwest Highway, Des Plaines, IL 60016.

FOR SALE—MISCELLANEOUS FOR SALE—MISCELLANEOUS SERVICES & SUPPLIES CLASSIFIED RATES
NEW! SPECIALLY-DESIGNED, HANDCRAFTED, ORGAN PARTS FOR SALE IN PTHE CHI- {Ra“cds iliﬂd v?/ﬂ;nafElesg |eathg.lﬂliﬁew05r§ere!ea-
reservoir weights in the shape of tombstones! Now  cago area. Some freasures, some junk. Pick-up only, ered also. vrite: eric Brugger Heleathering Service,
you can discagrd those messy, dirty bricks and substi-  no shipping. SASE for list. Address D-3, THE DIAPA- 1034 East 29th St., Erie, PA 16504. CLASSIFIED ADVERTISEMENT RATES
tute the finest, most scientific reservoir weights to  SON. Regular classified advertising is single para-
yield that “life-like” breathing quality. Three sizes: NEW ORGAN PIPES, EXCELLENT WORKMAN- graph “‘want ad” style. First line only of each
Mom, Pop, and Jr. Cast of recycled cinder blocks. ORGAN PARTS FOR SALE: CHESTS, CON- ship and expertly voiced. Formerly supervisor of | ad in bold face capital type.
Can have hand-chiseled lettering upon request:  soles, reservoirs, pipework, and many miscellaneous ~ Aeolian_Skinner pipeshop. Hans Rother, German Display classified advertisements are set
R.P., Arp was Here, etc. Smaller plastic models  components. Send SASE with your inquiry stating ~ Organ Pipecraft, 34 Standard St., Mattapan, MA entirely in bold face type with the first line in
available for positivs. Not recommended for organet-  your specific needs. Sorry, no fist. Sold as-is, or ~ 02126. capital letters and the addition of a ruled box
tos or other hand-pumped instruments. rebuilt to your requirements. Address D-2, THE DIA- (border) surrounding the advertisement.
PASON. USED REVOICED CLASSIC PIPEWORK. VARI- N
ous registers offered for one-half price of new pipe- Regular Classified, perword . . . $ .30
16’ VIOLONE (WOOD), 12 PIPES, CHEST, SERVICES & SUPPLIES work. We will also revoice your romantic pipes on a Regular Classified minimum . . . . 5.00
racks, $600. 3-manual Midmer-Losh console, $350. time and materials basis. Contact: Schneider Orgel- . .
Barton Pizzicato key relay, $150. Reisner C-17  opGAN SERVICEMEN: WE WILL RECOVER  bau, Box 382, Niantic, IL 62551, (217) 668-2412. Display Classified, perword . . . . .40
Display Classified minimum . . . . 15.00

adjustable screw tube magnets, 150 ohm (used).  Gasavant and Skinner pouchboards, primary and off-

$1.00 each. 3-hp 1150 rpm, 1-phase, Spencer,  got actions. Write: Burness Associates, P.O. Box ~ RELEATHERING ANY TYPE POUCH, PNEUMAT- -
Additional to above charges:

$250. Many other miscellaneous parts. B.F. Com- 344 Glenside, PA 19038 ic. bell tion. L p ;
stock, 1010 New York Av., Manitowoc, Wi 54220. RS, aécura?é” ivg:karﬁéggmpﬂ%gfg régrg:(;frggs'e; nod g?lx Secr;;ce (mail forwarding) . . . 2.50
LI RECOVERING ANY TYPE OF POUCHES, PNEU-  BOx 245, Croydon. PA19020. (2151 788-3423 ':égcoum'sgf;gr"igg;tsigb)hshfé e

Closing Date (Classified): the tenth ( 10th)
of the month for the next month’s issue (Jan.
10th for the Feb. issue).

Cagabant Jfreves Incorporated | | | oren Leaters llrtetes Sating ange e o

include $2.00 per issue desired with pay-

a subsidiary of ment.
CASAVANT FRERES LIMITEE Quality Skins for Every Need The Diapason reserves the right to desig-
St. Hyacinthe, Quebec, Canada nate appropriate classification for advertise-
Complete Pipe Organ Services COLKIT MFG. Co. e oo vorteily
new organs rebuilding chimes maintenance .
y 252 Fillmore Avenue
serving Tonawanda, NY 14150
Texas Oklahoma Arkansas Louisiana Sample card sent
offices in Plano and Houston (716) 692-7791 on request
2512 Westridge Drive 3402 Blalock #3919 IT!S OUT|
Plano, Texas 75075 (214) 422-7337 (713) 460-0119 Houston, Texas - L
Organ advice from
OUR COMPLETE 68+ PAGE CATALOG

