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Charles M. Ruggles of Olmsted Falls, 
OR has installed a two manual mechan
ical action organ in St. Andrew's United 
Presbyterian Church Olmsted Falls. 

The organ case is constructed of 
white oak, fumed with ammonia and 
oiled. The pipe shades are made from 
Malaysian jeluton. The manual naturals 
are made from cow leg bones, the sharps 
from grenadilla. The pedal keys are of 
oak. The stop knobs are turned from 
black walnut. 

The compass of the organ is: Manual, 
56 notes; Pedal, 30 notes. The manual 
action is of the suspended type, and the 
wind pressure is established at 75mm. 

The Pedal 8' Octave shares its bottom 
ten pipes with the 8' PIincipal of the 
Great. The 8' Trumpet is common in 
both the Great and Pedal divisions. 

GREAT 
8' Principal 
8' Rohrflote 
4' Octave 
2' Octave 

II -IV Mixture 
8' Trumpet 

Brustwerk to Great 

BRUSTWERK 
8' Gedackt 
4' Flute 

2-2/3' Nazard 
2' Gemshorn 

1-3/5' Tierce 
1-1/3' Larigot 

II Cymball 
8' Regal 

PEDAL 
16' Subbass 
8' Octave 
8' Trumpet 

Great to Pedal 
Brustwerk to Pedal 
Tremulant 



Letters to the Editor 

Compensation Issues 
[Your] editorial in the July [1982, 

page 2, "Another Look at Professional 
Concerns"] issue ... is exactly what our 
Professional Concerns committee [of the 
AGO] has been working on for the past 
few months. It is slow going, but it is 
necessary to establish good contact with 
the denominations. Going about it in a 
low-key way is a better plan than sheer 
aggression, however, though it is slow. 

Contrary to what would seem reason
able, the church denomination leader
ship is often reluctant to filter down 
guidance such as this, so it is also neces
sary to work at improving com~nsation 
from the other end of the ladder-the 
musician within his church. 

The booklets [Compensation of the 
Church and Synagogue Musician, AGO] 
have helped many an organist I know to 
educate his committee or his rector, and 
many situations have been improved in 
this way. You really have to start in your 
own back yard, though I agree it's also 
good to start at the top as well-maybe 
the two will meet in the middle. 

Pornography? 

Karen McFarlane 
Cleveland,OH 

The cover story of your June, 1982 
issue about the Crystal Cathedral organ 
was interesting as a piece of organ por
nography. It reveals a great deal about 
those involved with it in these times of 
confused priorities. Some people still 
have not learned that it is not the size of 
the organ, but that which is done with it 
that is important. Inadequacies-litur
gical and otherwise-can not be over
come by any "behemoth-mind bog
gling-loudest-biggest" organ. There are 
reasons, but no excuse for this kind of 
obscenity. 

John L. Randolph 
New York City 

"Grob" vs. "Gross" 
In the September issue John Ogasa

pian discusses "idiocies of stop nomen
clature" and states that "one very large 
modern builder, for instance, is fond of 
including a stop called Grob Gedeckt on 
his Positiv divisions. Where he got the 
n~me is easy enough to see: somehow, 
somebody misread the German double 
's' sign as a 'b'; hence, Gross Gedeckt 
became Grob Gedeckt .... coarse, 
rough and generally unpleasant-for 
that is what Grob really means!" 

In De Organographia, (1619), Vol
ume II of his monumental Syntagma 
Musicum, Michael Praetorius (who 
could read and write German script) 
uses interchangeably both the com
pound sign for the German double "s" 
and two adjacent single "s" signs. In his 
lists of specifications he also includes, 
however, Grob Gedeckt, Grobe Gymbel, 
Grob Regal, etc., as separate and dis
tinct stops. Grob does indeed have a 
meaning today of "coarse", but I sus
pect that in the Praetorius stoplist it sim
ply indicated large scale. In the alpha
betical index on page 214 Grobe Gym
bel appears before Grosse alte Orgel
werke and Grob Regal precedes Grosse 
Rohrfloit. 

Daniel Pinkham, 
Cambridge, Mass. 

What Is AuthentiCity? 
[After] reading the rather involved 

article by Isolde Alhgrimm ["Current 
Trends in Performance of Baroque Mu
sic," The Diapason, April 1982] (I) was 
struck by many points raised in that 
article ... I also attended the first Na
tional Conference on Organ Pedagogy 
in Washington, DC, (see James Welch 
review of this event, The Diapason, 
September 1982) during which there 
was considerable discussion about "ear-
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ly fingering," "baroque articulation" 
and the like. Frankly, I am disturbed by 
the somewhat simplistic approach to 
these issues which seems to characterize 
the discussions one hears involving these 
matters, and would like to raise some 
points which I believe are not being 
considered very carefully, if at all. 

As we find ourselves confronted with 
a new jargon about "baroque legato," 
"baroque articulation," "earlr finger
ing" and the like, we may weI become 
uneasy about the sweeping implications 
of such labels. I suspect that such things 
prompted Frau Alghrimm to write her 
article. 

One is easily tempted to believe that 
there is a method by which one can 
unlock the secrets of interpretation of 
baroque music. Formerly, it was sup
posed that by studying string parts con
temporary with the composer in ques
tion (especially if the composer was 
Bach), one could determine the "au
thentic" system of phrasing, articula
tion, or whatever. Today, the methodol
ogy of discovery is the same; only the 
tools are different, consisting as they do 
of treatises (sometimes read in question
able translations), beginning method 
books of the seventeenth or eighteenth 
centuries, or applicatio examples writ
ten for children. One is hard-pressed to 
understand how intelligent musicians 
can believe that such resources in any 
way reveal artistic subtleties or stylistic 
trends. There is much to be learned 
from treatises and from the study of 
"early fingering" provided only that 
one realizes that these things represent 
the distillation of basic methods, not the 
cause of artistic playing or even "cor
rect" interpretation. 

It is encouraging to note the many 
fine new organs being built today, es
pecially those which are copied or 
modeled after historic examples. These 
instruments may teach us more about 
methods of articulation, structure of 
music composed for them, or other mat
ters, than anything else. The application 
of fingering methods, touch, and a host 
of other things, all written about in one 
treatise or another, is the only proving 
ground for the player. The literal appli
cation of many ideas may prove disap
pointing. The artistic application of old
er ideas may well result in modification 
of what certain instructions are trying to 
say, with the happy result that the music 
will be better served. The somewhat 
romantic longing to know what the sev
enteenth or eighteenth century organist 
did at the instrument is understandable 
but it must remain forever a mystery. 
Meantime, it may be possible to learn 
how to make music on copies of antique 
instruments in an artistic way, even 
though it will probably not be the same 
way the men of that age utilized. 

Thomas Spacht 
Towson, MD 

More on Peeter Cornet 
I was very interested in Paul Walker's 

article, "Peeter Cornet's Music" [June, 
1982], having myself worked for some 
years on the Oxford manuscript, Christ 
Church MS 89, and related keyboard 
sources. 

Why was Cornet less famous during 
his lifetime than his colleague Peter 
Philips? Composers were generally held 
in higher esteem than performers, and 
Philips surely owed much of his reputa
tion to his widely disseminated publica
tions of vocal music (from 1591 on
wards); in 1617 Jan Breughel, painter to 
the Brussels court, made a prominent 
feature of the title page of Philip's six
voice madrigals in his painting 'Hear
ing" (Prado, Madrid). Cornet, on the 
other hand, was probabl):' better known 
as a player (his works call for a virtuoso 
technique); his music survives only in 
keyboard sources of the 1620's. In add i-
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tion, Philips was the older man by some 
twenty years, if we accept Mme Fer
rard's estimate of Cornet's date of birth, 
and had studied in Italy, often a pass
port to musical success. 

Mr. Walker refers to Berlin MS 40316 
and Liibbenau MS Lynar AI. The Berlin 
source disappeared in 1941 and has re
emerged at the Jagiellonian Library in 
Krakow (see my letter to the Musical 
Times, August, 1982). Lynar Al has 
been at the Berlin Staatsbibliothek since 
1956. 

The final pieces in the Oxford MS 
(p. 326 to end) are all typical of Cornet's 
flamboyant style. (See accompanying 
table.) 

All these pieces, together with a 
setting of Veni Sancte Spiritus by Peter 
Philips, will be published in Oxford lat
er this year. 

The movement reproduced by Mr. 
Walker is clearly the fourth verset of 
Regina caeli: it matches the other three 
in mode, length and style. The fact that 
it is based only loosely on the plainsong 

Page Title in MS 

326 Regina caeli 
327 (untitled] 
330 (untitled] 
333 (untitled] "P.C." at end 

335 Fantasia P. Cornet: 

341 7 Patrem immensae 
342 8 Tu patris 
343 9 Tu devicto 
344 1 0 Judex crederis 
345 (MS breaks off] 

oUf{ht not to surprise us-compare Cor
net s Salve Regina, third verset, in Ber
lin MS 40316. Use of the same theme for 
both the second and third versets can be 
similarly explained. There is one move
ment for each verse of the plainsong, as 
in Philips' Veni Sancte Spiritus (p. 22 of 
the Oxford MS), which suggests that 
alternatim performance was not in
tended. 

The eighth-tone Fantasia P. Gornet 
ends with an interesting variation on the 
"Lydian" cadence (Walker, Ex. 4), with 
the sharpened fourth supplemented by 
a sharpened second (a#); this may be a 
scribal error, of course, but the MS is 
clear enough. 

The four versets from a Te Deum (al
ternatim this time) break off after 
p. 345; the last gathering of the MS is 
missing. They can be confidently as
cribed to Cornet on stylistic grounds. 
Perhaps the composer was identified at 
the end, as in Regina caeli. 

The Anglo-Netherlands double
stroke ornament is a problem, as Mr. 
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Comments 

based on v. 1 of the plainsong 
based on v.2 of the plainsong 
based on v.2 of the plainsong 
loosely based on final "Alleluia" 

part of a Te Deum setting: 
title should be "Sanctum quoque" 
title should be "Tu patris" 
title should be "Tu devicto" 

THE DIAPASON 



1982 Organ Academies 
Germany and Italy 

Buxtehude and Bruhns, Frescobaldi 
and Rossi, are a pair of pupil-and

teacher teams whose keyboard music 
stands as models of their respective 
styles. Though the North German and 
Italian styles are often taught as sepa
rate entities in organ repertoire, they 
may well have as much in common as 
they have differences. An opportunity 
to participate in such an association is 
provided yearly through the contiguous 
scheduling of the Norddeutsche Orgela
kademie (directed by Harald Vogel) in 
mid-August and the Accademia di Mu
sica Italiana per Organo (led by Luigi 
Tagliavini and Umberto Pineschi) held 
in late August-early September. 

The North German Academy, head
quartered in 1982 at Bunde and Stade, 
featured an abundance of carefully re
stored organs dating from the 15th 
through the 19th centuries as well as 
several clavichords and harpsichords on 
which course participants could play. 
Organs visited during the session: 
Weener (1710), Rysum (1456), Uttum 
(1630), Holtland (1810-13), Backemoor 
(1782), Wiefelstede (1731), Jade (1739), 
Stade, St. Cosmae (1673), Osterholz
Scharmbeeck (1734), Cappel (1690), 
Liidingworth (1599). 

Vogel led members of the course 
through a demanding schedule of 
classes, workshop sessions, perfor
mances, practice sessions, visits to in
struments and to the shop of J iirgen 
Ahrend in Leer where the Schnitger 
organ from Norden is now in restora
tion. Yet throughout the time from 
August 15-26 there was always time for 
good food and camaraderie in several 
languages amongst group members, 
who came from Holland, West Germa
ny, Hungary, Japan, France, and Cana
da along with two current residents of 
the United States out of approximately 
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28 registrants. Two impressions stand 
out in addition to the beautiful instru
ments played and Vogel's brilliant play
ing and animated teaching-(l) there 
are many fine players of early music, 
some of whom have only recently dis
covered the area of performance prac
tice; and (2) Europeans, particularly 
young West German organists, are now 
beginning to acknowledge the leader
sh~ of their countryman, Vogel, in the 
fields of performance practice and his
toric instruments. 

Beginning with an introductory 
course on Italian organ history taught 
by Umberto Pineschi, the Accademia di 
Musica Italiana per Organo (August 27-
September 8) was a very different kind 
of experience from that of the North 
German Academy. More than 90 people 
were registered with about two-thirds of 
them coming from Italy. Other coun
tries represented included Denmark, 
Finland, Holland, Japan, Canada, 
Czechoslovakia, Switzerland, Great 
Britain, and the United States (one cur
rent resident enrolled this year). The 
schedule for the course in Italy was 
much more relaxed than had been true 
in Germany, though there were numer
ous instruments available to participants 
on which to practice during free time, 
and many took advantage of this oppor
tunity. 

Luigi Tagliavini's playing and teach
ing tended to be the dominant influence 
during the sessions as has been true from 
the beginning of the Accademia. His 
acknowledged leadership in Italian ear
ly music and instruments was quietly 
evident in his superb playing demon
strations and in his easy recall of all sorts 
of scholarly bits and pieces related to 
the music of Frescobaldi, Rossi, Pas
quini, and Banchieri. Perhaps the most 
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Incorporated Association of Organists' Congress 
Oxford University, England D August 23-27, 1982 

In the words of lAO President Gillian 
Weir, the organization's late summer 

Congress promised to "display as many, 
of [the organ's] facets as possible.' 
Those, such as I, who attended this 
event were not disappointed. 

Anticipating the need for some cul
tural adjustments between Bostop and 
Great Britain, I arrived in England a 
week prior to the Congress and toured 
the major cathedral cities in the south
ern regions of that country. By the time 
I arrived in Oxford I was well-ad
justed-and exhausted too! 

The fast-paced events and kaleido
scopic ,Programs were dominated by 
"name' personalities and outstanding 
talent. Usually a combination of both. 

Gillian Weir presented several flaw
less and inspiring recitals. As the occa
sion demanded, she exposed her humor
ous nature in a gracious and charming 
manner befitting a proper En
glish( wo )man. Ms. Weir was seen in sev
eral capacities throughout the Congress: 
as speaker; lecturer; and solo, ensemble 
and accompanying performer. 

Special highlights of the week in
cluded Jean Guillou who conducted im
provisation workshops and performed a 
Reubke recital on both the piano and 
the organ. Also of note was an evening 
recital featuring Jane Parker-Smith who 
performed witli an orchestra. 

Other recitals presented David San
ger as an organ soloist, and soprano Jane 
Eaglen accompanied by Graham Bint. 
Lunchtime recitals featured organists 
John Butt, Catherine Ennis, Thomas 
Trotter and Colin Andrews, in addition 
to other musicians and singers. 

Exposure to English choral groups 
was not overlooked, and guest choirs 
were presented at several Evensong ser
vices. A participatory experience in 
singing was offered by Ronald Frost 

who formed a choral group of Congress 
attendees, conducted several early
morning rehearsals, and then presented 
his newly-formed choir in a short pro
gram near the end of the Congress. 

In keeping with other such events (i.e. 
Conventions, etc.) the days kept those in 
attendance rather busy, and the evening 
hours were not overlooked as opportuni
ties to present additional programs. On 
three of the evenings, after the evening 
recitals, the Congress was shown John 
Brennan's slide program on Historic Or
gans and Contemporary Organs of Eu
rope. Another fost-recital event was a 
short, informa concert on recorder, 
flute and harpsichord in the New Col
lege Cloisters which we enjoyed while 
sipping on wine and lemonade. 

T~ips, either by bus or on foot, took us 
to Blenheim Palace, the birthplace of 

Winston Churchill and family seat of 
the Duke and Duchess of Marlborough, 
to Goble's harpsichord factory, and to 
Blackwell's Music Shop. At Blackwell's 
we enjoyed a festive wine and cheese 
party while we purchased music and 
ignored the fact that it was an otherwise 
gloomy, rainy day. 

Several factors contributed to the suc
cess of this Congress. The Oxford loca
tion, with its thirty-two colleges, many 
dating to the 13th and 14th centuries, 
and each with a respectable organ in its 
chapel, provided a unique setting for 
the Convention. Not to be overlooked 
was the accessability of some ten organs 
to Congress attendees, all within a short 
walking distance from our Congress 
center at Queen's College. We were 
constantly aware of the names from the 
past that were closely associated with 
the locations which we visited-names 
such as Stainer, Addison, Wilde, Wren, 
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OBERLIN 
It's important for a musician to have the space to grow. For 
over 100 years the Oberlin Conservatory has offered its organ 
students the most enriching kinds of space. 

Musical Space: Oberlin's organ facilities and instruments span 
a broad range of historic styles. They are without equal on any 
campus. Most important of all is a distinguished faculty 
dedicated to teaching: David Boe, Garth Peacock, William 
Porter, Haskell Thomson. 

Academic Space: The Conservatory shares a spacious campus 
with the Ober lin College of Arts and Sciences where 
Conservatory students can take advantage of a full offering of 
liberal arts courses. 

Personal Space: Campus life is rich and varied covering a wide 
range of extracurricular, housing and dining options. 

Oberlin College Conservatory of Music 

THE SPACE TO GROW 
A new recording, "The Organs of Oberlin" featuring faculty 
members playing on the Conservatory's meyor concert organs 
is now available. For more information write: Qasparo, P.O. Box 
120069, Nashville, TN 37212. 

For more information about the Conservatory and the organ 
program write: ......................................•.......••.••...••..••• 
Michael Manderen, Room 204 
Oberlin College Conservatory of Music, Oberlin, Ohio 44074 
Phone: 216-775-8413. 

Please send 0 Conservatory Pictorial Catalogue 0 Audition Information 

Name 
Street. __________________________________________________ __ 

City _____________________________ State ___________ Zip ____ __ 
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THE CADENZA QUESTION: A DISCUSSION 

Performance practice with regard to ornamentation in the Baroque period has 
been a subject with which more and more :q:lUsicians have concerned themselves in 
recent years. Not surprising is the fact that a great deal of this interest is centered in 
the music of J.S. Bach. Specifically, several articles have dealt in a limited way with 
the subject of interpolated cadenzas in the organ works of Bach, both forI and 
against2; a forthcoming book3 by Gerhard Krapf devotes even greater attention to 
the subject of improvised ornamentation with regard to the addition of cadenzas in 
the keyboard works of Bach, a practice which Krapf views as an extension of the 
"baroque" practice of free ornamentation.4 In connection with this, three organ 
works of Bach which he regards as "obvious" candidates for this treatment, and 
which are often performed with cadenzas, are the Toccata, Adagio and Fugue in C 
Major, BWV 564; the Passacaglia in C Minor, BWV 582; and the Prelude and 
Fugue in G Major, BWV 541. Each of these works contains passages in which the 
motion is interrupted by a dramatic rest following a dominant, diminished, or, in 
the case of the Passacaglia in C Minor, a Neapolitan sixth chord. The question that 
arises is: is it appropriate to add cadenzas in the above-named works, or should the 
integrity of the dramatic rests be maintained? It is my opinion that, based on the 
analysis not only of the works in question but also of works in which actual written
out cadenzas occur, the latter course of action produces a more effective perfor
mance. 

