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EDITORIAL 

Historical Performance 
& American Organs 

O
VER A YEAR AGO, WE EDITORIALIZED in the subject of American 
organs and historical organs in America (36:1). The piece 
continues to draw response in the "Letters" columns. In 

consequence of that editorial and a subsequent guest editorial by 
Jonathan Ambrosino, which also elicited some comment, we sug­
gested a discussion of some sort on the several aspects of perform­
ing standard literature on early American organs in a historically 
and aesthetically appropriate manner. 

Your editor and managing editor considered devoting a whole 
issue to the topic and concluded that such was impracticable, given 
the varied interests in the Society's membership. Similarly; a series 
of articles in successive issues would in all probability prove 
awkward and cumbersome. And finally; a recorded symposium -
give-and-take discussion by a selected group - seemed similarly 
impracticable for logistical reasons (in context , we can scarcely 
resist contemplating the results, albeit tongue-in-cheek, of a histori­
cally "authentic" Classical symposium, with the flow of philosophi­
cal insights adequately inspired by the flow of wine). 

In any event, we have decided on a single or even double 
article-length format combining several short papers of about 500 
words each (two-pages of double-spaced typescript) on various 
aspects of the subject. These aspects might include, but are certainly 
not limited to, such things as registration, acoustics, considerations 
of tempo, repertoire, and so on. We would prefer to avoid, at least 
insofar as is possible, tangential issues such as contending 
philosophies of historical or contextual performance practice in 
general that are being aired quite adequately and even fulsomely 
in other journals. 

So in the parlance of the trade, we are calling for papers on the 
aspects of the subject by any who may wish to contribute, but 
especially those who are primarily or significantly interested in 
performing organ music and the problems of doing so in a contex­
tual manner on early American organs. We would also ask that 
those who wish to contribute let us know the aspect they intend to 
address and when we may expect their submission so as to help us 
plan the layout and scheduling of the issue. JKO

COVER: Charles F. Oumer of Quakertown, Pennsylvania, built 
this tracker-action organ circa 1905 for the Portland United 
Methodist Church in East Bangor, Penn., where its beautiful 
sounds are heard regularly. John Speller presents Oumer's life and 
work, including a partial list of his organs, beginning 011 page 20. 

Biggs Fellowship Deadline Approaches 
The deadline for application for E. Power Biggs Fellowships is 

January 31, 1994. These fellowships are awarded each year to assist 
individuals in attending the OHS National Convention, which will 
be held June 19-25, 1994, in the New Haven-Hartford area. 

The Fellowship is open to anyone who is genuinely interested in 
historic pipe organs, who has never attended an OHS convention, 
and who could not afford to do so without financial assistance. 

OHS members or non-members are invited to nominate them­
selves or others. Request applications from the chairman of the 
Biggs Fellowship Committee, Julie Stephens, 10 South Catherine 
St., La Grange, IL 60525. 

LETTERS 
Editor: 

I was heartened to read the first two paragraphs of your editorial 
in The Tracker (37:2). I would be very interested in a symposium 
on historical performance on early American organs, and I would 
imagine (and fervently hope) that there would be many others who 
share this interest. 

Regardless of the pontifications of those who would deprecate 
performance practice of any nature, I would submit the opinion that 
it is inexcusable for any truly modern musician to choose to remain 
ignorant of historical performance practice of any era. As musicians 
and performers, we are naught but the vehicle through which a 
composer communicates his or her ideas to the listener. As such, it 
is most important that we seek to understand and to re-create those 
ideas within the context, certainly; of our own musicianship. Once 
the intent and context of a composition is understood, we have the 
artistic license and necessity to adapt the composer's wishes to our 
own performing situations. But to begin with the premise that music 
is ours to do with as we please with no regard (or, worse, with a 
deliberate choice to have no regard) for the circumstances which 
surrounded its birth is to exploit the music simply for the purpose 
of gratifying the performer's ego. Such performances tend to be 
quite exciting, flashy; and shallow. In presupposing that perfor­
mance-practice renders music dull and pedantic, one only betrays 
one's own failure to have grappled in depth with a composer's 
works. One can truly understand, and thus interpret, the works of 
a composer only when one understands every aspect of the music 
and its intended performance itself. For example, it would be as 
wrong to ornament a movement of a Widor symphony as it would 
be not to ornament a slow movement of a Handel concerto. Yet, if 
one subscribes to the theory that performance practice is simply to 
be eschewed, ornamenting W idor is certainly within the realm of 
possibility - not to mention a whole galaxy of other permissible 
(and mind-boggling) barbarisms! To quote Stravinsky's Poetics of 
Music (Cambridge, Mass.: Harvard University Press, 1942, 1974): 
"The more art is controlled, limited, worked over, the more it is free" 
(p. 63). "The idea of interpretation implies the limitations imposed 
upon the performer or those which the performer imposes upon 
himself in his proper function, which is to transmit music to the 
listener" (p. 122). " ... One has the right to seek from the interpreter 
. .. a loving care - which does not mean, be it surreptitious or 
openly affirmed, a recomposition" (p. 124). 

I rest my case. 
Peter V. Picerno 
Memphis, Tennessee 

Editor: 

I welcome Thomas Spacht's commentary (37:1), and I'm glad to 
see that we agree on a principal point: imagination and interest 
must be reintroduced into organ playing. As in all such discussions, 
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it may be inevitable that we trace the same problem child to 
different parents. 

The performance approach of which I reminisce is one which the 
entire nineteenth and early twentieth centuries took for granted. If 
Mr. Spacht believes this approach to have been the foundation of 
our mid- and late-century's "cookie-cutter" playing, I confess that I 
had the scintillating performances of  Josef Hoffman, Sergei Rach­
maninoff, Alfred Cortot, and Arthur Rubinstein in mind. All were 

firmly grounded in a basically late-Romantic tradition, and each 
player offered breathtakingly original and different interpretation 
of the same corp of music. Possible counterparts in the American 
organ world might have been Lynnwood Farnam, Charles Courboin, 
and Palmer Christian. As I see it (and again Mr. Spacht may 
disagree), it was probably Lynnwood Farnam's students (the Ernest 
Whites and Carl Weinrichs) together with E. Power Biggs who were 
most responsible for the rise of a new aesthetic. Many factors guided 
this movement, but its motive force was anti-Romantic, and thus 
reactionary: more a reproachful shedding of old clothes that the 
weaving of new. 

Eventually, this approach resulted in extremes within extremes. 
It is curious that the two big names of period (Fox and Biggs) could 
offer us such highly different styles and, simultaneously, the best 
and worst examples in these styles. We can hear Fox being utterly 
tawdry on one record but grippingly dramatic on the next; we have 
the singular charm of Biggs' Handel and (some) Bach at certain 
times, while at others, his absurd "hot-stove" exaggerated articula­
tion is possibly the best example of what that period considered 
"authentic." 