CLEVELAND, OHIO 44118 ARNDT ORGAN SUPPLY COMPANY
e 1018 LORENZ DRIVE - BOX 129
137 FALCON STREET, LONDON, ONTARIO, CANADA. ¥ N5waz2 TEL. (216) 932-4712 ANKENY, IOWA 50021

P EDWIN PD. NORTHRUP o ILLUSTRATED WITH CURRENT PRICE DATAI
ORGANS BY i ) br’lel n B.A., JUR. D. SEND $4.25 TODAY
2475 LEE BOULEVARD

BERKSHIRE uRGAN BUMPANY 'Nc FINE ORGAN LEATHERS SINCE 1800
* BEVINGTONS AND SONS of LONDON
68 SO. BOULEVARD, WEST SPRINGFIELD, MASSACHUSETTS NECKINGER MILLS
Area C?de 413-:734—3311, 736—]979 BROCHURES SENT ABBEY STR B
Member;  American Institute of Organbuilders ON REQUEST BERMONDSEY
nternational ° Oflet) (1] rganbuiiders [(')\ [»)(:)\ \ E ] 2\ \\r
(305) 523-7247
Specis b veel PIPE ORGAN SERVICE
SRecializing i rebuilding with a 15 yr. Quard—— Business Home
185 Aldine Bender Suite#164, Houston, Texas 77060. . . . . . . . . . (713) 999-1909 1. Lauderdate, Fla. 33334 FL. Louderdale, Fa. 33312
_ KOPPEJAN :
VISSER-ROWLAND
- pipe organs
(%e(- \at Tracker-organ builder 2033 7,3,/,:':"7:‘: 1
{ 12 Organ Builders OUSTON 77055
new organs and restoration H
R 1780 — 200 Years — 1980 gt
Rieger Organs 3;2;':’:'; BRCd ; . T’ﬂfl"“ﬂ:"f’ Plf_‘l’gfe“ " International Soriety of Organbuilders
~ i ale -715 1- i Builders of
A-6858 Schwarzach Austria Canada V2P 6H4 Phone (604) 792-1623 Phonl:a"o;lrnls;;;e“ Associated Pi.:ng;gn vilders

CREATIVE ORGAN BUILDING FOR ARTISTIC MUSICAL RESULTS

Greenwood Organ Company ELECTRIC EXPRESSIVE PERCUSSIONS
P. O. BOX 18254, CHARLOTTE, N.C. 28218 For Pipe or Electronic Organs

Fa i g e sy - Operates from under key contacts. Full concert instruments,
marimbas, vibraharps, orchestral bells, xylophones, and pianes,
in 2' and 4’ stops. Only manufacturer of such instruments in

H HUPALO ORGAN PIPE CO., INC. s
| ' 8 A ST e A Call collect (217-422-3247) for order acceptance or write
A v G DECATUR
Wh! L ii
"' O “PIPES for the sound you want”
INSTRUMENTS
] cCoORY?P

PLEASE SEND FOR OUR FREE CATALOG
INQUIRIES FOR YOUR SPECIAL NEEDS WELCOME Decatur Instruments, 1014 E. Olive Street, Decatur, Binois 62526.

Harris Crgans
ar’rey /ydl&f s
7047 South Comstock Avenue, Whittier, California 90602 ® (213) 693-4534

David C. Harris, Owner and Tonal Director * Member : International Society of Organ Builders, American Institute of Organ Builders * Inquiries are cordially invited.
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Murtagh-McFarlane
Artists, Inc.

3269 West 30th Street Cleveland, Ohio 44109 (216) 398-3990

Susan Landale

i
Clyde Holloway

Peter Hurford

Announcing the addi-
tion to the roster of

WILLIAM ALBRIGHT

Available for recitals
and masterclasses.

s /

Peter Planyavsky William Albright

Available Season 1982-1983
October - Martin Neary

Simon Preston

Donald Sutherland November - Peter Hurford
March - Heinz Wunderlich

April/early May - Simon Preston

Frederick Swann Ladd Thomas John Weaver Heinz Wunderlich

DUO RECITALS

Phyllis Bryn-Julson, soprano — Donald Sutherland, organ
Marianne Weaver, flute — John Weaver, organ
Pierre D’Archambeau, violin — Marilyn Mason, organ/Harpsichord
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