THE CADENZA 
In the Baroque concerto, one can see the solo cadenza as an extension of the close 

of the final solo section,5 prolonging the dominant harmony in preparation for the 
entrance of the final tutti. There are several examples of this in Bach's works, one 
being the cadenza at the end of the third movement of the Concerto in A Minor for 
harpsichord, violin and flute. This cadenza for harpsichord is a prolonged pedal 
point on the dominant harmony which Bach has not left to the whim of the soloist, 
but which he writes out, and even labels "cadenza." This idea of a prolonged 
dominant harmony can also be seen in the early cadenza, the shorter one, from the 
Brandenburg Concerto No.5, a cadenza which is clearly a dominant pedal point 
before the final ritornello.6 

In transferring the ritornello form from concerto to a solo organ work, Bach again 
composes a cadenza, this time in the first movement of the G Major Trio Sonata, 
BWV 530, a movement in ritornello form with alternating "tutti" and "solo" 
passages. Within this tutti-solo structure, there is a passage over a dominant pedal 
point in measures 153-160 which comes at the end of the final "solo" section and, 
functioning in the manner of a cadenza, leads into the final "tutti." 

In his Versuch einer Anweisung die Flote traversiere zu spielen of 1752, Johann 
Joachim Quantz is very specific about what a cadenza is and when it should be 
performed. He describes it as an "extempore embellishment created, according to 
the fancy of the performer, by a concertante [solo] part at the close of a piece on the 
penultimate note of the bass, that is, the fifth of the key of a piece."7 In other words, 
it is a prolongation of the dominant harmony before the final tonic chord, just as in 
the concerto, the cadenza functions as a dominant prolongation before the final 
return to the home key. 

A type of display passage which is mistakenly called a "cadenza" is the postlude 
typically found in the North German organ toccatas. Many of these postludes can be 
found in Bach's organ works, a few notable ones being those of the A Minor Fugue, 
BWV 543, the Prelude and Fugue in C Major, BWV 531, and the Fugue in G 
Minor, BWV 535. These passages are reminiscent of the display sections in North 
German organ works such as those of Buxtehude or Bruhns, in which the formal 
pattern is characteristically display-fugue-display, often in three or five sections, 
thus creating a balanced structure.S This resulting balance is not so much a question 
of alternating sections of equal proportions; one can see in the Prelude and Fugue 
in A Minor, BWV 543, that the postlude is a good deal shorter than the prelude and 
the main body of the fugue. However, one is aware of a psychological symmetry 
that arises from hearing a closing passage that recalls a type of material similar to 
what was heard in the opening section of the piece. Hence, balance manifests itself 
in the above-named works in that Bach uses in these toccata postludes material 
which hearkens back to toccata passages in the preludes. And while these postludes 
assume a structural significance, it is that of a coda and not a cadenza, which, as 
discussed abov~, has an entirely different function. 

THE FERMATA 
In Baroque music, the use of the fermata at certain cadential points, e.g., over 

unresolved chords preceding a caesura near the end of a piece, is sometimes taken 
to mean that a cadenza may be added at those places. Sandra Soderlund has stated 
that the caesura itself is a ' signal" for a "cadenza," as in the Toccata in C Major, 
BWV 564.9 Likewise, David Mulbury has surmised that the fermata over the 
Neapolitan sixth chord in the Passacaglia in C Minor, BWV 582, si~nifies that 
"Bach intended the player to improvise a brilliant cadenza at this point.' 10 Interest
ingly enough, Michael Radulescu's caution against elaboration in the Passacaglia in 
C Minor confirms a burgeoning trend in this direction. ll Nevertheless, in spite of 
the assertions of Soderlund and Mulbury, one cannot assume that the fermata, or the 
rest which follows it, automatically functions as a cue for elaboration on the part of 
the performer. In the late Baroque, the fermata, or corona, as it was sometimes 
called, had several connotations, depending on the context in which it was found. In 
his Musicalisches Lexikon of 1737, Johann Gottfried Walther, Bach's cousin and 
good friend, defines the corona in the following manner: 

Corona, oder [Nota J Coronata, also wird von den Italianern dieses Zeichen (:) genennet, 
welches, wenn es aber gewissen Noten in allen Stimmen zugleich vorkommt, ein allge
meines Stillschweigen, oder eine Pausam generalem bedeutet ... 12 

Corona, or [Nota] coronata, thus this sign (.) is called by the Italians, which, when it is found 
over certain notes in all voices at the same time, signifies a general silence or a general 
pause ... 

In the remaining part of his definition, Walther makes no mention of cadenzas or 
improvisatory flourishes. In fact, the near-total silence on the part of Baroque 
theorists regarding the insertion of cadenzas at fermata points may well indicate 
that the practice was not as prevalent as some today seem to think. 

The use of the corona to focus the eye at a point in a piece where the motion stops 
dramatically can be found in a number of Baroque works, not the least of which is 
the end of the final chorus from Handel's Messiah. Handel's sense of drama can be 
seen not only in the rest in measure 156, over which Handel puts a fermata, but also 
in the heightening of tension produced by the dissonant V -4/2 chord preceding it, 
which Handel originally compose~ as a simple root position dominant over A in the 

bass. This change can be observed in the autograph score, where Handel scratches 
out the bass A and inserts a G, and to emphasize that it is no mistake, adds the figure 
4/2 underneath it. 13 Obviously, Handel's second choice of the dissonant chord only 
gives a greater force to the rest, and the fermata shows his awareness of the power of 
that silence. 14 

Corelli and Vivaldi both make use of the fermata as an intensifying device. In his 
concerti grossi, Corelli sometimes uses the corona over rests which separate fast 
from slow sections, as in the Concerto in D Major, op. 6/1/1; in the Largo of the 
Concerto in C Minor, op. 6/3/1, he marks a fermata over a rest to heighten the 
impact of the silence after the forceful opening gesture of measures 1-2. (Example 
1). Vivaldi occasionally points up structural shifts in his concertos by employing a 

Example 1. Corelll, Concerto in C Minor. op. 6/3/1. 
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fermata over a dominant chord which precedes a new section. An example of this 
can be seen in the first movement of the Violin Concerto in D Minor (Ricordi 258) 
in which Vivaldi places a fermata over dominant harmonies twice, first before a 
dynamic change (piano to forte) and later before a textural change (tutti to solo). It 
is interesting to note that there is no rest after these chords. One can deduce from 
this that Vivaldi intended a slightly longer pause on the chords in question, which 
would accord with Walther's definition, so that the contrast between sections might 
be intensified. 

J.S. Bach's use of the fermata as an intensifying dramatic device can be seen in 
several of his keyboard works, examples being the Praeambulum from the G Major 
Partita and the Fugue in A-flat Major, WTC II. In these pieces, the fermata is 
placed over a dominant seventh chord near the end of the movement, and it is then 
followed by a sixteenth-rest after which the motion is resumed. In these two works, 
the notes following the dominant harmony begin with the figura suspirans, which is 
preceded by a rest or "sigh." The effect of the rest is that of a breath or slight pause, 
which heightens the impact of the dissonant chord before it. It would not be 
difficult to imagine the disastrous effect which improvisatory flourishes, inserted at 
these rests, would have on the forward motion of these pieces. Thus, the notion that 
a fermata is an indication of an opportunity for free ornamentation does not apply 
in these examples. 

THE TOCCATA IN C MAJOR, BWV 564 
In her article, Sandra Soderlund states that the Toccata in C Major, BWV 564, is 

an "Italianate" work, based on the concerto principle, and therefore subject to free, 
soloistic interpolations at certain points. 15 With regard to this piece, she proposes 
that the V7 chord at measure 75 is the signal for a cadenza. (Example 2). The reason 

Example 2. BWV 564 (Toccata), m. 74-75. 

given is that the chord is followed by a rest and a coda. However, she does not cite 
concrete evidence which would give authority to this premise. Also, what follows 
this chord is not the coda but a cadential passage consisting of episodic material 
based on the figura suspirans,16 material similar to that found in measures 55-56, as 
well as material from the episode which begins at measure 65. (Example 3). This 
particular figure, the broken thirds in the manuals followed by octave sixteenth
notes, appears in measures 67-71, and by using it again in measure 76, Bach rounds 
out the episode before the final ritornello. 

If one were to put a fermata over the chord in measure 75 and insert some 
unmetered passage work before returning to the composer's text, the unity created 
by the return of the figura suspirans and the broken thirds would be obscured. 
Indeed, there is drama in Bach's stopping the continuous sixteenth-note motion, as if 
to call attention to the fact that something important is going to happen, namely, 
the recall of two episodic figures to tie up the final episode and to announce the 
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Example 3. BWV 564 (Toccata), m. 75-77. 
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return of the ritornello in the tonic key. 
There is another point to consider in looking at the toccata, and that is the 

maintenance of a consistent rhythmic pulse. The energetic quality of the ritornello 
section is characteristic of concerto fast movements, and the rhythmic vitality that it 
produces would only be de-emphasized by the insertion of a free, improvisatory 
passage. One only needs to look through fast movements in Italian concertos to see 
that virtuosity is expressed primarily by patterns of figures which are metered, such 
as those in the Vivaldi D Minor Violin Concerto cited above. 

In looking at the coda (which begins at measure 81 and not before), one can see 
that Bach in effect has written in a postlude for the toccata without losing the pulse. 
He starts in measure 81 (Example 4) with what sounds like another episode only to 

Example 4. BWV 564 (Toccata), m. 81-84 (coda). 
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interrupt it in measure 82 and start again an octave lower, followed by two more 
statements of that same figure, each time an octave lower until it reaches the lowest 
note on the pedals. This descent to the low range of the instrument, coupled with 
the restatements of the broken third figure, produces an effect of added weight. 
This effect is strengthened by the final cadence, which brings the toccata to a 
powerful close with its full five- and six-voiced texture. The embellishment of this 
coda with a flurry of thirty-second-note divisions and a "cadenza," as Soderlund 
suggestsl7 would enervate this passage and cause confusion just prior to the final 
cadence by injecting elements which were not present anywhere else in the move
ment. 

One must also consider the contrast between the rhythmic vitality of the toccata 
and the singing quality of the Adagio which follows it. Is the contrast as striking if 
the basic pulse of the toccata is altered by free, virtuosic flourishes up and down the 
keyboard? The answer might be that the second section of the toccata is meant to be 
fairly straightforward and played with rhythmic drive throughout. 

Soderlund also offers a cadenza for measure 134 of the fugue; this elaboration is 
outside the time of the movement. She feels that it is appropriate to maintain the 
V-6/4 sonority at this point and therefore to extend it. IS However, the idea of 
placing a "cadenza" on a 6/4 chord is a device more common to the Classical period 
than to Bach's time, and the feeling of V-6/4 in this measure is really very fleeting. 
In addition, it is possible to view this measure as a hemiola measure. (Example 5.) 
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Example 5. BWV 564 (Fugue), m. 134. 

The emphasis is on the V7 quarter-note chord; this emphasis is made even stronger 
by the trills. Added passage work would obscure the rhythmic shift in this measure. 
Bach often uses hemiolas at important cadential points; measure 286 of the Passaca
glia in C Minor is another example of that technique. By altering the rhythmic 
emphasis in measure 134 of the work under discussion, Bach is calling attention to a 
very important event in the piece, namely, the final perfect authentic cadence. 
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Does this mean that the measure in question should be played strictly, in order 
that the rhythm might not be lost? This is always a matter of personal taste, but it 
seems that there is some room for freedom, as long as the emphasis is placed where 
it belongs, on the G pedal and on the cadential V7 chord. An improvisatory feeling 
is produced by the dramatic rising scale, and yet the forward propulsion which is so 
characteristic of the entire fugue is never lost. To make additions at this point would 
jar the tight construction of this important cadence. 

THE PASSACAGLIA IN C MINOR, BWV 582 
We have seen that J.S. Bach and other composers have employed the fermata as a 

device to direct attention to moments of particular drama within their works. The 
use of the fermata in order to lay stress on a climactic point can be seen in J.S. Bach's 
Passacaglia in C Minor, in which he places a fermata over the Neapolitan sixth 
chord in measure 285, and interrupts the motion with a rest following the chord. 
(Example 6.) The question again arises as to whether or not a "cadenza" is appro-

Example 6. BWV 582, m. 285-286. 
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priate at that point. Gerhardt Krapf has indicated that he has several examples of 
elaborations for this measure in his forthcoming book l9 However, Michael Radules
cu contends that an improvised embellishment at that point would ruin the hemiola 
that occurs in measures 285-286. 20 Indeed, going beyond the hemiola itself, one 
must consider the overall effect that is produced in measures 285-286. 

The fermata in measure 285 of the Passacaglia in C Minor is significant from a 
performance standpoint, as it directs the attention of the player to some very 
important compositional elements, the most obvious being the Neapolitan sixth 
chord over which the fermata is placed. This chord is unusual in itself, for while one 
can find other places in Bach's music where he will make a similar rhetorical 
gesture by stopping the forward motion of sixteenth-notes (for example, the Fugue 
in G Major, BWV 541), he usually does it on some sort of dominant seventh or 
diminished seventh chord in the key of the piece. Likewise, one can find very 
systematic uses of the Neapolitan chord in Bach's music (BWV 532 and BWV 535) 
but nowhere else does it appear in such a dramatic setting. The fermata over this 
particular chord therefore serves to focus the eye on the drama within this mea
sure. 

There are several other elements that make measure 285-286 a very important 
passage. Following the Neapolitan chord is the last perfect authentic cadence in the 
piece (measures 286-287), notably on a major chord, not minor. We have also seen 
that there is a hemiola in Measures 285-286, especially evident if one looks at the 
pedal part. Also important is the fact that measure 285 is the only measure in the 
entire Passacaglia where the motion stops · and silence ensues. With the constant 
sixteenth-note impetus moving along relentlessly throughout the entire fugue, 
Bach's placing of a fermata on the Neapolitan chord helps to slightly prolong this 
coming together of the individual voices, not just for the eye but also for the ear. 

All these factors taken together are reason enough for J.S. Bach as a composer to 
call attention to the great climax of the Passacaglia in C Minor. The presence of the 
fermata makes the music analyst look carefully at what is happening there. It also 
tells the performer to make this dramatic moment evident to those listening and not 
to rush right through it. By inserting a "cadenza" at this point, a performer may run 
the risk of obscuring the harmonic progression and the hemiola, as well as weaken
ing the effect of completely stopping the constant sixteenth-note motion and taking 
it up again. Indeed, Walther's definition of the corona, although appearing some 
twenty-five to thirty years after the composition of the Passacaglia in C Minor, 
again seems to apply here. The rhetorical effect of the Neapolitan chord followed 
by silence is a most dramatic compositional gesture on Bach's part. In view of that, it 
is most unlikely that he intended the fermata over the chord to represent a signal for 
the display of virtuosity on the part of the performer. 

THE PRELUDE AND FUGUE IN G MAJOR, BWV 541 
The question again arises as to the purpose of the fermata with regard to its use in 

measure 71 of the Fugue in G Major, BWV 541. (Example 7.) As with the Passaca
glia in C Minor, there are a number of events occurring in and around this measure. 
The measures preceding the fermata are primarily in a minor tonality which arises 
from the subject entry beginning in measure 66. Like the Passacaglia in C Minor, 
the shift to the major occurs after the fermata. However, the chord in question in 
measure 71 of the Fugue in G Major is a diminished seventh chord on C-sharp over 
a pedal D, an extremely dissonant chord. The fermata over it serves as a means of 
slightly prolonging the dissonance and therefore emphasizing what is the most 
dramatic, rhetorical moment in the fugue. To insert an elaboration here would 
lessen the impact of such a strong dissonance, as well as dilute the sudden shift from 
major to minor, a strong effect in itself. 

The diminshed seventh chord heralds another important event in the fugue in 
addition to the return to the major tonality: the introduction of stretto and the final 
section of the fugue in measure 72ff. 'The slight prolonging of the diminished 
seventh chord and the silence following it alert the ear not only to the resolution of 
the dissonant chord, but also to the beginning of the stretto, a new event in the 
piece. If one were to add an elaboration in measure 71, it would weaken the effect 
of the powerful dissonance and draw attention away from the stretto. 

One might also make a comparison of measures 70 (beat 3)-71 of the fugue to 
measures 74-76 of the prelude. The two harmonic progressions are very similar, as 
well as the figural motion: sixteenth-notes moving on a downward course punctu-
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Example 7. BWV 541 (Fugue) m.66-72. 
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Bted by quarter-note chords. (Example 8.) However, in the prelude, the dissonance 
of the diminished seventh chord in measure 76 is not as strong as that of the fugue 
since the chord is not held as long against the pedal D, and the C-sharp is only the 
value of a sixteenth. The sixteenth-note motion continues here, as opposed to stop
ping in the fugue. Indeed, this passage looks like a kind of mini-cadenza in measure 
79. Surely, if Bach had wanted this effect in the fugue, he would have written a 
similar type of "cadenza" there as well. But that would have lessened the intensity 
of the most climactic moment in the whole work. In addition, Bach's sixteenth-note 
passage work in both the prelude (measures 1-11, measures 74-76) and the fugue 

Example 8. BWV 541 (Prelude), m. 74-76. 
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(measures 70-71), although somewhat improvisatory in effect, is quite regular, and 
the rhythmic drive created in both movements by the constant eighth-note pulse 
and sixteenth-note motion would be jarred by a free interpolation at measure 71 of 
the fugue, or at least, it would be rendered ambiguous. A better solution would be to 
have a complete rest after the diminished seventh chord in measure 71, followed by 
a resumption of the driving pulse, which is only intensified by having been abruptly 
halted. 