As I reread my editorial, I find in it no discouragement of 
historical exploration, merely an assertion that such study has 
monopolized music-making, rather than becoming a tool in a 
musician's training and background. And when I wrote about 
unintended possibilities, I was thinking once more of Hoffman and 
his special propensity for creating new melodies from within the 
accompanimental fabric of familiar pieces. To listen to his Chopin 
is a revelation in the possibilities of rhythm, color, phrasing, and 
poise. He and others like him demonstrated how imagination might 
be regulated by training and taste - not the other way around. 
Thoroughly grounded in his style, Hoffman reached beyond the 
merely stylistic and created his own. 

Such musical substance is ultimately the language to which all 
great performance subscribes, in spite of stylistic differences. The 
potential danger, as I see it, with the performance practice aesthetic 
is that it too often puts style ahead of the music itself, and then 
displays its wares only for that audience who will appreciate the 
"rightness" of the effect. The exercise is sometimes a highly musical 
one, but too often it is not - again, the trappings of erudition. I 
certainly don't doubt the sincerity of the movement's practitioners, 
but I question whether we are really learning anything about 
music-malting which is actually resulting in more great music­
mal<ing. Our knowledge of music seems to have increased; our 
ability to make compelling music, on the other hand, has unques­
tionably declined. 

Perhaps in a similar mode of "reaching beyond," the greater 
lesson may be not to take stock in our opinions, but instead to seek 
and identify musical substance and to create performances which 
are authentic insofar as they sound the ring of truth. If recordings 
and documentation can be trusted, the twentieth-century organ has 
seen two performers who did this consistently: for the classical 
organ, it would appear to have been Lynnwood Farnam and for the 
theatre organ, it can only be George Wright. Perhaps my writing is 
motivated by a youthful impatience for their successors and a 
curiosity that no one has been able to produce magic on their scale. 

Jonathan Ambrosino 
Guilford, Conn. & Los Angeles 

Editor: 

As chairman of the 1993 OHS national convention in the Louis­
ville area, I would like to express my appreciation to everyone who 
participated in the convention. Hosting an OHS convention in 
Louisville was a dream come true for me, and it could not have been 
accomplished without the assistance of friends and colleagues who 
shared that dream. To my wonderful committee members, those 
who played excellent recitals, those who worked on organs nearly 



round the clock, and those who helped in great and small ways, I 
thank you from the bottom of my heart. 

I also express my gratitude to everyone who attended the 
convention. Numerous times throughout the week conventioneers 
commented to me that it must take a tremendous amount of work 
to host an OHS convention. This certainly is true, but seeing 
everyone enjoying the convention events made every minute of that 
work very worthwhile and I certainly would do it all over again. 

Finally, I have a favor to ask. Our Kentuckiana OHS Chapter is 
assembling a convention scrapbook. We all were so busy with 
convention details that there was little time to take pictures. We 
would certainly appreciate any photos that conventioneers might 
be willing to share with us. 

Our conventions to me are really "family reunions with organ 
recitals," and I look forward to seeing everyone in Connecticut next 
summer for what promises to be another memorable gathering of 
our OHS family. Thanks again to everyone for your support of OHS 
'93. 

Editor: 

Keith E Norrington 
629 Roseview Terrace 
New Albany, IN 47150 

Thank you for running the editorial regarding the need for the 
kind of education provided by OHS (36:4). Too often local chapters 
of the AGO have deans who do not have the educational back­
ground to provide the sort of education needed in the organ world 
today. As you pointed out in your editorial, this sometimes leads to 
some serious mistakes which take a long time to correct because 
the leaders are the only people willing to assume responsibility in 
the chapters. 

I feel that the way to correct this situation is for the leadership 
of the OHS to become highly visible in local AGO chapters and to 
assume leadership roles. W hen a problem arises as it did in the 
chapter you mentioned, attend your local AGO board meetings and 
local annual meetings. If this does not happen, the electronic 
salesmen may be at our doors and church board meetings in 
numbers not seen before. 

James Moore 
Worcester, Mass. 

OBITUARIES 

William F. Brame, 68, died July 29, 1993, at his home in 
Kinston, North Carolina, after a long battle with heart problems. A 
native of Alabama, he began working in the organ business around 
1939 and continued until his death, having served as Sales Manager 
of the pipe organ department at Estey Organ Co. and later as a sales 
representative for Aeolian-Skinner, Petty-Madden, Austin, and 
Goulding & Wood. Brame also directed the music at a number of 
churches as organist and choirmaster, among them St. Mary's 
Episcopal Church, Kinston, where he served for 25 years. He was 
an active member of OHS and served on the advisory board of the 
Friends of the Wanamaker Organ. He is survived by his wife, Mary 
Hunter Hackney Brame, and four sons, six grandchildren, and two 
brothers. 

Brian F. Thomas of New Orleans, Louisiana, died May 23, 
1993, at age 39. A member of OHS and the New Orleans Chapter, 
Thomas served on the 1989 Convention Committee. An active 
preservationist, he was a board member of the Preservation 
Resource Center of New Orleans and was employed by the Vieux 
Carre Commission. His wife, Barbara Phillips Thomas, and son, 
Matthew, survive him. 

William E. Waters, 66, died suddenly June 28, 1993, in 
Hendersonville, North Carolina. On the faculty of Eckerd College, 
St. Petersburg, Florida, since 1962, he was widely known for his 
choral work with the Eckerd College Choir. He had also worked in 
the choral program at Duke University and with the outdoor 
pageant '/'he Common Glory in Williamsburg, Virginia. Born in 
Roanoke Rapids, N. C., he served many churches in North Carolina 
and St. Petersburg, finishing in 1992 with 14 years service as 
organist/choirmaster at Trinity Lutheran Church, St. Petersburg. In 
addition to his wife Yvonne, Waters is survived by a brother, son, 
daughter, and three grandchildren. 
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CLASSIFIED ADVERTISING 

FOR SALE: BACK ISSUES of The Tracker Must Go: Because of space 
limitations, I am selling back issues including Volumes 27 through 35 
complete and a number of individual issues from 1979 to 1983. Available 
individually or as a set. For information write J. Shaum, 714 Cedarcroft Rd., 
Baltimore, MD 21212. 

INEXPENSIVE MUSIC LIBRARY SOFTWARE PROGRAMS for organ and 
church choral music. IBM and Macintosh computers. Contact: Software 
Sharing Ministries, 2020 North Fremont St., Tacoma, WA 98406 206-756-
7980 

FOR SALE: 300 pipe organs, mostly old, varying sizes, condition; mechani­
cal and electric action. Send $6.00 in stamps for lists. Alan Lautman, 
Executive Director, Organ Clearing House, P. 0. Box 104, Harrisville, New 
Hampshire 03450-0104. 