It is not only the rhythm which is stopped at measure 71 but also the downward 
motion begun in measure 70 in the top voice, moving down in sixteenth-notes until 
arriving on the diminished seventh chord in measure 71. Following the diminished 
seventh chord, the process is reversed with a rising motion, starting with the pedal 
and continuing with the roulades in the tenor. The accumulation of subsequent 
stretto entries in the higher register of the keyboard only adds to this feeling of a 
ceaseless drive to the end. This progression of events, so important to the mainte
nance of the intensity of the final section of the fugue, is rendered diffuse when one 
tries to insert a musical expatiation in the rest of measure 71. 

If one were to apply rhetorical terms to this section, one could see the diminished 
seventh chord in measure 71 as the end of the conjutatio, which, described by 
Mattheson, is: 

... eine Auflosung der Einwurffe, und mag in der Melodie durch Anfurung und Wied
erlegung fremdscheinender Faile ausgedruckt werden: Denn eben durch dergleichen 
Gegensatze, wenn sie wol /{ehoben find, wird das GeMr in seiner Lust gestarcket, und 

NOTES 
lSandra Soderlund, "Italian Ornamentation: 

Bach's Toccata in C Major," The American Organ
ist, Vol. 13 No. 8 (August 1979), p. 31; also David 
Mulbury, "Bach's Passacaglia in C Minor-Notes 
Regarding Its Background, Essence, and Perfor
mance," Bach, Vol. 3 No. 3 (July 1972), p. 19. 

2Michael Radulescu, "On the Form of Johann 
Sebastian Bach's Passacaglia in C Minor," Organ 
Yearbook (1980), p. 102 .. 

3Gerhard Krapf, Bach: Improvised Ornamenta
tion and Keyboard Cadenzas (The Sea Ranch, Cal
ifornia, The Sacred Music Press, not published). 

4Kindly communicated to me by Professor Krapf 
through private correspondence. 

5This can often occur outside the time of the 
movement, although not necessarily . 
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Wolsey, Galsworthy and Stokowski. 
Time to socialize at the "pubs", over 

coffee or during the staunch English 
breakfasts and teas afforde~ us an op
portunity to become acquainted with 
the British musicians and to compare 
our mutual interests and concerns. 

Among those with whom I talked, the 
matter of most interest seemed to be 
comparative support promoted by the 
AGO in the areas of salaries and work
ing conditions. My position as a full
time professional organist and choir di
rector seemed to intrigue many of those 
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'See also the cadenza in the Violin Sonata in A 
Major, BWV 1015, second movement, for an exam
ple of a dominant pedal-point cadenza in a ritornel-
10 structure. 

7Johann Joachim Quantz, Versuch einer Anwei
sung die jlOte traversiere zu spielen, 1752, trans. by 
Edward Reilley (New York, Schirmer Books, 1966), 
p.179 .. 

8Walter Emery, "Some Speculations on the De
velopment of Bach's Organ Style," The Musical 
Times, Vol. 107 (July 1966), p. 599. 

9Soderlund, "Italian Ornamentation," pp. 30-31. 
IOMulbury, "Bach's Passacaglia in C Minor," p. 

102. 
l1Radulescu, "Pass~caglia in C Minor, "p. 102. 

with whom I came in contact. 
Regardless of the respect which Eng

land holds for organ recitals, boy choirs 
and elaborate sung services, it became 
apparent that American church musi
cians are paid a princely sum over that 
received by their English counterpart. 

Of the approximately 350 people who 
attended the Congress, five were Amer
icans, and aside from a handful of Aus
tralians, Canadian and Scots (in kilts), 
the remainder were English. Demo
graphically, there were many in atten
dance who were in their 60's, 70's and 

alles, was demselben in Dissonantzen und Ruckungen zu wieder lauJfen mogte, gesch
lichtet und aufgeloset.21 

... a resolution of the objections and may be expressed in music ... through the introduc
tion and refutation of strange seeming passages: For it is just by means of these elements of 
opposition, provided that they are deliberately rendered prominent, that the delight of the 
ear is strengthened and everything in the nature of dissonances and syncopation which may 
strike the ear is settled and resolved. 22 

The subject, which has also been fragmented in the conjutatio (Example 9) is then 
by means of the stretto (which occurs in the peroratio, or conclusion) bound up in a 

Example 9. BWV 541 (Fugue), m. 63-65. 
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tight unit. 23 A conciliato, that is, bringing something back on the right track, is 
effected by a sudden shift.24 In the G Major Fugue, the sudden shift occurs in 
measure 71, where the air is cleared by the rest and the main theme is brought back 
in the major and reaffirmed by stretto. One could argue as to whether or not Bach 
was thinking in rhetorical terms as he composed this fugue, but it is obvious that all 
the asrects of the G Major Fugue described above are carefully integrated into a 
logica progression of events. These events are made most evident to the listener 
when left uncluttered by free interpolations, no matter how skillfully crafted or 
improvised. 

After examining these three works with regard to the possibility of inserting 
improvised flourishes, I have drawn the following conclusions: 
1. The abrupt chords followed by rests or with fermatas over them are not necessar

ily signals for "cadenzas," but rather are indications of an equally effective 
gesture, the rhetorical silence, which itself can be thunderous in its reverbera
tion. 

2. By the unexpected nature of these chords and their designed delay of cadence, 
the actual cadence itself, when it arrives, in each case is rendered all the more 
final and unambiguous. 

3. There is no question that each of these works has a strong underlying pulse, and 
extra flourishes or "cadenzas" outside the time of the movement will only cause 
the rhythmic drive to be diffused, whereas in the silences following the strong 
dissonant chords, the listener is still aware of a forward propulsion. 

4. The improvisatory nature of free embellishments is incongruous with the works 
in question, which are anything but improvisatory; their large formal structures 
are characterized by motivic and harmonic development, all within a strong 
rhythmic pulse. The insertion of improvisatory elaborations in these organ works 
is simply out of character. 
In any musical composition, the whole of the piece is more important than any of 

its parts. Consequently, the performer needs to find the mode of execution appro
priate to that piece, namely, the style which is intrinsic to it, and within that style 
interpret the various parts of the work in a manner which best conveys the whole to 
the listener. Style can vary from composer to composer; moreover, it can vary 
within a composer's output, from piece to piece, depending on the genre. In the 
pursuit of that elusive element of style, it is easy to be over-enthusiastic and inject an 
ingredient, e.g., an improvisatory flourish, which may be stylistically appropriate in 
one work, into another work from the same time period for which it may be 
stylistically and functionally incongruent. When this happens the result is an intrud
ing element which does nothing to promote the whole concept of the work, but 
renders the form slightly askew, as the outside factor usually sticks out in such a way 
that undue attention is focused on it, and the rest of the piece suffers. 

Thus any embellishment or interpolation done in the name of Baroque perfor
mance practice needs to be within the context of the style of the particular work. In 
the case of the works discussed here, the addition of cadenza-like passages is not in 
keeping with Bach's style of manipulation of the thematic material, which in these 
works is a continuum of evolution and growth. 

12Johann Gottfried Walter, Musicalisches Lexi
kon, 1732 (reprint edition, Kassel, Barenreiter, 
1958), p. 186 .. 

13John Tobin, Handel At Work (New York, St. 
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change in Handel's . Messiah'" 'The Original 
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burg, 1892), p. 260 .. 

14Another example of a dramatic silence empha
sized with a fermata in Handel's music can be seen 
in the Allegro from the F Major Trio Sonata, op. 
2/3/11, meas. 46 .. 

15Soderlund. "Italian Ornamentation," p. 31. 

80's, with many of these in the "buff" 
category. There were equally a large 
number of younger people (in their 
20's), who it seemed had come to partic
ipate in an announced competition, per
form, or take advantage of the work
shops. The absence of a representative 
number of middle-aged organists sug
gested that perhaps they were not able 
to get away from their places of em
ployment, where they supplement their 
poor musical salaries, in order to attend 
this event. 

The final banquet was attended by 

160ne can see the resemblance of this place to the 
passages in the keyboard works described in the 
previous paragraph .. 

17Soderlund, "Italian Ornamentation," p. 31. 
18Ibid., p. 31. 
19At this writing, they were not available due to 

c0ftyright restrictions. 
°Radulescu, "Passacaglia in C Minor," p. 102. 

21Johann Mattheson, Der Vollkommene Capell
meister (Hamburg, 1739; reprint ed., Kassel, Baren
reiter, 1954), p. 236. 

22Translation by Gregory Butler in "Fugue and 
Rhetoric," Journal of Music Theory, Vol. 21 No.1 
(Spring 1977), p. 84. 

23Butler, "Fugue and Rhetoric," p. 97. 
24Ibid., p. 75. 

the Lord Mayor of Oxford, and TV per
sonality, John Amis. Although the per
formance contest produced no first
place winner, the second and third
place prizes were awarded during the 
course of this final gathering. 

The Congress ended with sincere ap
preciation to our hosts-and a toast to 
the Queen. 

Barbara Roth 
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Chapter of the American Guild of Organ
ists. 
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Sixth Edition, Stanley Sadie (ed.). Macmillan Co. Vol. I, p. 785. 

E*eellenee 
in pipe organ lIuilding 

sinee 1875 ~ 

INC 0 R P 0 RAT E 0 

P.O. Box 149 
HaCjJentown, Merylend 21740 Phone: 301 - nJ.9000 

7 



J .S. Bach Books 
... Page 7 

Grace, Harvey. Novello Short Biographies. Novello, n.d. 22 pp. 
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1782-1789. 4 Vols. 
Dickinson, Edward. Chapter IX. «The Culmination of German Protestant MuSiC," 

Johann Sebastian Bach in Music of the Western Church. Scribner, 1902. pp. 
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1941. 
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Sexton, E. H. L. Organ Music Before 1700. Extracts from The Organ, Vol. XV and 
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Special Emphasis on J. S. Bach. Princeton University Press, 1978. 630 pp. 
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Lidgey, Charles A. Bach. London, 1900. 
Orlando, Morgan. J. S. Bach's Forty-eight Preludes and Fugues, Analysis of the 

Fugues. London, 1931. 
Rimbault, Edward Francis. Johann Sebastian Bach, Adapted from the German of 
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Seiber, Matyas. The Art of Fugue, A Guide to the New Concert Version. W. Goehr 
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Readers wishing to contact Palmer Lowry regarding this index may address 
him at: J.S. Bach Foundation, 1121 Americana Court, Nr. 52, Des Moines, IA 
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New Bells Ring in Fort Worth Tower 
St. Stephen Presbyterian Church, 

Fort Worth, Texas is the recipient of a 
peal of five cast bronze bells, a gift from 
the Amon Carter foundation, in memo
ry of Amon Carter. The bells were cast 
in Asten, Holland by the Eijsbouts, Ltd. 
Bellfoundry in December 1981 and in
stalled in the church tower in June 1982 
by the Schulmerich Company. 

The bells, which are free-swinging 
with interior clappers may also be tolled 
in a stationary position utilizing second
ary, exterior clappers and an electric 
action. Time clock controls provide the 
means whereby "Westminster" or "Te 
Deum" chime tunes are rung on the 
hour and quarter hour. The electric 

action also allows for the bells to be 
sounded from three locations within the 
church, including the consoles of the 
church and chapel organs. 

The total weight of the five bells is 
12,081 pounds and the inside clapper of 
the Bourdon weighs over 500 pounds. 
Each bell bears the inscription "Eijs
bouts Astensis Me Fecit Anno 
MCMLSSI" in addition to which each 
bears a custom inscription as given 
below. 

The bells were dedicated on June 6th, 
1982. Mark Scott is the Minister of 
Music and Organist of St. Stephen's 
Church. 

St. Stephen Presbyterian Church 0 Fort Worth, Texas 

Eijsbouts, Ltd. Bellfoundry 0 5 Bells 
Mechanical and Electric Action 
PITCH 

C 
D# 
F 
G 
A 

NAME 
St. Stephen 
St. Matthew 
St. Mark 
St. Luke 
St. John 

INSCRIPTION 
Amon Carter, 1879-1955 
All people that on earth do dwell 
Sing to the Lord with cheerful voice 
Him serve with mirth, His praise forth tell 
Come ye before Him and rejoice! Amen. 

PHILIPPE LEFEBVRE 
International Recitalist 

Organist Titulaire of the 
Cathedral of Chartres 

Director of the Conservatoire 
in Lille 

Grand Prix of Chartres 
for Improvisation 1 973 

48, Rue Royale. 
59800 - LlLLE. France. 

If you're looking 
for a better blower, 
don't hold your 
breath. 
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RH-25 Series 
Organ Blower 
The Reisner-Hunt RH-25 
series blower is a high 
speed cast-iron cen
trifugal blower with a 
cast-aluminum fan. The 
series features two mod
els differing in fan size, 
static pressure, volume 
capabilities, and noise 
level. Among im
provements over some 
similar designs, the 
RH-25 features lower 
noise levels, less frequent 
lubrication, quality 
American workmanship, 
easy access to replace
ment parts, and cooler 
operating temperatures. 
The complete unit carries 
a five-year guarantee. 

ReIsneR 
REISNER, INC. 
240 North Prospect Street, P. O. Box 71 
Hagerstown, Maryland 21740 
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THE ORGAN 
YEARBOOK 
Vol. XIII-1982 

A journal for the players & historians of 
keyboard instruments, edited by PETER 

WILLIAMS, Director Russell Collection of 
Harpsichords and Clavichords, Universi
ty of Edinburgh. 

Contents: 

Edmund A. Bowles, A preliminary Checklist of fifteenth-century 
Representations of Organs in Paintings and Manuscript Illuminations 

Wilson Barry, The Keyboard Instruments of King Henry VIII 

Lee R. Garrett, The Contributions of Adriano Banchieri 

Lena Jacobson, Musical Rhetoric in Buxtehude's free Organ Works 

Thomas McGeary, David Tannenberg and the Clavichord in 
eighteenth-century America 

Christophe Meijer, Un Facteur d'Orgues original: Georges Cloetens 

New & Restored Organs: 
The JurgenAhrend Organ at Monash University, Melbourne, Australia, 
John Maidment 

The restored Organ in the Chiesa della SS Annunziata della Scala, 
Siena, Cecil Clutton 

The Organs of the Cathedral of Mexico City - a brief History and their 
Restoration, Michael Drewes 

A large section of reviews on Music, Books and Records. 
200 pp. Price Dfl. 45,-. Complete catalogue sent free on request. 

FRITS KNUF PUBLISHERS 

P.O. Box 720 

4116 ZJ Buren/Netherlands 

JAMES CHRISTIE, Organist 
Winner of the first prize at the prestigious Bruges International 

Competition joins the dynamic artist faculty of The Boston 
Conservatory where his students are the real winners. 

lhe BostonConservatory 
MUSIC 0 DANCE 0 THEATER 

8 THE FENWAY / BOSTON. MASSACHUSETTS 02215 

(617) 536-6340 
Contact the office of admissions for a free prospectus. 
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Walker notes. The usual interpretation, 
a shake starting on the upper note 
(= Fr. tremblement), dates from the 
late-seventeenth century, when the 
French manner was adopted by post
Restoration English composers; see the 
table of ornaments in Purcell's A Choice 
Collection (3rd ed., 1699). This should 
not be used for earlier music without 
good authority. The double-stroke oc
curs on almost every page of the Oxford 
MS (ca. 1620), and inferences may be 
drawn where passages of fingering 
(original) and ornamentation coincide. 
A mordent seems the most likely inter
pretaion. I would add Alan Curtis's 
Sweelinck's Keyboard Music, (Leiden/ 
London: Oxford University Press, 2nd 
ed. 1972), to a bibliography of this sub
ject; Appendix III is a discussion of orna
mentation. 

A final Cornet riddle: before the 
Regina caeli in the Oxford MS is an 
untitled fantasia (p. 322), archaic in 
style, possibly a mid-sixteenth century 
motet put directly into keyboard score. 
The first thirty measures are identical 
with those of Cornet's Fantasia del pri
mo Tono, though a fourth higher and 
without embellishment (see Walker, Ex. 
lA). Does anyone know of a vocal piece 

Appointments 

Bruce Shewitz has been appointed 
music director of The Temple, the larg
est Reform Jewish congregation in 
Cleveland, OH. He will be responsible 
for the worship and educational music 
program in The Temple's main building 
in University Circle and at The Temple 
Branch in Beachwood. He will also con
tinue his full-time position as assistant 
Curator of Musical Arts at the Cleve
land Museum of Art. 

Christopher Robinson, organist of St. 
George's Chapel, Windsor Castle, has 

starting like t"his? I have not been able to 
identify it. Thereafter the pieces differ. 
The Oxford piece is in conventional 
motet style, each section based on a new 
subject. In the Cornet piece it looks as if 
the composer was making a deliberate 
para phase of a vocal model; material is 
constantly developed, and even carried 
over from one section to the next, a pro
gressive technique very characteristic of 
Peeter Cornet. 
Richard Vendome 
Oxford, England 

Just after my article on Peeter Cornet 
appeared in [The Diapason], an item 
appeared in the Musical Times which 
concerns the Berlin Manuscript 40 316, 
the principal source for Cornet's surviv
ing music. On page 530 of the August 
1982 issue of Musical Times, under 
"Early Keyboard Source," Mr. Richard 
Vendome reported that this manuscript, 
lost since World War II, and known 
only through microfilm copies, has been 
located in Poland. Its present location is 
the Bibliotheka Jagiellonska in Krakow, 
as confirmed through correspondence 
with Mr. Vendome by the library's vice
director, Dr. Marian Zwiercan. 

Paul Walker 
Buffalo, NY 

been elected President of the Royal Col
lege of Organists, succeeding Peter H ur
ford. Mr. Robinson is a native of Peter
borough and attended St. Michael's Col
lege, Tenbury, Rugby School, and 
Christ Church, Oxford. Previous to his 
post at St. George's Chapel, he was 
organist at Worcester Cathedral from 
1963-1975. He was also conductor of the 
Leith Hill Festival from 1977-1980, and 
since 1964 has been conductor of the 
City of Birmingham Choir as well as 
conductor of the Oxford Bach Choir 
since 1977. 

Transparent Model Exposes Organ Action 
In 1948, William J. Deveau went to the United States Military Academy at 

West Point NY to become the first full-time caretaker of the well-known 4-
manual 18,OOO-pipe organ located in the Academy's chapel. His service there 
continued until his retirement in 1974. During his 26-year period of service he 
helped to clean and rebuild the organ that had fallen into disrepair during World 
War II, and was instrumental in adding more than 4,000 pipes to the instrument, 
bringing it to its present size of 280 ranks. 