FOR SALE: One exquisite pipe organ. 1886 Charles F. Durner 2m tracker, 
professionally disassembled and stored in 1978. See page 28 for 
photograph. Contact Columbia Organ Works, 1-800-423-7003. 
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REVIEWS: Recordings 
Jennifer Bate, From Stanley to Wesley, 18th-century organ 
music played on period instruments at Adlington Hall, The 
Dolmetsch Collection, St. Michael's Mount, Kenwood House, 
Killerton House, Everingham Chapel. 6 CDs on the Unicorn­
Kanchana label, DKP 9096, 9099, 9101, 9104, 9105, and 9106. 
Available from OHS, $17.98 per CD +$1.85 p&h 

These CDs are possibly the finest recordings of eighteenth-cen­
tury English organs and organ music ever issued. Ms. Bate makes 
use of six historic organs, each of which appears on each CD. The 
instruments featured are a very representative and carefully chosen 
selection of late seventeenth through early nineteenth-century 
English organs. The original organbuilders and the recording en­
gineer deserve high praise for the excellent recorded sound and in 
spite of the instruments being in relatively small, acoustically dry 
rooms. 

The important late seventeenth-century Adlington instrument, 
possibly the work of "Father" Smith, has a delightful, piquant, sweet 
sound. Many claims are made about organs supposed to have been 
played by Handel, but this instrument is one of very few where this 
claim can be substantiated. 

The 1764 Snetzler bureau organ from the Dolmetsch Collection 
is the smallest of the instruments featured. Despite its diminutive 
size it gives a very fine account of itself. 

St. Michael's Mount is a romantic medieval castle situated on an 
island a mile off the coast of Cornwall. The organ is the work of 
John Avery, a colorful eighteenth-century English organbuilder who 
spent much of his career behind bars of one kind or another. He 
died in the Marshalsea, the London debtors' prison. Avery was 
notorious for the practice of"borrowing" ranks - taking pipes from 
his earlier organs to complete later instruments. His surviving work 
is, however, extremely fine, as represented by the St. Michael's 
Mount organ of 1786. The situation of this organ in a fortress 
entirely surrounded by ocean probably helped to protect it from 
marauding pipe borrowers. It features lovely rich diapasons and a 
brilliant silvery chorus. 

The Kenwood Hall instrument is to me the least satisfying of the 
six, largely because its condition detracts somewhat from my en­
joyment of the recordings. A number of sagging languids are 
apparent, particularly in Band 1 of Disc 1 and Band 4 of Disc 6. It 
may even be that the wind pressure has been set a little on the high 
side. The tuning of this instrument also seems a little off in places, 
especially in Band 12 of Disc 4 and Band 18 of Disc 6. This is hardly 
to be attributed to the unequal temperament, since A minor and C 
minor are not particularly remote keys. George Pike England was, 
nevertheless, one of the finest organbuilders of the period, and it is 
good that his work is represented here. 

Killert.on Hall is in Broadclyst, a picturesque Devon village 
situated on the main road between Taunton and Exeter. In the 
nineteenth century the house was owned by Sir Thomas and Lady 
Lydia Acland (not Ackland as _the name is incorrectly given in the 
booklet.) Lydia Acland was one of Samuel Sebastian Wesley's organ 
pupils, and he dedicated to her two sets of Three Pieces for a Chamber 
Organ (1838). The pleasant William Gray organ of 1807 at Killerton 
Hall was doubtless the chamber organ Wesley had in mind in his 
title, and Ms. Bate suggests that Wesley and Lady Ackland may have 
played duets on it. Like the Avery instrument it was fine, rich 
diapasons. 

The organ of 1839 in the Everingham Chapel in Yorkshire was 
built by Charles Allen, a little-known organ builder from what is now 
the red light district of London, Soho. The instrument was recently 
restored by N. P. Mander Ltd. and has not until now received the 
attention which it deserves. For its size and date it is quite extraor­
dinarily fine, and the trumpet can only be described as stupendous. 
It must be heard to be believed! 

The English composers represented are John Reading, John 
Stanley; George Frideric Handel, Thomas Roseingrave (Rose-in­
grave), John Travers, William Walond (pronounced Wollond, not 
Wayland), Samuel Long, James Nares, William Russell, Samuel 
Wesley; Maurice Greene (Morris, not More-recs), William Croft, 
Charles Burney; John Keeble, Thomas Sanders Dupuis, William 
Boyce, Henry Heron, Samuel Stubley; and James Hook (James 
Hook, incidentally; was the father of Dr. Walter Farquhar Hook, an 



English cleric who wrote 
an early history of the 
Episcopal Church of the 
United States. He was 
Vicar of Leeds when S. S. 
Wesley was organist there 
from 1842 to 1849 and 
was a pioneer in the intro­
duction of full choral ser­
vices in parish churches.) 
The choices of music by all 
these composers are excel­
lent. Stanley, for example 
is represented by twenty 
two of the thirty volun­
taries in Op. 5, 6, and 7. 
The selection includes all 
of the interesting volun­
taries and none of the 
boring ones! 

ca. 1790 Geo. Pike England organ, Kenwood The problem with 
much of the eighteenth­

century English repertoire as it is commonly played is inherent in 
the nature of the music, much of which was written for organ or 
harpsichord. Many players do not seem to be able to tell which of 
the two instruments they are playing. This is not a new problem. 
John Snetzler, on hearing Dr. Robert Wainwright play at Halifax in 
the 1760s ran round the church screaming, "Te tevil, te tevil, he run 
over te key like one cat, he vii not give my piphes room for to 
shpeak!" Mr. Snetzler would not, I think, have had any complaints 
about Ms. Bate's playing of his little bureau organ in these record­
ings, or indeed, about her performances on any of the other 
instruments. Among recordings of eighteenth-century English 
organ music I think the only ones which bear comparison with Ms. 
Bate's are those made by the late David Lepine of Coventry 
Cathedral in the 1960s. Several recordings have been made, for 
example, of Stanley's Op. 5, No. 8, but Ms. Bate's is the first I have 
ever heard which is both brilliant and elegant. She pays careful 
attention to phrasing and her playing throughout is animated and 
thoughtful. 

Jennifer Bate is also to be congratulated for her excellent notes 
in the booklets which accompany each of the six CDs. She has taken 
the trouble to write a different piece about each composer in each 
booklet (although this does have the slight disadvantage that to 
extract all the information on, say, John Stanley, one has to read all 
six leaflets!) Stoplists and historical details are given for all six 
organs in each leaflet . One minor criticism I have of the publishers 
is that there is no "play list" on the CDs, so one has to take out the 
leaflet and delve into it every time one wishes to find what is on 
each track. 

I commend this most worthy series of CDs to one and all. ls it 
too much to hope that Jennifer Bate will make further recordings 
of the same type? John L. Speller, St. Louis, Missouri 

Three recordings from Liverpool Cathedral are reviewed here by 
Jonathan Ambrosino. 

Organ Recital, Ian Tracey at the Organ of Liverpool Cathedral. 
G.F. Handel: Alla Danza from Water Music; J.H. Fiocco (arr. 
Tracey): Andante, Allegro; J.S. Bach: Toccata and Fugue in d; 
Badinerie from Suite No. 2 in b; H. Purcell: Two Trumpet Tunes 
and Air; M.E. Bossi: Scherzo in g; W. Walton: Crown Imperial; 
N. Cocker: Tuba Tune; G. Thalben-Ball: Elegy; M. Reger; Intro­
duction and Passacaglia in d; H. Mulet: Noel and Toccata from 
Byzantine Sketches; P. Yon: Toccatina for the Flutes from
L'organo primitivo; Widor: Toccata from Symphonie V. EMI, 
Classics for Pleasure CD-CFP 4558. 