The organ that Mr. Deveau has built in the tool shed beside his home is not 
quite so imposing. Barely resembling an organ at all, there is no bench to sit on, 
and the p'ipes are not arranged in neat, symmetrical patterns. The abbreviated 
"console' has only 10 keys. 

Most of the organ sits on tables in the center of the shed's floor-surrounded 
by garden tools and cluttered shelves-like an elaborate, homespun physics 
experiment. The organ that Deveau built is not intended to play music, but 
rather to illustrate several examples of organ action. 

The three shoe box-size windchests are made of transparent plastic, revealing 
the interior working parts of the instrument. An electric blower was especially 
built for this model organ and the pipes were donated by friends of Mr. Dev-
eau. . 

Deveau began working on the model organ more than 20 years ago. After 
attending Sunday services at the chapel, " ... just in case something went wrong 
with the organ," he would retire to the chapel basement for three or four hours 
to work on his model. The chapel was the only place where he could obtain 
wind. . 

Deveau admitted, "I tried using air blown out of a vacuum cleaner, but it was 
too strong and uneven." 

Mr. Deveau's career began when he lived in Beverly, MA where, at the age of 
twelve, he was employed by the organbuilder W.W. Laws. 

Fascinated by working with organs, Mr. Deveau worked his way up from 
sweeper to apprentice, a position that paid him from $5 to $12 per week for up to 
80 hours of work. By 1930, he was traveling all over the Northeast tuning and 
repairing organs. 

Word of his reputation reached Ernest Skinner, and soon afterward Deveau 
was working on Skinner organs at the more profitable wage of $1 an hour. 

Deveau recalled that "In those days, they didn't have electric blowers, and 
wind for the organ had to be pumped manually from the bellows. Whenever 
we'd go to a church to tune an organ, we'd have to contact them ahead of time 
and tell them to have the pumper ready and the church heated." 

Deveau's own model organ began with a four-note pneumatic windchest, 
constructed so that he could examine the operation of such an action. Of the 
other two chests which have been added to the instrument, one contains both 
electropneumatic and all-electric actions. The other chest is mechanical action. 

Mr. Deveau has expressed an interest in donating his model organ to a muse
um or a conservatory where others might benefit from his interesting hobby, and 
"labor of love." Steve Negus 

DECEMBER, 1982 

Here & There 

The 29th International Summer 
Academy for Organists, Haarlem, The 
Netherlands, is scheduled for July 15-
July 31, 1983. Faculty this year will 
include Harald Vogel, Ewald Kooiman, 
Louis Toebosch, Ton Koopman, Luigi 
F. Tagliavini, and Jos van Immerseel. 
Information and application forms can 
be obtained by writing: Stichting Inter
nationaal Orgelconcours, Townhall, 
P.O. Box 511, 2003 PB Haarlem, The 
Netherlands. 

• 
An infrequent performance of Han

del's oratorio Tneodora is scheduled 
April 23 at the Kennedy Center, New 
York City. This is Handel's next to last 
oratorio and the one which he valued 
higher than any of his other oratorios. 
Appearing in leading roles will be mez
zo-soprano Beverly Wolff and bass J us
tino Diaz. They will be joined by other 
soloists and by the 80-voice Howard 
University Choir under the direction of 
J. Weldon Norris. 

• 
Bruce B. Stevens, organist and choir-

master of Westminster Presbyterian 
Church, Charlottsville, V A made a re
cital tour of the Pacific Northwest in 
October and November. The final ap
pearance was at the University of Ore
gon, Eugene on Nov. 10. 

• 
The National Convention of the 

American Choral Director's Association 
will be held in Nashville, TN from 
March 10-12. Reservation deadline for 
housing is Feb. 16. Further information 
and a pre-registration packet are avail
able from: ACDA, P. O. Box 5310, Law
ton, OK 73504, or call 405/355-8161. 

• 
A Mozart Festival held at the Second 

Presbyterian Church, Indianapolis, IN 
on Nov. 21 included two concerts sepa-

rated by a dinner at the church. The 
first concert featured Church Sonata in 
C Major, KV 278; Ave Verum, KV 618; 
Church Sonata in G Major, KV 214; 
and the solo motet Exsultate jubilate, 
KV 165. The second concert featured 
Organ Concerto in C Major (Haydn) 
and the Solemn Vespers, KV 339. 

• 
The music of J.S. Bach will be fea

tured in a symposium at Columbia Uni
versity on Feb. 24-26, with a focus on 
the organ music and the cantatas. There 
will De lectures by Peter Williams, 
Christoph Wolff, and George Stauffer, 
organ recitals br. Jerry Brainard and 
Catherine Burrel, and concerts on orig
inal instruments by Badinage, Concert 
Royal, and Pomerium Musices. For fur
ther information write: Columbia Bach 
Symposium, Department of Music, 703 
Dodge Hall, Columbia University, New 
York, NY 10027, or call 212/280-3825. 

• 
Details of concerts, speakers, and ex

hibits for the Frescobaldi Quadrocen
tennial Conference at the University of 
Wisconsin-Madison, on April 8-10 have 
been finalized. Write: Cynthia Horton, 
Conference Coordinator, University of 
Wisconsin-Madison, 455 North Park St., 
Madison, WI 53706, or call 608/263-
1900. 

• 
A communication received at THE 

DIAPASON in late November requesting 
a calendar listing for early February 
noted that "We have been awaiting res
olution of the football strike, and now 
find with their series of playoffs and 
superbowl, January dates are untenable. 
We have opted for a later, though less 
desirable date, due to resumption of 
other activities our singers are involved 
in." 
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Examples of keyboard fingering from 
J.S. Bach are rare. The only speci

mens which are generally accepted as 
unquestionably authentic are found in 
the Clavieroochlein for Wilhelm Fried
emann Bach: the "Applicatio" and the 
Prelude in G Minor (of the twelve "Lit
tle Preludes"). The fingering in these 
pieces is not unusual; the former dem
onstrates finger crossing in conjunct 
motion typical of the period, and the 
latter what Arnold Dolmetsch termed 
"harmonic fingering." A third example, 
with which this article is concerned, is 
the Praeludium and Fughetta in C Ma
jor, the early form of the first Prelude 
and Fugue from Book II of the Well
Tempered Clavier. The fingering pre
served with this little work is possibly 
not by Bach himself but is certainly by 
one of his circle; in some ways it is more 
problematic than the other examples, 
and has received but scant attention. 
Several aspects of its fingering are un
usual, and perhaps uncomfortable from 
the standpoint of modern practice. In
deed, Ralph Kirkpatrick commented in 
a recent article that 

Fortunately, I did not carry the 
cultivation of so-called historical fin
gerings beyond the two pieces in the 
Clavieroochlein vor Wilhelm Fried
emann Bach, and the short version 
of the Prelude and Fugue in C major 
(WTC, Bk. 2) as printed in the Bach
gesellschaft edition (vol. 36, pp. 224-
5), the manuscript sources of which 
are copiously fingered. That finger-

ing of the fugue never ceased to trip 
me up until after many years I reso
lutely eliminated it. I 

It is frustrating to have so few samples 
of fingering from Bach or his circle, as 
this makes the derivation of general 
principles difficult. Nor is the system 
put forth by c.P.E. Bach in his Essay of 
much help in this regard; he remarks of 
his father s practice that 

. . . he was obliged to think out a 
much more complete use of the fin
gers [than employed hitherto], and 
especially to use the thumb (which 
apart from other uses is quite indis
pensable especially in the difficult 
keys) in such manner as nature, as it 
were, wishes to see it used. Thus it 
was raised suddenly from its former 
idleness to the position of the princi
pal finger. 2 

This is helpful as far as it goes, but the 
Applicatio particularly (see below) and 
the other fin~ering examples suggest 
that Sebastian s "system" was based on 
somewhat different premises from that 
of his son. (Disappointingly, Philipp 
Emanuel says very little that is specific 
regarding clavichord technique, which 
will be considered below. His presenta
tion of fingering is of a general nature, 
applying equally to clavichord, harpsi
chord and forteriano.) The present in
vestigation wil discuss the various 
points of fingering raised in the Praelu
dium and Fughetta in regard to earlier 
fingering, beat emphasis, articulation 
and legato, and clavichord technique. 

The clavichord's position as a teach
ing instrument in the 18th century is 
well established by comments from Ad
lung, c.P.E. Bach and others. Indeed, 
anyone who has had experience with a 
good clavichord will confirm that it is 
second to none in the degree of control 
which it demands of the player. In com
mon with bowed instruments rather 
than with any other keyboard, the play
er .requires a certain level of control to 
prodllf!e even a uniform and basically 
acceptable quality of sound, let alone 
refinements of legato, dynamic and arti
culatory shading and vibrato. On the 
harpsichord or organ, careless depres
sion of a key will produce a useable tone 
of some sort; not so on the clavichord 
which responds to uncertain attack with 
a hoarse' spitting" sound; this is known 
as "chucking." This is the result of the 
tangent (and, indirectly, the finger) fail
ing to maintain steady contact with the 
strings. Acute finger control and careful 
hand positioning and shifts of position 
are all-important. This is particularly so 
in the upper range, where chucking 
occurs most readily. 

Use of the clavichord for the compo
sition under consideration seems to be 
very likely. As mentioned, the clavi
chord was in general use as a training 
instrument, and the relative simplicity 
of the work and its written-out fingering 
suggest that it was intended, at least in 
part, as a pedagogical piece. The hand 
positions indicated by the fingering, as 
well as other considerations to be dis-

cussed below, also imply the clavichord. 
Another general point suggests use of 
this instrument: the range. Both the 
Praeludium and the Fughetta extend up 
to c3

, but usually remain below e2
• They 

avoid, for the most part, the difficult 
high range of the clavichord. 

Forkel·s famous account of J.S. Bach's 
approach to the clavichord is a particu
larly apt description of the instrument's 
technique; and it should be remem
bered that Forkel derived much of his 
information from c.P.E. Bach, whose 
preference for the clavichord and virtu
osity on that instrument is well docu
mented. Forkers description of the close 
hand position, the curved fingers all in 
immediate proximity to the keys, the 
withdrawal of the fingers toward the 
ends of the keys and the palm of the 
hand, and especially the barely discern
ible finger motion, is an enumeration of 
factors essential to good tone production 
on the clavichord. (These remarks are in 
large part applicable to the harpsichord, 
but that instrument can accommodate a 
wider variety of attacks than can the 
clavichord, and indeed requires them, if 
its full range of articulations and legato 
is to be explOited.) On the clavichord, 
any inequality of the fingers is immedi
ately apparent in distorted tonal quality, 
dynamics or pitch level; fingering must 
be chosen carefully in order to minimize 
such inequalities or to turn the natural 
inequalities of the fingers to best advan
tage. Roughly speaking, the latter is the 
basis of much early fingering. Strong 
fingers fall on strong (metrically ac
cented) notes, weak fingers on offbeats. 
Strong fingers cross over weak ones in 
conjunct motion. As the Applicatio 
makes clear, such crossing was part of 
Bach's approach. (See Example 1. All 
fingerings in examples are original un
less indicated in brackets. In some cases, 
explanatory fingerings in brackets have 
been added by this writer.) 

In the crossing of fingers, the afore
mentioned withdrawal of the digits to
ward the palm ("chickenscratching") is 
the best way to ensure evenness and 
clean playing, and to avoid stumbling. 
In specific reference to clavichord tech
nique, it is advocated by Tomas de 
Sancta Maria in his treatise of 1565.3 

Quantz, by the way, verifies Forkers 
description of Bach's technique of fin
ger withdrawal, and remarks that it is 
necessary for clarity in running pas
sages. 4 Scales and runs hardly occur in 
the Praeludium and Fughetta, but close 
investigation shows finger crossing to be 
basic to the technique of fingering em
ployed. (Some modern commentators 
have suggested a relationship between 
stylized rhythmic inequality and the 
types of finger crossing included in vari
ous early schools of keyboard fingering. 
There is no denying that certain finger
ings can be helpful in rendering notes 
inegales; however, this writer's experi
ence suggests that the link between 
inequality and finger crossing can easily 
be exaggerated. A recent article by 
Isolde Ahlgrimm discusses this point 
admirably. D) In many ways the Praelu
dium and Fughetta fingering demon
strates techniques for accenting notes 
and for the positioning, repositioning 
and balancing of the hand. The follow
ing discussion shall consider specific 
instances of fingering and their musical 

Richard Troeger is completing a doctor
ate in early music at Indiana University, 
where he is a harpsichordist, clavichordist 
and jortepianist. He has assisted Anthony 
Newman, and has studied with Thomas 
Brinkley and Hans Tischler. 

In 1981, Mr. Troeger played a successful 
debut recital at Goodman House in New 
York City. He has performed extenSively in 
recitals at colleges and universities and on 
museum series. Anthony Newman's forth
coming Bach and the Baroque (MacMillan) 
contains a dance chapter contributed by Mr. 
Troeger. Now he is preparing books on the 
French unmeasured harpSichord prelude 
and on harpSichord technique. 
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Example 1. J.S. Bach, AppllcstJo, mm. 1-4. 
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Example 2. Praeludlum, mm. 11-12. 

and technical results. 
One notable feature of the fingering 

of the Praeludium and Fughetta is the 
prevalence of a closed hand position, 
already mentioned as important to the 
support of the fingers for a good tone on 
the clavichord. No awkward stretches 
are allowed which could cause the fin
gers at the hands' extremities to lose 
support through over-extension; the lit
tle finger is particularly vulnerable in 
this respect. An octave is the largest 
interval grasped. This, of course, is par
tially inherent in the music itself, but 
many instances show a closed position. 
In Example 2, the second finger on b
flat'lreserves a smooth position for the 
han as 3,4 and 5 play the soprano line. 
Although use of the thumb on an acci
dental is "legitimate" (see below), 1 on 
the b-flat could cramp the hand unduly. 
(In balancing the hand so as to support 
the upper digits in such a passage, the 
finger on the sustained tone should pull 
in the direction of the treble keys so that 
maximum flexibility and support is al
lowed the fingers rendering the top line. 
Some degree of relaxed hand weight 
directed to the latter digits is sometimes 
advantageous, and can be in other con
texts as well.) In the remainder of the 
Example, the fifth finger on the c-sharp2 

allows the hand to remain closed. Exam
ple 3 offers a similar case, again in the 
right hand. Generally, 5 and 1 in either 

Example 3. Fughetta, m. 5. 

hand are kept on the extreme notes of a 
wide interval, to keep the hand as near
ly closed as possible (see Example 4). 

Example 4. Fughetta, mm. 7-8 

For maximum flexibility in changing 
position and to preserve a closed hand, it 
appears that, as far as possible, every 
finger should be able to cross its neigh
bor or to slide beneath it. The thumb, of 
course, is the foundation for pivoting in 
20th-century keyboard technique and 
its use in this capacity is part of earlier 
techniques as well. Nonetheless, the 
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thumb was, at most, only on a par with 
other digits used in crossing until the 
middle of the 18th century. The wide 
range of finger crossings found in the 
Praeludium and Fughetta includes 
those shown in Examples 5-14. Smooth 
execution of many of these is consider
ably assisted by the technique of finger 
withdrawal. 

Example 5. Praeludlum, m. 10. 

1\ 4 1 

Example 6. Praeludlum, m. 4. 

T he thumb is by nature so strong and, 
in some positions, so lacking in light

ness, that its use as a pivot can induce 
unwanted accents, especially on so light 
and dynamically sensitive an action as 
that of the clavichord. Hence, whereas 
modern usage might finger the passage 
in Example 15 as is indicated in brack
ets, the original fingering changes posi
tion gradually rather than in a jerk, 
resulting in greater fluency. This is not 
to say that a smooth rendition is impossi
ble with modern fingering, but that the 
original makes virtually automatic what 
the other accomplishes only with an 
effort. 

2 3 

2 II t 2 I 

The finger crossings shown above can 
be accomplished by means of finger 
withdrawal so as to allow rhythmic 
equality and legato, or at the most only 
the slightest detachment. Of course, 
they can assist articulation and accent, 
as will be discussed below. However, 
they partake of a general digital flexibil
ity \yhich is also related to passages such 

Example 7. Praeludlum, m. 9". 

Example 8. Praeludlum, m. 16. 

Example 9. Fughetta, m. 10. 

Example 13. Fughetta, mm. 32-34. 

Example 14. Praeludlum, mm. 6-7. 

as those in Examples 16 and 17. The 
second left-hand quarter beat of Exam
ple 16 looks at first, perhaps, absurd to a 
modern performer. However, it can be 
executed with perfect smoothness and, 
again, balances the hand for maximum 
tonal fullness and control on the clavi
chord. The same is true of Example 17. 
In both cases the third finger, the cen
tral finger and the best supported, and 
the thumb, the strongest, play the most 
important roles; the fingering is based 
on these digits. The descent to G-sharp 
in Example 16 places 3 on the arrival 
point, and the preceding 16ths are fin
gered so that the hand is kept closed; as 

Example 15. Fughetta, m. 18. 
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Example 17. Praeludlum, mm. 13-14. 
11\ 

Example 10. Fughetta, m. 24. 

I 

Example 11. Praeludlum, m. 11. 

Example 12. Praeludlum, m. 15. 

far as the musical lines allow, the hand is 
kept closed in Example 17 as well. The 
effect of these passages on the clavi
chord, fingered thus, is sonorous in the 
extreme. 