Liverpool Encores, Ian Tracey plays transcriptions on the Willis 
Organ of Liverpool Cathedral. Tielman Susato: Mohrentanz; 
Tomaso Albinoni: Adagio in g; Antonio Soler: Minuet (6th 
Concerto for 2 organs); J. S. Bach: Bist du bei mir and Sinfonia 
from Cantata 29; William Boyce: Gavotte from Fifth Symphony; 
Jeremiah Clarke: Trumpet Voluntary; Haydn: Three pieces for 
musical clocks; W.A. Mozart: Fantasia in F (K608); Faure: 
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Pavane; Saint-Saens: Danse Macabre; Henry Wood: Fantasia 
on British Sea Songs; Edward Elgar: Pomp & Circumstance 
March No. 1; C.H.H. Parry: Jerusalem. All arrangements Ian 
Tracey, except Saint-Saens and Clarke, which are Harry Goss­
Custard (first organist of Liverpool Cathedral). Mirabilis 
Records MRCD 901, available from OHS, $14.98 + $1.85 p&h. 

Pipe Organ Spectacular, The Great Organ of Liverpool 
Cathedral, Noel Rawsthorne, organist. Liszt: Fantasy on 8-A­
C-H; Max Reger: Benedictus and Toccata in D Minor; Julius 
Reubke: Sonata on the 94th Psalm; Cesar Franck: Choral in a; 
Final, Op. 21. Klavier Records International KCD 11036, avail­
able from OHS, $17.98 + $1.85 p&h. 

Ever since the OHS publication of The American Classic Organ, 
A History in Letters, Americans have been sampling the pungent 
prose of Henry Willis III, grandson of England's famous Father 
Willis. The book portrays Willis III as highly knowledgeable and 
fearlessly opinionated, unquestionably conceited yet keenly percep­
tive. But the English organ community never seems to have taken 
him very seriously. While Willis was busy cultivating an internation­
al image as English organbuilding's leading light, the lion's share 
of new English organ contracts ended up in other builders' order 
books. 

Willis's persona could not have helped his sales much. His 
writings brim with the self-importance that only "Willis" methods 
were best. Many recount his colorful habit of attending recitals 
(particularly the inaugurals of other builders' instruments) and 
leaving in disgust after the first selection (some say during it). 
Tonally, Willis was at fundamental odds with his contemporaries. 
Though the Symphonic anti-ensemble tendencies enjoyed their real 
heyday in America, England did not remain immune, and from the 
1890s onward her organbuilding experienced a considerable trans­
formation. Many musicians grew fond of the ultra-romantic en­
semble developed by Arthur Harrison, which featured leather­
lipped First Diapasons, smooth Trombas and a generally dark 
sound. Willis was just as interested in heroic organbuilding but of 
a wholly different tonal aesthetic. He was determined to prove that 
a truly big and bold mixture-topped ensemble could be more heroic 
than anything. 

Since Willis campaigned for a more classically inspired ensemble 
at a time when it wasn't popular, he is sometimes considered a 
"Classicist." In reality, Willis was probably trying to ignore the 
post-1890s tendencies of English organbuilding rather than an­
ticipate any Classical revival. Instead, he seemed intent on carrying 
English developments of the 1860s and '?Os to what he perceived 
to be their logical ends - an ensemble-oriented modern organ. His 
fluework shows a tendency to take Schulze's all-out bold voicing 
(occasionally with wide mouths), incorporate them into a Willis 
scaling system with Willis-style tierce mixtures, and produce a 
forthright chorus. His reeds sought to merge the refinement of 
Father Willis's later examples with some of their earlier fire. Married 
to color mutations, imitative stops and other novel soft flues, plus 
electropneumatic action, modern consoles and eventually Skinner's 
pitman chest (in an unfortunately modified design), the Willis III 
organ took shape. 

However, it did not take shape very often. Willis might not be 
taken seriously at all if it were not for two monumental instruments 
at Westminster (London) and Liverpool cathedrals. Westminster 
was built in stages from 1922 to 1932, based on a scheme originally 
proposed by T. C. Lewis and later influenced by Marcel Dupre. 
Liverpool's specification was drawn up in 1911 and modified some­
what after World War I. Much of the organ was constructed prior 
to World War I, stored, and eventually installed from 1924 to 1926. 
The Swell, Choir and enclosed Pedal departments reside on the 
North side, completed in September 1924; the Great, Solo, Bom­
barde and remainder of the Pedal reside on the South side, installed 
in 1926. (Several sources cite G. Donald Harrison as the man who 
supervised the installation work.) But for all ofWillis's efforts, these 
two instruments seem to have influenced foreigners far more than 
English peers. Builders such as J. W Walker and Harrison & Har­
rison carried on contentedly in their house styles until after World 
War II, by which time Willis Ill's influence had waned entirely in 
favor of truer neo-Classical aspirations. 

More than anything, the Liverpool organ is an ensemble instru­
ment. The design permits small _

choruses within the larger depart-



ments, so that a miniature but complete minor full organ might be 
drawn for lesser occasions. The organ also develops tonal families 
to a high degree of completeness. If you see a given 8' stop, there 
is likely a 16' and 4' to go with it, as in the case of the Swell Geigens, 
Salicionals and Lieblich Gedeckts; Choir Violas; and Solo Violes and 
Hohl Flutes. (This may have been a pointed response to the Hope­
Jones theory of unification.) After the Choir, Swell and Great are 
all drawn, the Solo has a family of keen Trombas (in fact, broad 
Trumpets with plenty of edge) and the Bombarde organ features 
beautiful ringing Tubas at 16', 8' and 4' plus a ten-rank Grand 
Chorus . While the full Swell or Great alone is substantial, even 
devastating, no single division will really fill the room by itself. Start 
coupling them together, and watch the building's acoustic begin to 
stir. Fully drawn with the three 32' flues and two 32' reeds in stereo 
(one on each side), there are few ensembles to match it. While 
perhaps not the loudest, Liverpool is one of the largest and grandest 
ensembles, and the clarity with which it permeates this huge 
building is a remarkable achievement. 

The organ has known just three masters. Harry Goss-Custard 
reigned from 1924 to 1955, succeeded by his pupil Noel 
Rawsthorne, who served his twenty-five years before being fol­
lowed by his pupil Ian Tracey in 1980. (Two years later, Tracey was 
also appointed Master of the Choristers.) Each player has certainly 
known how to cope with a big sound in a big room. Goss-Custard's 
playing, well-preserved on 78s, brims with majesty and drama, as 
in his "Funeral March" from Chopin's Second Piano Sonata. And, 
as discussed later, Rawsthorne has no difficulty cutting the room to 
size. Ian Tracey's playing is unmistakably his own. Its hallmarks are 
relentless energy, crispness, and a reliance upon rhythmic rather 
than dynamic methods of phrasing. Tracey uses extremely precise 
articulation and a mostly staccato touch, probably since the prin­
ciple of "duration equals intensity" is exponentially magnified in a 
room this size. As with the best theatre organ players, one's impres­
sion is that each note is struck, held and released with perfect 
unanimity and for precisely the duration intended. When Tracey 
sinks into a chord, and the tone finally has a chance to stir the huge 
acoustic, there is no escaping the visceral punch. In this way, Tracey 
holds the organ's (and building's) power in reserve, while overcom­
ing difficulties of clarity and projection. As a colorist, Tracey will 
explore the whole organ in characteristic pieces, but his definitions 
of the chorus can be limited in louder works. Tracey's playing of 
transcriptions treats the orchestral score as organ music, rather than 
striving to reproduce its orchestral nuance and sonority. In this way, 
Tracey follows a tradition more W. T. Best than Edwin H. Lemare 
and carries it off in fine style. 

Both Organ Recital and Liverpool Encores are a layman's show­
case of organ and literature. Organ Recital is a straightforward 
collection of favorite organ music and transcriptions, and a fine 
introduction to Tracey's exuberant playing. The Handel, Purcell and 
Cocker all display spirited, clean-cut performances in which a good 
chorus accompanies the Tuba Magna, later building to nearly full 
organ and a rousing close. "Crown Imperial" receives similar treat­
ment, relieved by foundations in the middle sections. Tracey's 
Widor is stately and regular; once again, his precise attention to 
left-hand articulation propels the piece without actually accelerat­
ing it. The Fiacco "Allegro," the "Badinerie ," Purcell '�r," and the 
Yon feature various flute possibilities, both singly and in combina­
tion. (Be warned: the Solo 2' Piccolo is actually a l', which will 
explain much right-channel activity.) Tracey's Bach is colorful, clear 
and dramatic, and in the "Badinerie," he displays a real talent for 
phrasing with his feet. In the Mulet Noel, he uses his own registra­
tions, not Mulet's; combined with a leisurely tempo, the piece 
becomes more a gentle lullaby than a verset. The Tu cs pctra is 
similar to the Widor performance, where Tracey's left-hand 
precision keeps the piece especially focused. 

There is something straightforward about the above performan­
ces. The more interesting music-making happens in the Bossi, 
Thalben-Ball, Mulet, and Reger. The Bossi "Scherzo" presents con­
tinually repeated phrases on quieter flutes, reeds and foundations; 
the alternations grow to a large climax and then recede, whence 
the cycle repeats. Small episodes take place, alternating Clarinet 
with flute combinations, or chunky chords on the minor Swell 
reeds, or the 16 and 8 Choir Clarinets. These build-ups relieve the 
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otherwise massive chorus combinations; one can hear the ensemble 
without the heroic Grand Chorus mixture, which Tracey otherwise 
regularly draws to the Great. The Thalben-Ball again highlights the 
foundations, clearly displaying the unusual edge which the double­
languid Great First brings to the diapasons. Eventually full Swell is 
added, and Tracey builds to a powerful climax, reducing back to 
almost nothing. Following Sir George's request for a "warm en­
ding," the final chord is given on the exquisite Choir Melodia and 
Unda Maris with soft 32'. 

The Reger seems especially at home on this organ, a piece that 
keeps demanding more, and from an organ which has no trouble 
supplying it. After a huge introduction, Tracey begins the Pas­
sacaglia on a soft pedal with 32' Violone and quiet string-and-flute 

the two final chords. If this sounds typically English, the effect is

red-blooded and wonderfully effective. 
Tracey's most sensitive playing comes in the Faure. The arpeg­

giated accompaniment is taken on a limpid open flute and con­
tinues to offer a complete tour of the organ's solo reeds. Tracey 
chooses the right sound for the right phrase and treats us to some 
appropriately haunting moments on the French Horn and a mourn­
ful dialogue on two clarinets at the conclusion. Americans who are 
accustomed to the Lemare arrangement of Danse macabre will be 
surprised at Harry Goss-Custard's version. Where Lemare's arran­
gement is ominous and explicit, Goss-Custard's is downright scary 
though somewhat simplified, to which Tracey adds his own excite­
ment by precise and sometimes thundering pedal. Goss-Custard's 
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arrangement doesn't fare well 
under scrutiny, however. There 
are several large departures 
from the orchestral score, in­
cluding much re-harmoniza­
tion and the replacement of cer­
tain scales with trills. It is more � 

0 
� a re-arrangement than a 

:.--i:��� � transcription, but Tracey and 
� ,, the organ make it quite effec-
� tive. His doubling of the tempo 
� at the climax certainly helps. 
i Of the two discs, Liverpool
� Encores has the edge, both for 
g sound, variety and general en­
; joyment. The Susato alone is 
� worth having when friends stop 
� over  and you want to 
� demonstrate the new speakers, 
� while the headphone listener is 
2 more likely to find this disk a 

durable exercise on the ears. 
With good headgear, the ex­
perience is an admirable sub­
stitute for plane fare. 

combination, changing at each 
variation to flutes, then founda­
tions against mixtures in the 
toccata variation, and eventual­
ly building through the various 
reed choruses to a heraldic 
close. With its variety of moods 
and colors, this performance is 
especially satisfying. The prin­
cipal criticism of Organ Recital
is its close-miked sound, which 
prevents the listener from hear­
ing the organ's real color and 
the acoustic's true drama. In­
stead of hearing sound interact 
with room, we hear cause and 
effect. The dry, one-dimen­
sional result begs for a wider 
variety of ensemble sounds, in 
that all the mixtures tend to 
sound the same. Liverpool En­
cores addresses these issues 
handsomely. It offers a more in­
teresting variety of repertoire 
(this time entirely transcrip­
tions), a more stimulating use 
of the organ, and a superb and Hrn,y Willis, left, a11d G. Do11ald Harri.1011 

Although billed as Pipe
Organ Spectacular, Noel 

realistic recorded sound. Mirabilis's recording engineer David Wyld 
has created his label specifically to produce recordings which create 
an on-location effect. As he notes in the jacket, "Liverpool Cathedral 
is one of the largest enclosed spaces in the world, and this amazing 
acoustic produces 'washes' of sound that are often overwhelming 
and moving. Mirabilis has simply recorded the sound on a 'what­
you-hear-is-what-you-get, warts and all' basis." 

As with Organ Recital, Encores has its share of trumpet tunes. 
The Susato is the best, an overwhelming introduction to organ and 
room. Those early-music buffs weary of sakbutts and krummhorns 
may welcome nearly full organ in dialogue against Tuba Magna 
here. The Soler features fanfares on other reeds; either the Solo 
Trombas or Bombarde Tubas, they are much more beautiful than 
the sometimes-coarse Tuba Magna. The Boyce and Haydn display 
more sprightly flutes, as well as an occasional episode on the 
characteristic lieblich flute tone. Like Vaughan-Williams' folk-song 
collections, Wood's "Fantasia on British Sea Songs" is a medley of 
nautical tunes; Tracey uses the piece to display the organ's many 
solo voices and his most orchestrally oriented performance. Transi­
tions are nicely handled and a multitude of solo voices are drawn, 
heightened by gusts of wind and rain (the piece was recorded 
during a terrific downpour), quite in keeping with the 19th­
century's fetish for storm effects. 