As mentioned earlier, this writer has 
not found that early fingerings necessar
ily lead to rhythmic inequality. Howev
er, the fingering of the Praeludium and 
Fughetta seems to favor emphasis, how
ever slight, on half- and quarter-note 
beats. (Both pieces are in C time.) Par
ticularly in the Praeludium, the finger
ing generally maintains one position 
within a given half or quarter value; 

~ 

Example 16. Praeludlum, m. 8. 
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shifts, many finger crossings, and many 
occasions of one digit's use on consecu
tive notes take place from one beat unit 
to the next (see Examples 6-13 and 
Examples 18-19). Although finger slides 
from an accidental to a natural are not 
as reliable on the clavichord as on the 
harpsichord or organ (they do not occur 
in the Praeludium and Fughetta, ex
cepting possibly m. 7 of the former), 
transfers between naturals such as the 
thumb makes in Example 18 can be 
made unobtrusively. (It is perhaps 
worth noting that 1 and 5 are used 

Example 18. Praeludlum, m. 5. 

impartially on the accidentals, as occurs 
in several of the above Examples.) In 
Example 17, above, the transference of 
5 from eZ to f2 makes an almost unavoid
able break. The fifth finger is used on 
the eZ for two possible reasons: 1) to keep 
the hand closed; 4 could be unreliable in 
the stretched position required to ac
commodate the I?receding portion of 
the passage; and 2) to accept the second 
main beat of the measure. The transfer
ence of 5 (right hand) in the ensuing 
measure is also, perhaps, both for em
phasis in the relatively weak top range 
of the clavichord and to keep the hand 
position closed; however, 4 would still 
suffice on the bZ

• Syncopations between 
two parts in one hand seem to be 
treated, not as interplay of two fully 
independent lines, but as one line with 
notes held for greater resonance-a 
standard technique on early keyboards. 
Thus, the last beat of Example 17 is 
treated more or less as 

with "finger pedal." The fingering of 
Example 19 is as much open to rendi
tion of the music as two sustained 
"parts" emerging from one line as the 
fingering of Example 17 allows linear 
independence. Examples 20-21 offer 
fingering suggestive of accented second 
main beats: the 4-5 crossing in the left 
hand in both examples, the 5-4-3-5 in 
the right hand of Example 20 and the 
thumo transference in Example 21. 
These passages can be performed 
smoothly, but the fingering of these and 
similar instances is conducive to agogic 
and/ or articulatory accentuation. 

In Example 22, the old style of finger
ing parallel intervals with the same pair 
of fingers is adhered to. On the clavi
chord, the uniform hand motion per
mits firm pressure on the keys and a full 
tone. 

Some changes of position are made 
suddenly wid} a resultant accent, in a 
manner reminiscent of some unavoid
able left hand leaps, generally to an 
octave, in works of Frescobaldi (Exam
ple 23). The arrival of the little finger on 
d' in Example 24 makes a virtue of the 
the necessity to reposition the left hand 
in order to play the middle part; the 
first-beat d' is accented slightly by the 
sudden shift of position. 

Only one finger substitution (Exam
ple 25, the substitution necessitated by 
the mordent) is indicated in the Praelu
dium and Fughetta. Either the leaning 
toward a beat-articulating style already 
noted in this particular composition was 
not felt to require it, or the practice was 
too well understood to need frequent 
notation. The bracketed substitution of 
1 in Example 24, above, is a possibility; 
an articulation before the g2 can also be 

FOOTNOTES 
lRalph Kirkpatrick, "On Playing the Clavichord" 

(Early Music, Vol. 9, #3):295-96. 
2Carl Philipp Emanuel Bach, Essay on the True 

Art of Playing Keyboard Instruments, trans. Mit-

14 

Example 19. Praeludlum, mm. 1-2. 

Example 21. Praeludlum, m. 15. 
S.I\~ 

Example 24. Fughetta, mm. 11-12. 

effective. A similar repositioning occurs 
in the Praeludium (Example 26), with 2 
on the a'. To play the passage, fingered 
thus, in strict time at anything but a 
very slow tempo would be awkward; the 
strong beat, coinciding with the cadence 
on D minor and the ensuing soprano 
figure in a new tessitura, requires time 
emphasis, which well accommodates 
the change of hand position. 

Another form of finger change occurs 
in Example 27: from 2 to 3 on the d2. 
The change makes the second d2 more 

Example 27. Fughetta, m. 8. 

" 8 t 2 t 

emphatic. (This recalls a favorite finger
ing of Wanda Landowska's for short, 
rhythmic trills: 3-2-4-3, 2-1-3-2, etc.). 

Another vestige of old-style fingering 
is the frequent use of 2-1-2-1 in con
junct, left-hand passages, as well as 
more "modern" use of thumb turning, 
as ascending 4-3-2-1-3-2-1. A modern 
player might finger the Fughetta's sub
ject as shown in brackets in Example 28; 
the original fingering is also shown. In 
the virginalists' fingering6

, the basis of 
strong fingers 1, 3 and 5 taking accented 
notes does not prohibit frequent accen
tual use of the index finger, whose inde
pendence is obvious. The fingering in 
the present examples shares many fea-

Example 28. Fughetta, mm. 1-4. 

chell (New York: Norton, 1949); p. 42. 
3Tomas de Sancta Maria, Libro llamado arte de 

taiier fantasia (Valladolid, 1565). 
(Johann Joachim Quantz, On Playing the Flute, 

trans. Reilly, p. 280. 

Example 20. Praeludlum, m. 9. 
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-
Example 22. Fughetta, mm. 23-24. 
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Example 23. G. Frescobaldl, Partite sopra I'arla dl 
Romanesea, Setuma Parte, m. 1. 
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tures with the virginalists' style of fin
gering, although a basis with 1,3, and 5 
as principal fingers is not as clear cut; 
use of the index finger as in the preced
ing example is a point in common 
between the two approaches. Its preva
lent use in the Fughetta's subject allows 
a light and rapid attack. On the clavi
chord, particularly, this produces a live
ly quality achieved only with difficulty 
by a 20th-century approach. 

Fingering patterns in sequences are 
not always consistent in the Fughetta. In 
Example 29, the first and second state
ments of the one-measure pattern are 
fingered identically; the third and 
fourth are also parallel, but beginning 
on 3 instead of 2. Perhaps this change 
was made to avoid pattern blindness; 
possibly this and other non-parallels oc
cur for no particular reason. 

• 
SUMMARY 

The fingering of the Praeludium and 
Fughetta presents some important clues 
to Bach's keyboard technique. The pre
ceding discussion has considered these 
clues in relation to earlier styles of. fin
gering, and particularly in reference to 
clavichord playing and to Forkel's de
scription of BaCh's approach to that 

6Isolde Ahlgrimm, "Current Trends in Perfor
mance of Baroque Music," trans. Howard Schott 
(The Diapason, Vol. 73, #4). 

6Richard Troeger, "Source Fingerings in Elizabe
than Keyboard Music" (Performance Practice 

i~::: : :::;: 
Example 25. Fughetta, m. 25. 

I 

instrument. This style of playing ap
pears to be based on close application of 
the fingers to the keys and maintenance, 
as far as is possible, of a closed hand 
position whose changes of position are 
effected as much by multifarious forms 
of finger crossing as by pivots on the 
thumb. The articulation suggested by 
many instances of fingering leans to
ward emphasis of the primary metric 
units (quarters and halves in the com
montime Praeludium and Fughetta) 
and perhaps slight detachment of some 
subdivided note values. The strengths 
and weaknesses of various digits appear 
to be a consideration of the fingering, 
and changes of hand position seem in 
some cases to be managed so as either to 
maximize their musical effect or else to 
be made as unobtrusive as possible. Sim
ilar patterns receive similar, but not 
always identical, fingering upon repeti
tion. It is hardly possible to deduce an 
entire system of fingering from the pau
city of examples, but the fingering of 
the present composition seems to take its 
point of departure from great flexibility 
of hand and finger (including use of the 
technique of finger withdrawal de
scribed by Forkel and Quantz.) and, in 
relation to the clavichora, careful hand 
positioning to ensure finely controlled 
quality of tone. • 

Magazine, Vol. 1, #1; published Purchase, N.Y., 
S.U.N.Y.). 
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Isabel Pop~ and Masakata Kanazawa, 
editors. The Musical Manuscript of 
Montecassino 871: A Neapolitan Rep
ertory of Sacred and Secular Music of 
the Late Fifteenth Century. Oxford 
University Press, 1978. xix + 676 pp. 
$79.00. 

This handsome volume achieves what 
many repertory studies attempt to do 
and fail-it provides an edition that 
meets the needs of both performers and 
scholars and does so admirably. The 
Montecassino manuscript contains 141 
works from about 1430 to 1480 that 
were copied by an Italian scribe over a 
period of ten to twenty years beginning 
about 1480. The contents, which are 
almost equally divided between sacred 
works (for the Office rather than the 
Mass) and secular pieces (French, Span
ish and Italian), include compositions by 
Dufay (15), Cornago (9), Ockeghem (3), 
Bedingham (2), Hayne van Ghizeghem 
(2), and the theorist Gaffurius (2), 
among others. Over half of these works 
are unica. 

Performers will appreciate the large 
print used for the text and music (in 
spite of the crowded appearance on the 
page in some cases) and the placing of 
most editorial comments directly on the 
music pages. Where appropriate, the 
editors have extended the text to all the 
parts or completed texts that were only 
partial in the original source, a practice 
that greatly facilitates performance. For 
other works instruments must be used 
for some or occasionally all of the lines. 

Block, Adrienne Fried and Carole 
Neuls-Bates. Women in American Mu
sic: A Bibliography of Music and Lit
erature. Greenwood Press (51 River
side Ave., Westport, CT 06880), 1979. 
xxvii, 302 pp., $29.95. 

It will be worth the trouble to call this 
bibliography to the attention of your 
college or local library. It brings togeth
er a great deal of documentation of the 
role of women in American musical life 
from Colonial times to the present 
(1978, that is). The work has the rather 
forbidding format of the index familiar 
to graduate students as RILM (Interna
tional Inventory of the Literature of 
Music), but serves well as an index to 
"selected" (a key word which is never 
fully explained in their preface) writ
ings about women composers and per
formers. The stance of the editors is 
openly that of advocacy, not objectivity. 

Book Reviews 

The editors have chosen to introduce 
meter changes, sometimes frequently, 
to reflect the delicacies of phrasing in 
this period; performers may wish to 
reconsider some of these. 

The notes and commentaries include 
the usual list of concordances and mod
ern editions for each piece. In addition, 
the editors provide a discussion of the 
style, a date for the work when possible, 
references to the piece in the literature, 
textual sources, added verses, and com
plete translations. Particularly valuable 
for the scholar is the inclusion of related 
compositions-a feature editors often 
avoid because of its potentially ex
tended nature. In short, all that is miss
ing is a list of the variant readings from 
the concordances. That the editors note 
only the variants which affect their 
transcriptions is a loss for both scholars 
and performers. 

The well-written introduction goes 
beyond a simple discussion of compos
ers, works, and styles and introduces 
such provocative issues as the similarity 
of Spanish and Italian textual forms rel
ative to their French equivalent. As a 
reference tool, the book is easy to use 
and comprehensive. The editors are 
generous with footnotes, and a reader 
interested only in the French contents 
can also find important general infor
mation in that section (such as the fact 
that attributions were lost when the 
manuscript was trimmed). With regard 
to errors and omissions-a hazard for 
any study of this magnitude-a review 

They are attempting to "restore women 
to their rightful place in American mu
sic history," although that place or its 
rightfulness does not seem to be too dif
ferent from the common assumptions: " 
. . . there is some truth to the picture 
that emerges of women in the past mak
ing music in a world apart from men: in 
the parlor, at female seminaries and col
leges .... " The understandable femi
nist stance of the editors is at the heart 
of what is valuable about the bibliogra
phy, the collection of references to 
women in all sorts of book and periodi
cal sources; it only occasionally causes 
annoying lapses, such as the changing of 
Mrs. H. H. A. Beach's professional name 
to "Amy Cheney Beach" (whoever 
heard of her?) because she "for reasons 
of status used her husband's name." 
There is no cross reference in the index 
to bring the male chauvinist to the real
ization that Amy is the person he's look-

Now 
completed 
and in use, 
this organ 
features a 
facade of 
copper 
pipes. 

SAINT JOSEPH CHURCH 
Needham, Massachusetts 

THE WICKS OR'GAN COMPANY 
HIGHLAND, ILLINOIS 62249 

Pipe Organ Craftsmen Since 1906 

DECEMBER, 1982 

of a single entry (No. llO, "Petite camu
sete" by Ockeghem) unearthed one er
ror of foliation (the Mellon concordance 
is on fos. 4v-5r instead of 8v-9r), two 
missing related compositions (there are 
not one but two versions of this chanson 
in the Motetti novi of 152()3, and de 
Orto has a mass based on this melody), 
and one error of judgment (the Munich 
1516 setting, No. 154, is not "incom
plete"; it was conceived as a three-part 
chanson and has two additional concor
dances beyond those listed in the com
mentary-in the Pepys MS 1760, attrib
uted to Fevin, and in the Le Roy and 
Ballard print 157816, ascribed probably 
wrongly to Josquin). One might wish 
that the varying number of parts for 
each composition (they range from two 
to four) had been included in one of the 
several handy indices. The above over
sights, however, are minor rather than 
major. 

The volume is essential for depart
ments serving graduate students in mu
sicology, not only for its contents but as 
a model of what a repertory study 
should be in thoroughness (in all re
spects save variant readings), readabili
ty, and useful format. Undergraduate 
departments with large budgets and 
performers of early music will also wel
come this beautiful edition with its large 
number of new additions to the reper
toire. 

-Courtney Adams 
Franklin and Marshall College 

ing tor. 
The organ world is not well served 

here, but that is because reviews of per
formances, unless they concentrated on 
something feminist, have been excluded 
by reason of their unmanageable num
ber and lack of sociological interest. 
Therefore, one will find only one organ
ist familiar to readers of these pages in 
the index (under "performers-organ," 
with no cross reference from "organ
ists"). But one does find faScinating tid
bits related to the organ world, such as 
an 1886 article defending the training 
of women as organ and piano tuners by 
the Estey Company. The author as
serted that "women have the same 
capacity for the work as men!" Every 
page is a reminder that there was and is 
a very good reason for compiling this 
book. 

Great 
8' Principal 
8' Gedeckt 
8' Viole 
4' Prestant 
4' Spillpfeife 
2' Blockfltlte 

IV Mixture 
8' Trompette 

Swell 
8' Rohrfltlte 
8' Viole 
8' Viox Celeste TC 
4' Klein Principal 

2%' Nazard 
2' Gemshorn 

1% Tierce TC 
8' Trompette 
4' Clairon 

Tremolo 

Pedal 
16' Contrabass 
16' Pommer 

8' Principalbass 
8' Pommer 
4' Choralbass 
2' Octavin 

16' Posaune 
4' Klarine 

- Bruce Gustafson 
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DAVID ROTHE, Organist 
California State University, Chico 
St. John's Epilcopal Church, Chico 
Recitals Workshops 
P.O. Box 203 (916) 345-2985 
Forest Ranch 895-6128 
California 95942 

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 AmfHican Organist, 1980 

HOMAS MURRAY 
Yale University 

Institute of Sacred Music School of Music 

New Organs 

Schudi Organ Co., Garland, TX has 
built a 2-manual organ for St. Luke's 
Lutheran Church, Richardson, TX. Key 
and stop action are mechanical. The 

casework is oak. The fa~de pipes are 
80% tin and flamed copper. A dedicato
ry recital was played on May 23, 1982 
by George Baker. 

GREAT 
8' Praestant 
8' Rohrflote 
4' Octave 
2' Super Octave 
IV Mixture (1-1/3') 
8' Trompette 

SWELL 
8' Gedeckt 
4' Spillflote 

2-2/ 3' Nazard 
2' Gemshom 

1-3/ 5' Tierce 
I1I·IV Scharf (1') 

Tremulant 

PEDAL 
16' Subbass 
8' Princiral 
4' Chora Bass 

16' Posaune 
8' Trompette (GT) 

COUPLERS 
Swell to Great 
Great to Pedal 
Swell to Pedal 

Cary, NC. Wind pressure is 3 1/2 
inches. Manual action is electro-pneu
matic, and pedal is electric. The entire 
instrument is placed across the front of 
the church behind a group of three 
facade cases. 

OlE. Lee, Jr., member, American 
Institute of Organbuilders. 

GREAT 
8' Principal 
8' Gedackt 
8' Erzahler 
4' Octav 
2' Blockfloet 

IV Mixtur 
8' Trompette 

SWELL (Enclosed) 
8' Bourdon 
8' Viole 
8' Voix Celeste 
4' Prestant 

2-2/ 3' Nazard 
2' Octavin 

1-3/ 5' Tierce 
III Cymbale 
8' Cromorne 

8' Bassflote 
4' Cboralbass 
2' Superoctav 

Lee Organs, Inc., Knoxville, TN. 0 has 
built a 2-manual and pedal organ of 26 
ranks for Greenwood Baptist Church, 

PEDAL 
32' Resultant 
16' Principal 
16' Subbass 
16' Kontragedackt 
8' Octav 

16' Basson 
8' Basson 
4' Basson 
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Rebuilt Organs 

Roy Redman, Ft. Worth, TX O has 
restored the 2-manual, I5-stop, I7-rank 
organ at St. Paul's Episcopal Church, 
Woodville, MS. Built by Henry Erben in 
1837, the organ was enlarged by Pilcher 
in 1887. 

The case is of pine, with a grained 
finish, and the front pipes and case dec
orations are gilded. The Great is 58 
notes, G compass and is all original, 
except the 8' Open Diapason which was 
missing. The Swell is 54 notes, C com
pass, and the Pedal is CC-g, 20 notes. 
The wind pressure of the instrument is 
2-3/ 4 inches. 

°Roy Redman, member, American 
Institute of Organ builders. 

GREAT (unenclosed) 
8' Open Diapason 
8' Stopped Diapason 
8' Dulciana 
4' Octave 
4' Flute 

2-2/ 3' Twelfth 
2' Fifteenth 

III Cornet (2-2/3') 
8' Trumpet 

SWELL 
8' Stopped Diapason 
8' Salicional 
4' Octave 
4' Flute 
2' Fifteenth 

54 
58 
37 
58 
37 
37 
58 

III 
37 

54 
42 
54 
54 
54 

Klug & Schumacher, Lakeland, FL 
has redesigned and rebuilt a 2-manual 
and pedal organ of 6 stops for the Uni-

MANUALI 
8' SpUifloete 
4' Principal 

MANUAL II 
8' Gedeckt 
2' Spitzfioete 

JOHN FENSTERMAKER 
GRACE CATHEDRAL 

SAN FRANCISCO 

DECEMBER, 1982 

PEDAL 
16' Bourdon 

COUPLERS 
Swell to Great 
Great to Pedal 
Tremulant to entire organ 
Hitch-down SweU pedal 
Great Forte pedal 

20 

versity of Florida, Gainesville. Key and 
stop action are mechanical. Manual 
compass is 56 notes, pedal is 32 notes. 

PEDAL 
16' Subbass 
8' Spitz Principal 

COUPLERS 
Manual n-J 
Manual II-Pedal 
Manual I-Pedal 
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Harry E. Cooper 
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F.A.G.O. 

Bloomfield, New Jersey 

DAVIDSON 
Jerry 
PhD, MSM. AAGO. ChM 
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l ouisiana State Universi ty 
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United Methodist Roman Catholic 
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EUGENIA EARLE 
Te.cher, ColI.se, Columbia University 

Harpsichord Recitals 
Performance Practice Workshops 
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KATHRYN ESKEY 
The Univenlty of 

North Carolina 

at 0, .... 1bo,. 