Elements aside, this disc's most interesting selections are the 
Mozart, Faure and the Goss-Custard arrangement of Danse macabre.
The Mozart is given a free and energetic treatment in the outward 
sections, while the middle part is nicely (if rapidly) wrought with 
dialogues around the instrument. Tracey's ability to sink into chords 
is beautifully demonstrated here, aided by the realization of inner 
voices. In the Andante, he brings out certain left-hand melodies with 
a Clarinet (it is hard to know which; there are four), and lets the 
section breathe with several contrasting flutes. The final fugue 
eventually builds to full organ, with the Tuba chorus thrown in for 
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Rawsthorne's recording has little glitz or puff, instead a mature 
sampling of staple romantic repertoire. Though a less energetic 
player than Tracey, Rawsthorne is no less dramatic and often more 
subtle, through a wide range of touches and a tastefully generous 
rubato which never avoids the tortured extremes of so many 
precious young American players. He also seems to enjoy displaying 
numerous permutations of the organ's ensemble. Where Tracey 
seems to use certain basic ensemble combinations, Rawsthorne 
constantly makes the current large chorus sound subtly unlike the 
previous one. If there is one drawback, it is cautious tempi. Some 
restraint is often welcome in these oft-rushed pieces, but the music 
occasionally demands more speed than Rawsthorne seems willing 
to give it. 

The Liszt B-A-C-H is the most prone to this syndrome, not helped 
by the piece's tendency to sound like a series of vignettes. Hearing 
Rawsthorne play Reger, however, may explain where Tracey learned 
to do it so well. Rawsthorne's Benedictus unfolds like a tender, 
supple choral piece. He makes real sense of Reger's surprise 
modulations, and as the piece builds, he opens the organ shame­
lessly but always with purpose and in stride. The Toccata displays 
a constant variety of touch and registration. Rawsthorne makes 
glorious build-ups, while always letting the room provide its share 
of the drama. Because he starts small, the large combinations sound 
enormous, and when it seems that all has been drawn, he couples 
in the rest. It may be the disc's finest selection. 

Reger is an apt introduction to the Reubke, another piece which 
can easily become an unrelated series of events. Rawsthorne is on 
his best ground here, infusing his Reger's sense of ordered architec­
ture with equal drama and real imagination. For example, many 
players begin the fugue at a moderate tempo and gradually ac­
celerate as the piece builds. Rawsthorne follows suit, but expands 
on the concept by introducing large ritards at key points, from 
which he resumes at an even fast:r pace than before. This approach 



lends real shape to the fugue, while maldng its length more digest­

ible. Rawsthorne is careful to articulate the piece's many left-hand 
broken octaves, and his transitions have a particular rhythmic 
sensibility which also helps to bind the piece together. Occasionally, 
there is an overly relaxed page or a ritard which hinders the forward 
direction of the music. Sometimes, the result is an actual hesitation, 
perhaps spoiling a dramatic effect it was intended to create. At other 
times, however, Rawsthorne will surprise us with a thrilling surge 
forward. 

Rawsthorne's registrational imagination intensifies the piece's 
more delicate moments. From the delicious opening line on the 16 
and 8 Choir Clarinets, Rawsthorne haunts us with the organ's eerier 
colors. The middle section features dialogues between clarinet and 
trumpet solos, as well as cameo appearances by the French horn. 
Where Reubke indicates Harmonica, Rawsthorne does not limit 
himself to one registration, but offers us various flute colors, and 
eventually the French Horn - highly suitable for the last such 
phrase. 

Rawsthorne's Franck is somewhat conservative. His registra­
tions are the originals modified. For example, the opening en­
sembles of the a minor Choral include mixtures , while the choral 
sections are played on flues only with no trumpet. While solid, these 
performances lack the creativity and spontaneity of the Reger and 
Reubke. Part of the difference lies in dynamic phrasing. Where 
Rawsthorne lends dynamic interest through registrational changes 
in the German pieces, the Franck offers less opportunity. 
Rawsthorne phrases so beautifully with the box that one wishes he 
did it more often. 

This disc is well worth having: for the durability of its perfor­
mances, the insightful Reger and Reubke, and the fine recorded 
sound. While not as atmospheric as the Mirabilis recording, the 
effect is entirely plausible and the organ sounds magnificent. A 
tribute to both of these players is their mastery of the Infinite Speed 
and Gradation Swell engines, far from the normal sort of expression 
device. Developed in 1933 by Aubrey Thompson-Allen (later 

Curator of Organs at Yale University), these complex swell motors 
were designed to permit an infinitely slow box opening, while also 
allowing for instantaneous open and shut for accents. An unusual 
swell pedal controls these motors. The pedal rests in a half-way 
open position, spring-loaded in either direction. Pressing the pedal 
open causes the box to open, at a speed relative to how far the pedal 
is depressed. Press the pedal a little way and the motor will operate 
at its slowest speed; pressing the pedal entirely will snap the box 
open. A gauge indicates the shade position. As can be imagined, 
these boxes require a great deal of practice for good phrasing. 

Two final thoughts on Willis III. First, our three largest 

Cathedrals - New York's St. John the Divine , Washington's Nation­
al and San Francisco's Grace all received Sldnner or Aeolian-Sldnner 

organs. As each Cathedral has been finished, each organ has been 
found to be inadequate and has received considerable rebuilding 
and enlargement. While the Liverpool organ has had minor 
modifications, such as the remodeling of the original unenclosed 
Choir into a Positif and minor alterations and exchanges, the full 
ensemble remains essentially intact. Several reports indicate that it 
was deafening in 1926 (when only about a third of the Cathedral 
was built); now that the building is complete, Willis appears to have 
been right all along. 

Second, consider Willis's letter to G. Donald Harrison after Willis 
spent three weeks in America during September, 1952. In three 
quick pages, Willis summarizes Harrison's career, succinctly iden­

tifying the successes and failures, and pointing to dangerous and 
unmusical tendencies in Harrison's latest work. It is not merely a 

demonstration of Willis's remarkable ability to absorb the whole 
style after exposure to merely a few examples. Forty years later, 
Willis's assessment is still candid, entirely accurate, and a viewpoint 
many Harrison scholars have come to adopt. Perhaps because we 

cannot look past Willis's III pomposity; we might be overlooking his 
best lessons. Jonothan Ambrosino, Los Angeles 

The Echo of E. M. Skinner's op. 645 of 1927 speaks to this view of the nave floor at Ep­
worth-Euclid United Methodist Church, Cleveland. The Echo has recemly been restored. 