Robert Finster 
TEXAS BACH CHOIR 

ST. LUKE'S EPISCOPAL CHURCH 
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EUEN ICURn 

FUNK 
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B.A., M.Mus. 

St. Paul', Epilcopal Caurcb 
P.O. Box 8427 

Mobile, Alabama 36608 

17 



Robert Glasgow 
School of Music 
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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 to 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, + + =OHS event. 

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

UNITED STATES 
East of the Mississippi 

15 DECEMBER 
Music of Britten; St Thomas, New York, NY 12:10 

pm 
Albert Russell; St John's Church, Washington, DC 

12:10 pm 
Lessons & Carols; All Saints Church, Atlanta, GA 6 

pm 

17 DECEMBER 
Burton Weaver; Trinity Church, Boston, MA 12: 15 

pm 
James Dale; US Naval Academy, Annapolis, MD 8 

pm 

19 DECEMBER 
Monteverdi, Missa In iIIo tempore; Church of the 

Advent, Boston, MA 11 am 
Lessons & Carols; Cathedral of the Incarnation, 

Garden City, NY 4 pm 
Robinson Missa In Die Tribulationis; St Ignatius 

Church, New York, NY 11 am 
Music of Willcocks, Ledger, Distler; St Thomas, 

New York, NY 4 pm 
Marsha Long; St Thomas, New York, NY 5:15 

pm 
Bach, Kleines Magnificat BWV 21; Christ & St 

Stephen's, New York, NY 10:40 am 
Lessons & Carols; St Paul's Cathedral, Buffalo, 

NY5pm 
Carol Service; United Methodist, Red Bank, NJ 

4:30 & 7 pm 
Bach, Christmas Oratorio (selections with or

chestra); Chevy Chase Presbyterian, Washington, 
DC9& 11 am 

Lessons & Carols; St Thomas More Cathedral, 
Arlington, VA 7:30 pm 

Lessons & Carols; First Presbyterian, Burlington, 
NC5pm 

Karel Paukert; Cleveland Museum, Cleveland, OH 
2pm 

Lessons & Carols; Christ Church, Cincinnati, OH 5 
pm 

CPE Bach, Magnificat; Independent Presbyterian, 
Birmingham, AL 4 pm 

Marianne Webb; First Baptist, Carbondale, IL 
11 :45 am 

21 DECEMBER 
Roy Harker; First Baptist, Philadelphia, PA 12:05 

pm 
Ceremony of Carols; Christ Church, Cincinnati, 

OH 12:10 pm 
Choral Concert; Starr Commonwealth Schools, 

Albion, MI 4:30 pm 

22 DECEMBER 
Thomas A. DeWitt; Morrison United Methodist, 

Leesburg, FL 12 pm 

24 DECEMBER 
Victoria, Missa 0 magnum mysterium; Church of 

the Advent, Boston, MA 11 :30 pm 
Charpentier Magnificat, Mass; St Andrew's Epis

copal, Meriden, CT 10:30 pm 
Music of Rose, Kelly; St Thomas, New York, NY 4 

pm 
Music of Charpentier, Purcell; St Thomas, New 

York, NY 11:15 pm 
Lessons & Carols; St Peter's, Morristown, NJ 4 

pm 
Lessons & Carols; Morrison United Methodist, 

Leesburg, FL 7:30 pm 
Lessons & Carols; Fairmount Presbyterian, Cleve

land Heights, OH 7 pm 
Messiah, Part I (with orchestra); Fairmount Pres

byterian, Cleveland Heights, OH 10:30 pm 
Lessons & Carols; Zion Lutheran Church, Ann 

Arbor, MI 7 pm 
Lessons & Carols; St Paul's Episcopal, Indianapo

lis,lN 5 pm 
Christmas Pageant; Rockefeller Chapel, Chicago, 

IL4pm 

25 DECEMBER 
Music of Malcolm, Willcocks; St Thomas, New 

York, NY 11 am 

26 DECEMBER 
Gregorian Missa Marialis; Church of the Advent, 

Boston, MA 11 am 

Lessons & Carols; Church of the Advent, Boston, 
MA6:30 pm 

Lessons & Carols; Church of St James the Less, 
Scarsdale, NY 10 am 

Bruce Neswick; Christ & St. Stephen's, New York, 
NY 10:40 am 

Music of Smith, Stanford; St Thomas, New York, 
NY4pm 

Victoria Missa a magnum mysterium; St Ignatius 
Church, New York, NY 11 am 

Karel Paukert; Cleveland Museum, Cleveland, OH 
2pm 

1 JANUARY 
Boar's Head & Yule Log Festival; Christ Church, 

Cincinnati, OH 5 pm (also 2 Jan., 2:45, 5:00 pm) 

2 JANUARY 
Durufle Messe Cum jubilo; St Ignatius, New York, 

NY 11 am 
Music of Morley, Shepherd, Handl; St Thomas, 

New York, NY 4 pm 
Christoph Tietze; St Thomas, New York, NY 5: 15 

pm 
Elizabeth Boggs, harpsichord; Trinity Cathedral, 

Trenton, NJ 3:30 pm 
Lyn Hubler; West Side Presbyterian, Ridgewood, 

NJ4 pm 

4 JANUARY 
• Stephen Henley; Holy Trinity Episcopal, Philadel

phia, PA 12:05 pm 

5 JANUARY 
Music of Funk; St Thomas, New York, NY 12: 10 

pm 
William Crane; St John's, Washington, DC 12:10 

pm 

6 JANUARY 
Music of Byrd; St Thomas, New York, NY 5:30 

pm 

7 JANUARY 
Festival '83; Coral Ridge Presbyterian, Ft Lauder

dale, FL 8 pm 

9 JANUARY 
Byrd Mass for Three Voices; St Ignatius, New 

York, NY 11 am 
Music of Willcocks, Palestrina, de Pearsall, Dirk

sen; St Thomas, New York, NY 4 pm 
W Thomas Jones; St Thomas, New York, NY 5: 15 

pm 
Douglas Rafter; National Cathedral, Washington, 

DC5pm 
Jo Ewing; All Saints Church, Atlanta, GA 4 pm 
Karel Paukert, with oboe; First Congregational, 

Columbus, OH 8 pm 

10 JANUARY 
Timothy Albrecht; Middlebury College, Middlebu

ry, VT 8 pm 
Richard Haschke; First Presbyterian, Greenville, 

NC 8:15 pm 

11 JANUARY 
Timothy Albrecht, masterclass; Middlebury Col

lege, Middlebury, CT 10 am 
Music of Smith, Sowerby; St Thomas, New York, 

NY 5:30 pm 
• Ruth Fisher; Holy Trinity Episcopal, Philadelphia, 

PA 12:05 pm 
Richard Heschke, masterclass; East Carolina Univ, 

Greenville, NC 9:30 am 
Maurice Clerc; Northside United Methodist, Atlan

ta, GA8 pm 

12 JANUARY 
Music of Malcolm, Wishart; St Thomas, New York, 

NY 12:10 pm 
Barbara Thomson; St John's, Washington, DC 

12:10 pm 

13 JANUARY 
Terry Charles; Kirk of Dunedin, Dunedin, FL 8: 15 

(also 14, 15 Jan.) 

14 JANUARY 
Haskell Thomson; Emory Univ, Atlanta, GA 8:15 

pm 

15 JANUARY 
Haskell Thomson; Emory Univ, Atlanta, GA 10 

am 
Timothy Albrecht; Emory Univ, Atlanta, GA 1 pm 

16 JANUARY 
Campra Messe Ad Majorem Dei; St Ignatius, New 

York, NY 11 am 
Music of Murchie, Wood; St Thomas, New York, 

NY4pm 
Andre Lash; St Thomas, New York, NY 5:15 pm 
Cj Sambach; Trinity Cathedral, Trenton, NJ 3:30 

pm 
David Billings; St Paul's Monastery, Southside, PA 

8pm 
William Fred Scott; All Saints Church, Atlanta, GA 

4pm 
Robert Parris, with trumpet; Mulberry Street 

United Methodist, Macon, GA 3 pm 
Kathryn Stephenson; First Presbyterian, Ft Lau

derdale, FL 4 pm 



.. 

William Albright; Church of the Covenant, Cleve
land, OH 7:30 pm 

John Paul; Christ Church Cathedral, New Orleans, 
LA4pm 

18 JANUARY 
Music of Barnard, Gibbons, Weelkes; St Thomas, 

New York, NY 5:30 pm 
• Jeffrey Fowler; Holy Trinity Episcopal, Philadel

phia, PA 12:05 pm 

19 JANUARY 
Music of Palestrina; St Thomas, New York, NY 

12:10 pm 
Robert Grogan; St John's, Washington, DC 12:10 

pm 

21 JANUARY 
Marianne Webb; SIU, Carbondale, IL 8 pm 

23 JANUARY 
Master Chorale of Western New York; St Paul's 

Cathedral, Buffalo, NY 4 pm 
Gabrieli Missa brevis; St Ignatius, New York, NY 

11 am 
Music of Barnard, Gibbons, Byrd; St Thomas, New 

York, NY 4 pm 
Keith S Toth; St Thomas, New York, NY 5:15 

pm 
Scott Reiss, recorder, with consort; Chevy Chase 

Presbyterian, Washington, DC 3:30 pm 
Raymond Chenault; Morningside Baptist, Atlanta, 

GA5pm 

25 JANUARY 
Music of Murchie, Friedell, Mendelssohn; St Tho

mas, New York, NY 5:30 pm 
'Carl Nittinger; Holy Trinity Episcopal, Philadel

phia, PA 12:05 pm 
Henry Hokans; Trinity Episcopal, Toledo, OH 8 

pm 

26 JANUARY 
Music of Candlyn, Mendelssohn; St Thomas, New 

York, NY 12:10 pm 
J Franklin Clark; St John's, Washington, DC 12: 10 

pm 

30 JANUARY 
Chamber Concert; St Andrew's Episcopal, Merid

en, CT 4 pm 
Marjorie DeLewis, harpsichord, Robert Roth, or

gan; St James the Less, Scarsdale, NY 4 pm 
Monteverdi Missa In iIIo tempore; St Ignatius, 

New York, NY 11 am 
Music of Leighton, Walton, Wesley; St Thomas, 

New York, NY 4 pm 
Scott T Prince; St Thomas, New York, NY 5: 15 

pm 
Faure, Messe Basse; St Peter's, Morristown, NJ 

10:30 am 
Thomas A DeWitt (with trumpet); Holy Cross 

Episcopal, Sanford, FL 7 pm 
Larry Smith; First Presbyterian, Ft Wayne, IN 8 

pm 
Choral Festival; Christ Church Cathedral, New 

Orleans, LA 4 pm 

31 JANUARY 
Frank W. Boles; St Paul's Episcopal,lndianapolis, 

IN8pm 
Gary Zwicky; Eastern IL Univ, Charleston, IL 8 

pm 

UNITED STATES 
West of the MissiSSippi 

17 DECEMBER 
Kathleen Keller; Our Lady of Lourdes, Northridge, 

CA 11:30 am 

19 DECEMBER 
Amahl; First-Plymouth Congregational, Lincoln, 

NE8pm 
Lessons & Carols; St John's Cathedral, Denver, 

C07pm 
Bach, St-Saens, Poulenc (with orchestra); First 

Presbyterian, Orange, CA 8 pm 

24 DECEMBER 
St Dunstan Singers; Church of The Ascension, 

Sierra Madre, CA 10:30 pm 

31 DECEMBER 
Paul Riedo (with orchestra); St Thomas Aquinas, 

Dallas, TX 10 pm 

2 JANUARY 
Bruce Newswick; Christ Church Episcopal, Taco

ma, WA4 pm 

'Darrell Orwig; St Cross Episcopal, Hermosa 
Beach, CA 4 pm 

13 JANUARY 
Carlene Neihart; Mid America Nazarene College, 

Olathe, KS 4:30 pm 

14 JANUARY 
Douglas Reed; Concordia Seminary, St Louis, MO 

8pm 
'Robert Noehren; First Congregational, Los An

geles, CA 8 pm 

15 JANUARY 
Univ of Redlands Chapel Singers; Church of the 

Ascension, Sierra Madre, CA 7:30 pm 

16 JANUARY 
Catharine Crozier; Arizona State Univ, Tempe, AR 

4pm 
Philip Keil, with trumpets; Church of St Matthew, 

San Mateo, CA 4 pm 

17 JANUARY 
• Music for organ & instruments; Trinity Episcopal, 

Santa Barbara, CA 8 pm 

18 JANUARY 
Gerre Hancock; MonMew Blvd Presbyterian, 

Denver, CO 
• Joel Martinson, Larry Palmer; St Mark's School, 

Dallas, TX 8 pm 

20 JANUARY 
Carlene Neihart; Mid America Nazarene College, 

Olathe, KS 4:30 pm 

21 JANUARY 
• John & Marianne Weaver; Crystal Cathedral, 

Garden Grove, CA 8 pm 

22 JANUARY 
• Gerre Hancock, workshop; St Matthew's Cathe

dral, San Francisco, CA 

23 JANUARY 
John & Marianne Weaver; St Brigid's, San Fran

cisco, CA 
Chrisanne Gates; St John's Cathedral, Denver, 

C04pm 
'Gerre Hancock; St Matthew's Cathedral, San 

Francisco, CA 

28 JANUARY 
Medieval, Renaissance, Baroque concert; St 

John's Cathedral, Denver, CO 8 pm 
'Donald Sutherland, PhylliS Bryn-Julson; First 

Presbyterian; Houston, TX 8 pm 

30 JANUARY 
'Alan DePuy; St Cross Episcopal, Hermosa 

Beach, CA 4 pm 

INTERNATIONAL 

16 DECEMBER 
David Low; St Paul's Church, Toronto, Ontario 

12:10 pm 

23 DECEMBER 
Juergen Petrenko; St Paul's Church, Toronto, 

Ontario 12:10 pm 

30 DECEMBER 
Robin King; St Paul's Church, Toronto, Ontario 

12:10 pm 

7 JANUARY 
Frederick Swann; Roy Thomson Hall, Toronto, 

Ontario 

16 JANUARY 
Karel Paukert; Robertson-Wesley United Church, 

Edmonton, Alberta 3 pm 

Gruen81ein Award Spon8or 

CHICAGO 

CLUB OF 

WOMEN 

ORGANISTS 
Dorothy N. Petty, SPC, President Founded 1928 

DECEMBER, 1982 

BETTY LOUISE LUMBY 
DSM • FAGO 

UNIVERSITY OF MONTEVAllO 

MONTEVALLO, ALA. 35115 

FREDERICK L. MARRIOTT 
ORGANIST - CARILLONNEUR 

KIRK-IN-THE-Hlu.s 

BLOOMfiELD HillS. MICH. "013 

WILLIAM H. MURRAY 
Mus.M f.A.G.O. 

Church of tho Modia'ar 

Chicago, In. 

FRANKLIN E. PERKINS 
Ph.D. 

Tho laduo Chapel 
Tho John Bu,roughl School 

St. loull. ""lllOuri 

Bo6@rt ltI. lIu.d@ 
MSM, Hon RSCM 

Organist - Choirmaster 
Saint Paul's Episcopal Church 

1361 West Market Street 
Akron, Ohio 44313 

Robert Shepfer 
Organist - Choirmaster 

SECOND PRESBYTERIAN CHURCH 

Indi.napolil, Indiana 46260 

Recital. 

ROBERT L. 

SIMPSON 
Cathodrol of St. Philip 

2744 Peachtro. Road N.W. 
Atlanta. Georgia 30305 

Histone Fir,' Chris,..,. Chureh 

Charlottesville, Virginia 

ADOLPH·STEUTERMAN .... , ... , ....... 
MUI. Doc., '.A .•. O. 

Southwostorn at Momphil. RetlrocJ 

Calvary EpilCopal Church. Emoritul 

JONATHAN A. TUUK 
Immanuel Lutheran Church 
338 North Division Aveaue 

Grand Rapids, Michigan 49_ 
Recitals 

DONALD W. WILLIAMS 
D.M.A. 

Zion Lutheran ChW'Ch 
Concordia College 

Ann Arbor, MI 

Max Yount 
beloit colle.e, .wls, 

~organ 

composition 
harpsichord 

choir 

William MacGowan 
Ieth ...... y.tho-ha 

Palm Beach, Florida 

EBNEST.MAY 
Dept. of Music, 

University of Massachusetts 
Amherst, Mass. 01003 

Trumpet/Organ Recitals 

Slide Ledures on Bach's Organ Music 

RICHARD M. PEEK 
Soc. ..... Doc. 

Coven an' Presbyterian Church 
1000 E. Morohood Cha .... , N. C. 

JOHN DAVID PETERSON 
Music Department 

Memphis State University 
Memphis. Tennessee 381 S2 

DOUGLAS REED 
UNIVERSITY OF EVANSVILLE 

EVANSVILLE, INDIANA 

John Russell 
Recitals 

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

L. ROBERT SLUSSER 
MUS. M •• A.A.G.O. 

LA JOLLA PRESIYTERIAN CHURCH 

LA JOLLA. CAUFORNIA 

Carl Staplin 
Ph.D •• A.A ••• O. 

Drake University 
Flnt Christian Church 

DES 'MOINES. IOWA 

Thomas R. Thamas 
PlIlm Beach 

The Ro"al Poinciana Chapel 
Director of ¥usic 

The Hen,." Momson Plaglet' 
Museum 

Organist-in-Residence 

CLARENCE WA llERS 
RECITALS 
Trinity College 

Hartford, Connecticut 

RONALD IV All 

Gary Zwicky 
DMA FAGO 

Eastorn lIIinoil Unlvontty 

CharlOdon 
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Pape 
Organs in America 

Vol. 1 
204 pages, 95 photos, $ 34.00 

Pape 
The Tracker Organ Revival 

in America 
488 pages, 272 photos, $ 48.00 

Pape 
A Little Organ Lexicon 

English-German, German-English 
40 pages, $ 5.00 

Postpaid 
Make checks payable to Uwe Pape 

PAPE VERLAG BERLIN 
8231 Ravere Street 

Rockford, Ill. 61111 

NEW! 

Blanchard: 
ORGANS OF OUR TIME 

Revised. 100 Klais Stoplists 
231 Pages, 112 Photos $24.00 

ORGANS OF OUR TIME II 
71 Klais Stoplists 

171 Pages, 82 Photos $21.00 

THE TWO TOGETHER $40.00 

Lindow 

A LITTLE ORGAN LEXICON 
40 Pages $7.00 

CATHEDRAL ORGAN POSTERS 
Berlin - Graz - Trier 

16%" x 23%" Color 3 for $8.00 

Klais: THE BAMBOO ORGAN 
292 Pages, Illustrated $30.00 

Postpaid in U.S.A. when check accompanies order 
(Ohio residents add 5'12 % sales tax) 

THE PRAESTANT PRESS 
P.o. Box 43 Delaware, Ohio 43015 

IT'S OUT! 
OUR COMPLETE 68+ PAGE CATALOG 

ILLUSTRATED WITH CURRENT PRICE DATAl 

SEND $425 TODAY 

ARNDT ORGAN SUPPLY COMPANY 
1018 LORENZ DRIVE· BOX 129 

ANKENY, IOWA 50021 

Fast UPS Delivery 
WOMEN'S whole and half size 4-11 

MEN'S whole and half sizes 6-15 
narrow, medium, and large 

CALL OR WRITE (203) 453-1973 
282 Stepstone Hill Guilford, CT 06437 

The 
Inspirational 
Sounds 
of 

Cast 
Bronze Bells 
and Bell Systems. 

• 
Renowned for 
their exquisite 
sound ... 

2021 Eastern Ave. 
Cincinnati, Ohio 45202 

(513) 221-8400 

{ioulding ~ 'Wood, qnc. 
BUILDERS OF FINE ORGANS IN THE AMERICAN CLASSIC STYLE 

INCORPORATING REMOTE-ACTION, SLIDER-PALLET WINDCHESTS. 

Knownjor our renovation work, especially restoration oj Aeolian-Skinner organs. 

THE AMERICAN REPRESENTATIVE FOR J. W. WALKER & SONS LTD., ENGLAND 

These superbly built, mechanical-action instruments oj classical Anglo-American 

tonal design are best suited to the needs oj most American congregations. 

1506 East Richland Drive Bloomington, IN 47401 (812) 339-4843 

Organ Recitals 
With Instruments or Voice 

ARDYTH LOHUIS (with flute), st. 
Stephen's Episcopal Church, Richmond, 
VA, July 28: Praeludium in D Minor, 
Variations on «Nun Lasst uns Gott 
dem Herren", Luebeck; Toccata Ter
tia, Eberlin; Concerto del Sigr. Tagliet
ti, Walther; Sinfonia No.3, Berlinski; 
Trois Mouvements pour Flute et Or
gue, Jehan Alain; Final (Symphony 3), 
Vierne. 

• 
DOUGLAS L. BUTLER, Trinity 

Episcopal Church, San Francisco, CA, 
Aug. 1: Ricercar del duodecimo tuono, 
A. Gabrieli (brass quartet); Voluntary in 
C Major, Purcell-Butler (with brass 
quintet & tympani); Prelude & Fugue 
in D Major, BWV 532, Bach; Fantasia, 
Almand, Ayre, Hingeston (with trum
pets & bass trombone); Music for His 
Majesty's Sackbutts & Cornetts, Locke 
(brass quintet); Feierlicher Einzug, R. 
Strauss (arr. Reger) (with trombones & 
timpani); The King of Instruments,AI
bright (with narrator & percussion); 
Sh'ma Kolenu, Helfman (with bari
tone); Choregos III for Organ & Vibra
phone, Michael Bayer; Three Gospel 
Preludes, William Bolcom; Sweet Six
teentllS, Albright; Fantasy for Organ, 
Brasses (,. Timpani, Roy Harris. 

• 
WA YNE WYREMBELSKI, OR

GAN, SHARON WYREMBELSKI, SO
PRANO (with clarinet), St. Mary Cathe
dral, Gaylord, MI, Aug. 22: Prelude & 
Fugue in C Minor, BWV 546, Bach; 
Les Angelus, Op. 57, Vierne (with 
soprano); Sonata in C Minor, Mendels
sohn; Ballade for Clarinet & Organ, 
Sowerby; Cortege et Litanie, Dupre. 

• 
BRIAN JONES, ORGAN, ANDREW 

GORDON, PIANO, Gloria Dei Luther-

an Church, Providence, RI, Aug. 23: 
Fantasie for Organ & Piano, Demarest; 
Fantasie in F Major, Mozart; Sym
phonic Piece for Organ & Piano, Clo
key; Variations on Two Themes for 
Organ & Piano, Op. 35, Dupre. Suite 
de Danzas Criollas, Ginastera; Festival 
Overture in D Major for Organ & 
Piano, Grasse. 

• 
ROBERT SHEPFER (with trumpet), 

Second Presbyterian Church, Indianap
olis, IN, Oct. 3: Trumpet Tune in B
flat, Stanley (with trumpet); Toccata in 
D Minor, Pasquini; Concerto in C Mi
nor, B. Marcello (with trumpet); Quod 
Libet, Dupre; Sonata in D Major, Mar
tini (with trumpet); Voluntary No.2 in 
C Major, Peek (with trumpet); Praelu
dium, Fugue & Ciacona in C Major, 
Buxtehude; Sinfonies de Fanfares, 
Mouret (with trumpet). 

• 
BYRON L. BLACKMORE, ORGAN, 

WILMA SCHEFFNER, SOPRANO, 
Our Savior's Lutheran Church, La 
Crosse, WI, Oct. 10: Paean, Leighton; 
Voluntary 5 in G Major, Walond; Fan
taisie in A Major, Franck; Three Sacred 
Concertos, Op. 17, Distler (with sopra
no); Passacaglia & Fugue in C Minor, 
BWV 582, Bach; La Vallee du Behor
leguy, au matin, Bonnal; L'Ange a la 
Trompette, Charpentier. 

• 
ROBERT FINSTER (with flute), St. 

Luke's Episcopal Church, San Antonio, 
TX, Oct. 31: Concerto 4 in C Major, 
Bach; Sonata in G, Handel (with flute); 
Liebster jesu, wir sind hier, BWV 731, 
732, Bach; Fantasie in C Major, Krebs 
(with flute); Suite No. 1 for Flute 
Alone, Luening; Sonata da chiesa, Mar
tin (with flute); Dieu parmi nous, Messi
aen. 

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

the high.est order of craftsmanship in mechanical and elec

tric action pipe organs of two to 200 ranks. 

Buffalo, New York 14217 

1530 Military Road 

brochure available 

DELAWARE ORGAN COMPANY, INC. 

252 Fillmore Ave. 

Tonawanda, New York 14150 

(716) 692-7791 

MEMBER A.P.O.B.A. 

member APOBA 

Consultations 

American-Classic 
~ .. ~ .. ~rirt -PIPE ORGANS 

Re-Scaling 

Tonal-Finishing 

Fine- Tuning Inquiries Welcome 185 ALDINE BENDER. #164. HOUSTON. TEXAS 77060 (713) 999-1909 

AEolian-Skinner Specialists Re -BUlldll1g 
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GERMANY AND ITALY 
~Page 3 

memorable experience of the session 
came during the visit to San Petronio in 
Bologna where the two organs have only 
recently been restored. The exquisite 
sounds in the enormous church, ranging 
from the delicacy of the 24' Principale 
of the epistle organ to the strength of the 
ripienos of both instruments, are unfor
gettable. 

Michael Radulescu of Vienna gave 
excellent contributions to this year's 
course with his spirited lecture on Georg 
Muffat's Apparatus musico-organisti
cus and in an exciting recital played at 
the Scuola Mabellini, where the Accad
emia is housed, on a recently restored 
1825 organ by Giosue Agati. Works by 
Erbach, Hassler, Hofheimer, Buchner, 
Pachebel, and Muffat were given ener
getic and delightful performances. 

Marie-Claire Alain led several discus
sions on French Classic music of Cou
perin, Daquin, and Clerambault, giving 
the basic background of the style for 
relative newcomers but also document
ing sources and references on such top
ics as early French fingering practices 
and rhythmic inequalities. She also per
formed a recital on the 1825 Agati 
organ at the Accademia, including 
sprightly performances of Balbastre and 
Muffat. 

Other recitals performed included 
one by Thomas Albert of Berlin, Ba
roque violin, and Harald Vogel, harpsi
chord, providing a delightful evening of 
music. Their complete ease with style 
and performance practice was always 
present, allowing elegance, grace, and 
excitement in their expert playing. 
Yuko Hayashi from Boston performed 
in the village of Treppio on a 1794 
organ by Pietro Agati, giving memora
ble performances of works by Froberger 
and Muffat. Umberto Pineschi also 
played in Treppio, showing off the "vil
lage band" side of the Agati organ with 
its cornet, reeds, and timpani in works 
by composers from the Pistoia region. 

Rising European interest in early mu
sic and instruments and the steadily 
increasing numbers of well-restored or
gans makes the scene of European sum
mer courses devoted to these topics a 
matter of continuing interest for organ
ists everywhere. Providing opportunity 
to play organ music on instruments 
appropriate to the time and style for 
which it was written is highly com
mendable on the part of those whose 
diligent work makes it possible. 

Delores Bruch 
The University of Iowa 

martin ott pipe 
organ 
~ompany 
Inc. 

11624 Bowling Green Drive 1 
st. Louis, Missouri 631 41 
(314) 569-0366 

Mechanical Action Specialists 

BRUNZEMA ORGANS INC. 
596 Glengarry Crescent South 
Post Office Box 219 
Fergus , Ontario Canada 
N 1 M 2W8 (519) 843-5450 

CLASSIFIED ADVERTISEMENTS 
POSITIONS AVAILABLE 

EXPERIENCED ORGAN BUILDER. APPLICANT 
must be capable of producing first-class work in all 
phases of new organ construction. Great opportunity 
for the right person. Harris Organs, Pipe Organ Build
er, 7047 S. Comstock Av., Whittier, CA 90602. 

ORGANIST-DIRECTOR REQUIRED JANUARY 1, 
1983. 3-manual organ. Mixed senior choir. Salary 
Negotiable. Reply in writing to: Central United 
Church, 32 Riddell St. , Woodstock, OntariO, Canada, 
N4S 6M1 . 

FULL-TIME ORGANIST-GHOIRMASTER: MULTI
ple choirs. Coordinate and direct entire music pro
gram in large-staff church of 1800 members. 1928 
4-manual, 60-rank E.M. Skinner organ, rebuilt 1959 
by Moller in sanctuary; 1971 9-ranks Schantz in cha
pel. Salary open. Applicants: 5 years experience 
minimum; masters in music or better expected. Con
tact Mr. Lewis Wellford, Chairman of Search Com
mittee, Idlewild Presbyterian Church, 1750 Union, 
Memphis, TN 38104. (901) 726-4681. 

WANTED-PIPE ORGANS 

USED PIPE ORGAN WANTED. SEND SPECIFICA
tion and price. Address 0-4, THE DIAPASON. 

WANTED-MISCELLANEOUS 

MUSIC ROLLS FOR ANY PIPE ORGAN PLA Y
ers. Other rolls too. W. Edgerton, Box 88, Darien, CT 
06820. 

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

8' ENGLISH HORN, AEOLIAN FREE REED PRE
ferred, but conventional type acceptable, 4" or 5" 
wind pressure. Paul Sahlin, 1537 Meadow Ln., Burlin
game, CA 94010. 

USED PIPES: PRINCIPAL, TWELFTH, FIF
teenth, III-rank mixture. Please send information 
regarding scale, condition, and price to Ivan E. Dan
hof and Sons, 2322 Ingleside Dr., Grand Prairie, TX 
75050. 

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. 

PIPES FROM MARKLOVE TRACKER ORGANS. 
needed for a restoration. Hendrickson Organ Co., St. 
Peter, MN 56082. (507) 931-4271 . 

MISCELLANEOUS 

VIRTUOSO TRUMPET SOLOIST, MAGNIFICENT 
effect!-with organ, chorus, or vocalists. Services or 
concerts. Extensive baroque repertoire, including 
Bach cantatas. Michael Schuman, 198 Douglas Rd., 
Staten Island, NY 10304. (212) 448-0127. 

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

PUBLICATIONS & RECORDINGS 

CHORAL LIBRARY FOR SALE: FOR MIXED 
choir, large selection, reasonably priced, available 
collectively or separately. Send SASE for listing. lit
urgist, St Patrick's Church, 6908 St. Patrick Lane, 
Edina, MN 55435. 

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 26811, Richmond, VA 23261. 

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. 

HARPSICHORDS 

HARPSICHORD OWNERS. A FULL LINE OF 
audio 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. 

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. 

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. 

JULIAN E. BULLEY REPAIRING TUNING ADDITIONS ~ , tools and supplil:s 
.----~ 1 / OIHi-\N HUILDERS 

New Organs - Rebuilding 
Service R.1M. KURTZ ORGAN CO. 1 TRA KER-TOOL 

_ I ,~.$' SUPPLY CO. 
SINCE 1906 

1376 Harvard Blvd.-Dayton. Ohlo.u.cG6 
513-276-2481 

CONSULTANT SPECIALISTS ON PIPE ORGAN REBUILDING 

P. O. Box 32, Woodstown, N. J. 08098· 609/769-2883 . j L ~ 799 We.t Water Str .. t -U 0== Taunton. Ma.. 02780 

WANT A PRACTICE ORGAN? 
PEMBROKE PIPE ORGAN (in kit form' 

Send lIamp for brochure 

THE ORGAN LOFT 
EPSOM, N.H. 03234 T.I.603-736-4716 

Rememll.r: If it do •• NOT have pip ••• i. i. NOT an organ 

~;m6ft-lJllflll, fJIIC. 

Organ 

Box 4058, C.R.S. 

Johnson City, TN 37601 

615-282-4473 

eomponen16 

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 

DECEMBER, 1982 

-j 

- 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 Builders 
headqlUJrters and manufacturing 
3419 "e" ST N.E. 

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

AUBURN. WA 98002 
206/852-4866 

~ 
CREATIVE ORGAN BUILDING fOR ARTISTIC MUSICAL RESULTS 

Greenwood' Organ Company 
P. O. BOX 18254, CHARLonE. N.C. 28218 

'7HREE GENERATIONS Of ORGAN BUilDING" 

II'!' 
H HUPALO ORGAN PIPE CO .. INC. 
U 18 VERNON AVE., VERNON, CT 06066 P 
A (203) 871-7067 

L , 0 "PIPES jor the sound you want" 

PLEASE SEND FOR OUR FREE CATALOG 
INQUIRIES FOR YOUR SPECIAL NEEDS WELCOME 
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CLASSIFIED ADVERTISEMENTS 
Classified advertising rates will be found on page 23. 

Replies to box numbers should be sent c/o The Diapason. 380 Northwest Highway. Des Plaines. Il60016. 

HARPSICHORDS 

BURTON HARPSICHORDS. SPINETS. AND 
clavichords-Professional instruments in kit form, 
from $195. For brochure write Burton Harpsichords, 
727 "R" St., P.O. Box 802220, Lincoln, NE 68508. 

HARPSICHORDS, CLAVICHORDS. FORTEPIA
nos. Custom instruments and kits. Write for free bro
chure. Zuckermann Harpsichords Inc .• Box 121-0. 
Stonington, CT 06378. 

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

HARPSICHORDS. PEDAL HARPSICHORDS. 
clavichords custom made. Jan H. Albarda, 14 Prin
cess St., Elora, Ont., Canada NOB 1S0. 

HARPSICHORDS. FORTEPIANOS. CUSTOM
built Hubbard and Zuckermann kits, meticulously 
voiced and finished, reasonably priced. R. Mark 
Rosa, Historical Keyboard Instruments, 625 W. Lake
side St., Madison. WI 53715. 

SABATHILL AND SON, 1980,7'8" FRENCH DOU
ble manual. Walnut with gold trim. Make offer. 
Details: (717) 845-4975. 

KEITH HILL CLAVICHORD. OP. 29. PAINTED 
pine, bone keyboard, compass: GG-d'" (double
strung, unfretted), papered lid and gilded details, plat
form-style stand with ornate cabriole legs. $4800. C. 
Johnson, 960 Norview Av., Norfolk, VA 23513. 

HARPSICHORDS AND CLAVICHORDS BY ERIC 
Herz: 18th century English, French, and German tra
ditions; musical excellence and reliability reflect 30 
years experience in harpsichord designing and build
ing. Natural wood or painted casework. Selected 
used instruments. Free catalogue available from Eric 
Herz Harpsichords, 12 Howard St., Cambridge, MA 
02139. (1-617) 868-6771. 

HARPSICHORDS. PEDALHARPSICHORDS, ETC .• 
semi-kits and completed instruments, brochure $1 . 
Or start from scratch. Catalog of parts, plans $2. 
Instrument Workshop, 318-0 N. 36, Seattle, WA 
98103. 

• ... rt Cope'"nd 
10134 BUCHANAN ROAD · 
PITTSBURGH. PA. 15235 

242·9268 

q 1)ipe Organ Repair - .All .fflakes 

Our advertisers appreciate 
your patronage. 

Tell them you saw their ad in 
The Diapason 

HARPSICHORDS 

HARPSICHORDS AND ORGAN PLANS. SEND $3 
for illustrated catalog to: R.K. Lee, 3530 School 
Street, Watertown, MA 02172. 

FOR SALE-PIPE ORGANS 

. SEND FOR BROCHURE OF NEW RANGE OF 
economy priced pipe organs. Short deliveries and 
fixed prices. 25 year guarantee. Goulding & Wood, 
Inc. 1506 East Richland Dr., Bloomington, IN 47401. 

IMPORTANT 17th CENTURY 4-5TOP POSITIV. 
incorporating two oil paintings. Excellent playing con
dition, superb case. Offered at $120,000. Air freight 
and erection within North America included. Terms 
possible. Send $10 for full color brochure. Address 
OC-5, THE DIAPASON. 

2-MANUAL, 27-5TOP PIPE ORGAN. TO BE RE
moved by purchaser. Available January 1983. Infor
mation available by calling: First Presbyterian 
Church, Hannibal, MO, (314) 221-7861. 

2-MANUAL, 10-RANK. HALL ORGAN WITH 
chimes. Presently in storage. Call or write: St. Peter's 
Church. 71 River St., Milford. CT 06460. (1-203) 
874-8562. 