ORGAN UPDATE 

C
LEVELAND ORGANBUILDER Carl Emerson has recently restored the Echo 
division of the 1927 E. M. Skinner op. 645 at Epworth-Euclid United 
Methodist Church in Cleveland's University Circle, according to OHS 

member .Joe Homing. Located ten stories above the nave floor, the Echo 
speaks into an ocatagonal dome and consists of chimes and five 8' voices: 
Rohrflute, Vox Angelica 11, Unda Maris 11, Vox Humana ,md Orchestral Oboe 
which were raised in pitch to match the substantial rebuild to 4-73 by 
Holtkamp in 1953-54 as op. 1669, reusing 29 Skinner ranks. There had been 
no Echoes since the division w;cis damaged by water in the 1980s. 

No organs are known to have suffered 
damage duling the midwestern tloods 
during the summer of '93. Several organ 
service firms report thc1t no dnmc1ge or 
loss had come to their attention. How­
ever, water came to the steps of the 
workshop of the Levsen Organ Co. in 
Buffalo, IA. 

Bozeman-Gibson & Co. op. 24 of 
1984, a 2m Silbermann-style tracke1· built 
for the State University of New York al 
Stony Brook, was badly damaged in 
f.ebruary when a water main burst and 
flooded the hall where the organ was 
situated. The organ was moved to storage 
in New Hampshire where it will be al­
lowed ro dry for a year before restoration 
begins. 

An early William Schuelke tracker of 
9 manual rc111ks nnd Lwo pedal ranks is 
being restored by Ronald Wahl of Ap­
pleton, w1, for First Presbyterian Church 
of Wanakee, w1, with completion m1-

ticipated in December, 1993. The organ 
was formerly located at St. Michael's Epis­
copal Church) Arlington) TX, where jr was 
moved ca. 1981 by parties unknown. The 
organ was previously located at Sp1'ing 
Brink Monastery\ Oconomowoc, wr. Per­

haps built with a windchest intended for 
another organ., the manual chest has 
eleven sliders, two of which never had 
pipes. 

A derelict J. H. & C. S. Odell 2111 
tracker has been locrc1ted at St. Perer's 
Episcopal Church in Key Wesr, FL, by 
Thurlow Weed, chimes master and 
secretary ar St. Paul's Episcopal Church in 
Key West and fonner organbuilder with 
Guzowski & Steppe of Fort Lauderdale. 
The instrument is located in rhe gallery of 
the financially berefr St- Peter's, whe1e it 
was installed second hcrnd GI. 1946 rn 
replace a reed organ. Mr. Weed found 
legends on rhe oboe skyracks and t1 acker 
guides identifying the instrument as 
having been built in 1891 for St. Agnes 
Morning Chapel in New York. Members 
of St. Peter's predominantly 13lack parish 
regret rhm n former rector sold mosr of 
the pipes some years ago without their 
knowledge. As a volunteer, Mr. Weed is 
cleaning the orgrn1 and hc1s ordered new 
tracker stock to replace wire and nylon 
string, and hc1s secured rhe dona I ion of 
leather for i1s bellows from Columbia 
Organ Lecrhers. I-le seeks further dona-

Odell, Key West, before repai1·s began 

tions of funds and materials to make Lhe 
instrument playable at St. Peter's Organ 
Fund, 800 Center St., Key West, FL 33040, 
The original, "classic revival" specifica­
tion: 

GREAT 58 notes 
8' Open Diapason 
8' Melodia 
8' Dulciana 
4' Principal 
4' Hohl flote 
2' Fifleenth 
Swell to Cireat 
SWELL 

�: �.fifci�i�
1

r
1son 

8' Stopped Diapason 
4' Principal 
11 Mixture 
8' Oboe 
Tremulant 
PEDAL 27 notes 

16' Bourdon 
8' □asflote 
Great ro Pedal 
Swell to Pedal 

The 1902 Miiller op. 396 tracker 2-10 
at Sr. Paul's United Church of Christ in 
Woodsfield, OH, was refurbished for 
Christmas, 1991, by the 1-Iumpe Organ 
Co. of llichmondi OH. Because the original 
reservoit' hr1d c1lready been removed, a 
second regulator wc1s added to help sla­
bilize the wind, mid a modern blower was 
installed. The action was refurbished, the 
manual mid pedal keys were re-covered, 
and the Swell Salicional was extended in 
the bass. 

An Organ Clearing House project 
replflces an electronic at SS. Peter & Paul 
Roman Cntholic Church in Norwich, er. 
Jeremy Cooper and llichard Harnar are 
rebuilding and enlarging a 1903 Jesse 
Woodben-y & Co. 2-9 tracker, op. 220, 
removed frnm the Masonic Hall in Lin-
sing burgh, NY, near Troy. 
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ca. 1830 orga11, de-accessioned &for sale 

The Ford Museum in Dearborn, M11 

has de-c1ccessioned a handsome chr1mber 
organ built ca. 1830 by an unknown 
American artisan} probably in upstate 
New York. Now owned by organbuilder 
Susan Tattershall of Rhinebeck, NY, the 
organ is for sale completely restored for 
$18,500. The case of cherry features four 
black chinoiserie columns in the base and 
gold leaf on the cornice. The three stops 
are Open Diapason 8', Stopped Diapnson 
8', and Principal 4'. 

In the March-April 1993 issue of the 
Auto Club Magazine published by AAA of 
Reading and Berks Counties, PA, a full 
page with photographs is devoted to the 
centennial celebration conducted during 
September, 1992, at Frieden's Union 
Church in Shartlesville, PA, for its 1891 
Thomas Dieffenbnch org,m. The c1rticle 
relates that the organ was "retired" in 
1960 in favor of an electronic subsrirure, 
another one of which is in unfortunate 
use. Nonetheless describing the ,·ea]
organ as "mc1gnificent/' rhe congregrition 
lavished $500 on it for repairs and tuning. 

18') 1 Diejfc11bach, Shartlestow11, l'A 

Lost on October 20, 1991, during the 
firestorm that consumed more than 3,000 
homes in the hills around Oakland, CA, 

were some 6,750 organ recordings on CD, 
LP, and tape in Lhe collection of OHS 
member Edward Lawson who had per­
sonally catalogued them, including more 
than 400 entries for 13ach's BWV S6s alone. 

The 1876 John George Pfeffer organ 
at St. Stanislaus Roman Catholic Church 
in Spillville, IA, figured prominently in 
celebrations of Antonin Dvorak's visit ro 
Iowa in 1893. A "Remembering Dvorak" 
celebration began the week of August G 
with a concert played by OHS member 
William Kuhlman of Luther College in
Decorah on the rfeffer organ that Dvorak 
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played for daily Mass. National Public 
Radio's "All Things Considered" covered 
the event with snippets of Kuhlman's 
playing and an interview. On September 
12, the nationally broadcast "St. Paul 
Sunday Morning" featured an interview 
and Kuhlman's performance on the Pfef­
fer of Dvorak's Preludes & l'ugues and his 
Biblical Songs, Op. 99 (which were also 
played by Elizabeth Stodola during the 
1986 OHS convention visit to the organ). 