ORGAN REBUILT IN 1957. 2-MANUAL WITH 5-
rank Great chest and 6-rank Swell chest. Great and 
Swell shades and following stops: 16' Lieblich Bour
don, 8' Aeoline. 8' Gedeckt, 4' Pedal Gemshorn. 2' 
Principal. No blower or rectifier. Available 1/1/83. 
Buyer to remove. Call or write: Bill Thompson. 
Wicomico Presbyterian Church. 129 Broad St.. Salis
bury, MO 21801. (301) 749-0988.564-1863. 

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 1MO. 

INTERESTED IN A SMALL TRACKER ORGAN? 
For free literature contact Klug & Schumacher, Inc., 
3604 Waterfield Pkwy, Lakeland, FL 33801. (813) 
665-4802. 

CYMBELSTERNS 
are a.,ailaille again • 

GEISLER & COMPANY 
3629 Lynndule Pilice 

Fori Worlh. TX 76133 

• • 

(305) 523- 7247 

WALTER A. GUZOWSKI 
PIPE ORGAN SERVICE 

BUSiness 
1121 E CommercIal Blvd. 

Ft Lauderdale. Fla 33334 

Home 
1225 S,W 4th Ct .. Apt . B 

Ft Lauderdale. Fla 33312 

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 inter
ested, please send five dollar bill. Noel Mander, St. 
Peter's Organ Works, London E2, England. 

TWO MANUAL ESTEY, 8 RANKS, OPUS 2827 
(1929). Best offer. Buyer to remove. Arlington Street 
Church, 355 Boylston St., Boston, MA 02116. (617) 
536-7050. 

6-RANK, 2-MANUAL. $3,000. MOSTLY AUSTIN, 
Aeolian pipes. Playing in home, sell all or part. Other 
miscellaneous gear. Hart Rumbolz, 2566 Homestead 
Rd., Santa Clara, CA 95051. (408) 241-5099. 

1922 KIMBALL, 3-MANUAL, 11 REGISTERS, 11 
ranks. Presently in use, available for inspection. Buy
er to remove after January 1, 1983. Best offer. Con
tact: Organ Committee, Trinity Lutheran Church, 300 
S. Ardmore, Villa Park, IL 60181 . 

HINNERS 18-RANK ORGAN, ROMANTIC TYPE, 
with two manual console. Pipes in chambers, with 
expression. Playable. Contact: Trinity Lutheran 
Church, 135 NE Randolph, Peoria, IL 61606. (309) 
676-4609. 

FOUR RANK WICKS RESIDENCE ORGAN, TWO 
manual and pedal, AGO, unified, direct electric. 
Including Medinger blower. Rebuilt and fits 8' ceiling. 
$2250. Wilmington, DE. After 10 pm: (302) 655-
2669. 

TWO MANUAL AND PEDAL PIPE ORGAN. 
tracker action, nine ranks, new blower. In good work
ing order. Ideal for chapel or residence. $14,500. 
Contact: Bert Anderson, 3361 Lakeshore Rd., Bur
lington, Ontario, Canada L7N 1B1. (416) 637-5057. 

2-MANUAL AND PEDAL, 1Q-RANK TRACKER 
pipe organ built in 1977 by leading tracker builder. 
Specification and dimensions available. Photograph, 
$2. Contact: Ivan E. Danhof and Sons, 2322 Ingleside 
Dr. , Grand Prairie, TX 75050. 

KIEFER TANNING CO. 
240 FRONT· GRAND RAPIDS, MI. 49504 

(616) 459-3401 
)MPORTED AND DOMESTIC LEATHER 

Jlut & Schumacher 
MAKERS OF MECHANICAL ACTION INSTRUMENTS 

Member AIO and ISO 

3604 Waterf ,eld Parkway • Lakeland, FlOrida 33801 
Phone 1813) 665-4802 

INCORPORATED 

FOR SALE-ELECTRONIC ORGANS 

TWO ARTISAN CUSTOM ORGANS RECENTLY 
completed. A large 2-manual "horseshoe" with both 
theatre and church stops $9500. A very large 3-
manual drawknob " classic" with rernoted electronics 
$19,500. New warantees. For brochure call Mr. Eby: 
(714) 551-1805. 

SAVILLE. A.G.O. SPECIFICATIONS. 2-MANUALS, 
31 independent stops. 1967. Price negotiable. Cross
roads Presbyterian Church, Haymaker and Ramsey 
Rds., Monroeville, PA 15146. (412) 372-2226. 

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

REED ORGANS 

REPLACEMENT REEDS AVAILABLE FOR USE 
in parlour reed organs. Send inquiry to: Paul W. 
Toelken, Box 5017, Prescott Valley, AZ 86312. 

TEN TWO-MANUAL WITH PEDAL REED IN
struments, 5 to 13 ranks. Send stamped business 
envelope for catalogue. Reeds tuned, replaced. Ned 
Phoenix Reed Organ Service, Box 3, Jamaica, VT 
05304. 

ANTIQUE ESTEY REED ORGAN. EXCELLENT 
condition, recently rebuilt. $3,400. (516) 746-1061. 

1883 KIMBALL PARLOUR ORGAN, CARVED 
walnut/cherry, excellent condition. $2,000. Cho
dera/Bergen, 3510 N. Sheffield, Chicago, IL 60657. 
(312) 883-1964. 

2-MANUAL, 32-NOTE PEDAL REED ORGAN 
with electric blower. Oak case and bench. Buyer to 
remove. $1200 or best offer. Call after 4 pm EST: 
(202) RA6-3588. 

P lrP18 O R GAN ll1.JlT,D·IER S 

ANDRE ST01RUE "RS 

P .O . BOX 5421 BUFFALO. IOWA 527281319·381 · 1242 

Lewis &. Hitchcock, Inc. 
Pipe Organ Builders Since 1915 

8466" Tyeo Road Vienna, Virginia 22180 

(70~) 7~4-8585 

'--

BOZEMAN - GIBSON 
AND COMPANY J 

~RGANBUI~ 

Tracker Action Pipe Organs 
Rancho San Julian. Star Route 
Lompoc. CALIFORNIA 93436 

645 WEST 32ND STREET. P. O. BOX 1165 • ERIE, PA, 16512 
Telephone: (603) 463-7407 

22 

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

QUALITY PIPE ORGAN SUPPLIES 

Organ advice from 

EDWIN D. NORTHRUP 
B.A., J UK. D. 

2475 LEE BOULEVARD 
CIJBVELAND, OHIO 44118 

TEL. (216) 932-4,12 

RFD one (route 107) 
Deerfield, New Hampshire 03037 

McMANIS ORGANS 
Builders of Fine Tracker and 

Electro-Pneumatic Pipe Organs 

Incorporated 

10th&: Garfield 

KANSAS CITY, KANSAS 
66104 

A.P.D.B.A. Membe, 

Inquiries are Cordially Invited 

W. ZiIn.In.er & Son.s 
INCORPORATED 

Member APOBA 

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

o R G AN COM PAN Y, INC. 
WASHINGTON ROAD 

PRINCETON, NEW .JERSEY 08540 

THE DIAPASON 
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Classified advertising rates will be found below. 
CLASSIFIED ADVERTISEMENTS Replies to box numbers should be sent c/o The Diapason, 380 Northwest Highway, Des Plaines, IL 60016. 

------------------------------REED ORGANS FOR SALE-MISCELLANEOUS FOR SALE-MISCELLANEOUS SERVICES & SUPPLIES 

RODGERS 330 (CLASSICAL) ELEC
tronic organ. Operationally perfect. Pur
chased new In 1974 with added feature of 
16',8' and 4' couplers to all manuals. Pre
fer purchaser financing. $15,000. Please 
contact: Wes Cook, 3941 Clayton Av., 
Los Angeles, CA 90027. (213) 661-9725 
or (213) 247-8704. 

FOR SALE-MISSCELLANEOUS 

CONSOLE MIRRORS. SOLID HARDWOOD CON
struction, adjustable with felted base. All finishes. 
Write for details: S.G. Bullions & Co., 211 York Av., 
West Pittston, PA 18643. 

KIMBALL 16' OPEN WOOD, 32 PIPES, CHEST 
for low 28. 7"-wp. Pick-up only, no shipping. Shaw
nee Presbyterian Church, 6837 Nieman Rd., Shaw
nee, KS. Evenings: (1-816) 561-6946. 

KILGEN ORGAN PARTS, CIRCA 1918. SPENCER 
BLOWER, console, chests, reservoirs, some pipe
work, miscellaneous items. Send SASE to: Morel & 
Associates, 4221 Steele St., Denver, CO 80216. 

STINKENS, GIESECKE AND AEOLlAN-8KINNER 
pipework for sale. Send SASE for details and prices. 
Petty-Madden Organbuilders, P.O. Box 2652, War
minster, PA 18974. 

CHIMES: 20-NOTE DEAGAN, 1 W', WITH 
Wurlitzer pneumatic action. Old, but good. $550, 
crated. 21-note Maas, 1 W' with new electric strikers 
and dampers, $2000, crated. Call Mr. Eby: (1-714) 
551-1805. 

32' ELECTRONIC BASSES, HALF PRICE. ONE 
has 32 notes, $750. The other, 12 notes, $550. Two 
voices, stereo amplifier and two 15" speakers. For 
brochure, call Mr. Eby: (1-714) 551-1805. 

~dJllttt3 
ROBERT C. NEWTON 

Northem Cllifomill RlJlmentitivl 
Sala and Sarvice 

518 Lorrainl AVlnul 
San JOSI, CA 95110 

19.32 PENFIELD ROAD 
PENFIELD. NY. 14526 
716·586·0.38.3 

Tiliphone 
(408) 998-0455 

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

ORGAN PARTS FOR SALE: CHESTS, CON
soles, reservoirs, pipework, and many miscellaneous 
components. Send SASE with your inquiry stating 
your specific needs. Sorry, no list. Sold as-is, or 
rebuilt to your requirements. Address 0-2, THE DIA
PASON. 

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

BEAUTIFUL HAND CARVED ANTIQUE 
Louis XVI pieces from an organ front. All 
original paint and gold leaf. Cartush Is a 
form of scrolled shield with leaves, 
flowers, In solid wood. One large, 
38" x 38", two smaller. Three gold leaf 
filigree seml-clrcles to fit three sets of 
urns. Two rope carvings with acorns, 
30" x 48". Send for photos. Address DE-
1, THE DIAPASON. 

STILL THE BEST COMBINATION ACTION OF 
them all, Damon 6660CA. AII-electric, no memory 
losses, requires only organ rectifier power, total reli
ability. I bought out remaining Damon stock, which 
includes a few other combination actions, plus an 
Orgelectra Rectifier A-9 (20 amperes), like new. 
Send business-size, stamped envelope with inquiry. 
Kellner, 77 Washington St., Walpole, MA 02138. 

AUSTIN CONSOLE, 3-MANUAL, GOOD CONDI
tion. Excellent ivory keys and fine combination 
action. Also, large 3-manual Austin console available 
after first of year. Contact: C.A. Bentschneider, 
10617 Sharon Valley Rd., Brooklyn, M149230. (517) 
536-4208. 

Restoration. Tuning. 
Maintenance 

IE ORGaN CDIPaM 
2131·112 RIDGE AVENUE 

EVANSTON. ILLINOIS 60201 
(312) 864-4323 

Pipe Organ Builder 

2742 Ave. H 

Fort Worth, Texas 76105 

Tele. (8171 536-0090 

Organ Builders 

Tracker Organs • Organ Parts • Organ Pipes 

1780-200 Years-1980 
Tradition and Progress 

0-7157 Murrhardt-Hausen 10 
Phone: 07192/8006 

KOPPEJAN 
pipe organs 

Tracker-organ builder 
new organs and restoration 

Chilliwack. 8 C 
48223 Y.I. Rd E 
Cen.d. V2P 6H4 Phon. (604. 792-1623 

BERKSHIRE ORGAN COMPANY INC. 

t 68 SO. BOULEV ABO, WEST SPRINGFIELD. MASSACHUSETTS 
Areu Code 413-734-3311. 7.36-1079 

Member: Americ~n In8tit~te of Organbuil~en 
, Inl~rnallonnl S04'lel,. of Or~Rnbullden 

FREE ORGAN PARTS TO CHARITABLE OR
ganization; others make offer. Mint Reisner all-elec
tric 3-manual drawknob console and relays. Spencer 
5-hp. 5" wind blower. Austin and Welte electropneu
matic chests, pipes and swell motors. Bob or Warren 
Gilson, Madison, WI, days only: (608) 836-1551 . 

SERVICES & SUPPLIES 

NEW WOOD ORGAN PIPES, VOICED OR UN
voiced. Fine workmanship. Artisan Builders, 806 N.P. 
Av., Fargo, ND 58102. (701) 293-8964. 

CUSTOM-MADE WOODEN REPLACEMENT 
parts for consoles, actions. Vintage-looking finishes. 
Ebony-capped pedal sharps made to your pattern. 
Robert M. Raiselis, Cabinetmaker, RFD White River 
Junction, VT 05001 . (802) 295-5850. 

TUNE EaUAL OR ANY HISTORICAL TEMPERA
ment with Widener Computer Tuner. Full details, 
write: Yves Albert Feder Harpsichords, Box 640, Kil
lingworth, CT 06417. 

ORGAN SERVICEMEN: WE WILL RECOVER CA
savant and Skinner pouchboards, primary and offset 
actions. Write: Burness Associates, P.O. Box 344, 
Glenside, PA 19038. 

USED, REVOICED, CLASSIC PIPEWORK. VARI
ous registers offered for one-half price of new pipe
work. We will also revoice your romantic pipes on a 
time and materials basis. Contact: Schneider Orgel
bau, Box 382 Niantic, IL 62551 . (217) 668-2412. 

SCREWDRIVER BITS FOR SOUNDBOARD 
work: Set of three 3/8" x 12", 24", and 36" bits with 
hardened tips for use in a hand-brace, $17.50. Indi
vidual bits, $10.50. Durham, P.O. Box 2125, Talla
hassee, FL 32304. 

RECOVERING ANY TYPE OF POUCHES, PNEU
matics and primaries in leather. Reservoirs re-Ieather
ed also. Write: Eric Brugger Releathering Service, 
1034 East 29th St., Erie PA 16504. 

~t.tt 'i. 'I.ie~.l 
CONSULTANT IN ECCLESIASTICAL 
ACOUSTICS, MUSIC & ARCHITECTURE 

11040 Weal BllleDlOUlld Roa4., WallWatoea, WI8eoJllba 53a26 

(414)"'-8966 

SCHNEIDER 
ORGELBAU WERKSTA n, Inc. 

H .. Instru ...... - ..... nell 
Ton.. Alterations - Revolcl ... 
R.volced Classic Plpework -

O,..an Maintenance 

Workshops in Niantic & Kenney, IHinol. 
P.O. Box 382 Niantic, 11 62551 

(217) 668·2412 944-2454 

NEW ORGAN PIPES, EXCELLENT WORKMAN
ship and expertly voiced. Formerly supervisor of 
Aeolian-Skinner pipeshop. Hans Rother, German Or
gan Pipecraft, 34 Standard St., Mattapan, MA 
02126. 

RELEATHERING ANY TYPE POUCH, PNEUMAT
ic, bellows or action. Long years of experience and 
accurate workmanship. Jacob Gerger & Son, P.O. 
Box 245, Croydon, PA 19020. (215) 788-3423. 

CLASSIFIED ADVERTISEMENT RATES 
Regular classified advertising is Single para
graph "want ad" style. First line only of each 
ad in bold face capital type. 

Display classified advertisements are set 
entirely in bold face type with the first line in 
capital letters and the addition of a ruled box 
(border) surrounding the advertisement. 

Regular ClaSSified, per word $ .30 
Regular Classified minimum 5.00 

Display ClaSSified, per word .40 
Display Classified minimum 15.00 

Additional to above charges: 
Box Service (mail forwarding) 2.50 
Billing charge to non-established 

accounts (per insertion) 2.00 

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

Non-subscribers wanting single copies of 
issue in which advertisement appears should 
include $2.00 per issue desired wJth pay
ment. 

The Diapason reserves the right to deSig
nate appropriate classification for advertise
ments, and to reject the insertion of advertising 
deemed inappropriate to this magazine. 

~~-~n~m»~;~1f»ItNt &.~ q 'fi\If\. 
~ ~\U..1~ ~~ ~ 'I1!l -..,' ~ ~ ~\i.J , 
@~ EST. 1.877 ~~.< 

~ S.A;N ~-~ CISCO ' 
3101-20th Street· 94110 . (415) 647-5132 
Mechanical and Electric-Pneumatic Actions 

Robert M. Turner 
Organbuilder 

13708-J Via del Palma 
Whittier, CA 90602 (213) 698-4550 

MIDMER LOSH, INC. 
ESTABLISHED 1860 

PIPE ORGAN BUILDERS 
35 Bethpage Road 
Hicksville, New York 11801 

Organ Leathers 

Quality Skins for Every Need 

COLKITMFG. CO. 
252 Fillmore Avenue 
Tonawanda. NY 14150 

Sample card sent 
(716) 692-7791 on request. 

I 

(516) 681-1220 

~ISSER·ROWLAND 
713/688·73"6 

2033 JOHANNA B 
HOUSTON 77055 

Member 
Internottonal Sriety of Organbuilders 

Associated Pipe Organ Builder. of 
America 

FINE ORGAN -LEATHERS SINCE ISOO 

BEVINGTOt;JS AND SONS of LONDON 
c:,b .. NECKINGER MILLS 

BROCHURES SENT Al,lBEY STREET 
ON R EQLJ EST BLR MON J)SEY 

. LON DON st I 2;\ \V 

7forriJ @rpORJ f!~rs 
7047 South Comstock Avenue, Whittier, (f 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- cFara e 
Artis s, nc. 

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

William Albright Guy Bovet David Craighead Gerre Hancock 

... 
Judith Hancock Clyde Holloway Peter Hurford Marilyn Keiser Susan Landale 

Joan Lippincott Marilyn Mason James Moeser Martin Neary Peter Planyavsky 

Available Season 1982-1983 

October - Martin Neary 

Simon Preston George Ritchie Daniel Roth Donald Sutherland November - Peter Hurford 

Frederick Swann Ladd Thomas John Weaver 

DUO RECITALS 

Phyllis Bryn-Julson, soprano - Donald Sutherland, organ 
Marianne Weaver, flute - John Weaver, organ 

Heinz Wunderlich 

Pierre 0' Archambeau, violin - Marilyn Mason, organ / Harpsichord 

March - Heinz Wunderlich 

April! early May - Simon Preston 
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