The Community Church LJ. C. C. of 
Vero Beach, FL, has received the 1896 
Morey & Barnes op. 166, a 1-7 tracker, 
and installed it in Grace Chapel. Thomas­
Pierce, Ltd., of Palm Beach sold the organ 
for installation ut1der the direction of Dr. 
Raymond E. Adams, organist of the 
church who reports, "we finished install­
ing the organ by Friday (June 4, 1993) at 

18()6 Morey & Barne.,;, Vero Beach, Fl. 

6:lS p.m. and rhe wedding beg,m ar 
6:30!" As reported in this column in 35:3, 
the instrument wns moved to the
residence of Thomas R. Thomas of Palm 

� ileach through the Organ Clenring House 
i from Welsh Congregational Church,
� Granville, NY.
0 The 1899 Jesse Woodberry & Co. 
ii organ in the Church of the Good

Shepherd, United Methodist, of Gr·een 
Island, NY, hns received restoralive repnirs 
from the Carey Organ Co. ofT, oy, includ­

"' ing relearhering of the reservoir, retain­
� ing the double rise. Visited during rhe 
>; 1967 OHS convention, rhe 2-7 tracker 
§ was enoneously reported as having been 
6 built ca. 1912. Keith Williams of the Cai ey 
L flrm l'eports thar it was built for a previous 
� edilice and moved lo the new ,ind present 
� building in 1912, "with each member of 
� the Sunclr1y School cnriying one ripe 

down rhc srrcel ," iln exercise still happily 
, ernllerred by parishioners. 

The Carey lirrn has also ,•cfurbished 
rhe ca. 1900 .Jesse Woodberry & Co. 2-7 
tracker at St. Mmy's Roman Carbolic 
Church in Sruyvesn11r Falls, N\". Scheduled 
wirh regula!' mainrenance over rhe pasr 
seven years, rhe rerurbishme111 included 
new letlther nurs, c1 lrn·ger reservoi1 in 
subs I iful ion of an undersized rcplare­
ment, and generc1l repairs. 

18')') Woodl>er,y, Green island, NY 

The Elizabeth F. Cheney Foundation 
has given $2,.500 toward a matching 
grant to the George Eastman House in 
Rochester, NY, so that the PlayRite Music 
Roll Co. of California may supply 200 
newly cut Duo-Art rolls for use on the 
Aeolian organ at Eastman House and so
that the organ can be maintained. In
1992, volunteers from the Rochester 
Theatre Organ Society refurbished the 
organ and connected the roll player, ena­
bling demonstrations to visitors. Seventy 
of the organ's 120 ranks are operational, 
the balance having been lost in a fire in
1978. A 3m organ was built in 1905 as
op. 947 and was enlarged to 4m in 1918
as op. 1416. According to an Eastman
House press release, George Eastman
hired an organist to play each morning 
and evening while he dined. Contribu­
tions toward the project may be made in 

the amount of $2.5 or more to Eastman 
House, Organ Roll Project, 900 East 
Avenue, Rochester, NY 14607. 

Brian Sullivan, president of the Ober­
meyer Organ Co. of Minneapolis, reports 
that his firm performed restorative
repairs in the spring on the 2-14 J. W.
Steere tracker built in 1893 and located 
in First Baptist Church, Owantonna, MN, 
Originally donated to the church by the 
Pillsbury family, the organ contains a 
S'xlO' reservoir wirh three folds,
releathered as built. 

The Obermeyer firm refurbished in 
June, 1992, the ca. 1912 Vogelpohl & 
Spaeth 2-9 at St. Matthew's Lutheran 
Church, Missouri Synod, in Mountville, 
MN, a rural pclrt of Gaylord. The tubular 
action was electrified years ago, bur the 
flat pedal keyboard remains. WTVP 

MINUTES 
National Council 
Louisville, Kentucky 17 July 1993 

Roy Redman called the meeting to order at 9:30 a.m. Present were Councilors 
Kristin Fanner, .James Hammann, Roy Redman, Tom Rench, Timothy Smith, and
Ruth Twee ten. Also present were Executive Director Wm. T. Van Pelt Ill and Alan
Laufman, Acting Secretary. 

Bill Van Pelt presented a report from Treasurer David Barnett. The report was 
reviewed and accepted with many thanks. 

The following reports were presented: Bill Van Pelt, Executive Director; Ruth 
Tweeten, Councillor for Conventions; Kristin l'anner, Councillor for Historical 
Concerns; Timothy Smith, Councillor for Education; Patrick Murphy, Councillor 
for Organizational Affairs; .John Ogasapian, Councillor for Research & Publica­
tions; .James Hammann, Vice President; Kristin Farmer, Slide-Tape Committee; 
Timothy Smith, Organ Cirntion Committee; Stephen Pinel, Archivist; Alan Lauf­
man, Convention Coordinator and Handbook Editor. All reports were reviewed 
and accepted with thanks. 

Council then considered the 1993-94 budget. ,Jim Hammann moved, with 
Timothy Smith seconding, that the "Acquisition and Operating Expense Line Item 
for the Archives be increased from $8,211 to $10,000." The motion passed. Kristin 
Farmer moved, with Tom Rench seconding that "Council approve a budget of 
$224,089." The motion passed. 

Ruth Tweeten moved, with Kristin Farmer seconding, that "Council establish 
a Student (ages 14-22) Discount Rate of 25% for O.H.S. Conventions. The motion 
passed. 

Timothy Smith moved, with .James I-la111mann seconding. that "Council 
authorize a feasibility report on producing a video to showcase organs cited by 
the O.1-1.S. as having ' ... exceptional historic merit .. .' for use in promoting the work 
of the Society. The motion passed; Council asked Timothy Smith to chair a 
committee to submit a report to Council by the Winter Council meeting, 1994. 

Kristin Farmer moved, with Ruth Tweeten seconding, that "Council accept 
the proposal for a new Agreement between Rider College and the Society, as 
drafted by the Archives C:overning Board, with the deletion of the word ',1dequate' 
in Article 13.'' The motion passed. Bill Van Pelt will communicate with Rider 
College. 

Kristin l'armer moved, with Timothy Smith seconding, that Marilyn Stulken 
be named a member of the Publications Committee.'' The motion passed. 

Timothy Smith moved, with Rurh Tweeten seconding, that Council accept 
Llw resignaLion or Kristin Farmer as Chairman of the Slide-rare Committee, with 
thanks for her years of service. Council appointed .Jon Moyer as her successor. 

Tlw meeLing adjourned at 4:20 p.m. 
Annual Meeting 
Louisville, Kentucky 19 July 1993 

Pn,sidenL Roy lledman called thC' meeting Lo order at 2:10 p.m. The minuLes 
or tlw 1992 meeting were. ,1ccerLed ,rs rrinted in The Trucker. I\ 111onicnt orsilcncC' 
w:1s observed Lo honor Lhose rnernbers who died during rhc l;ist ye,1r. 

13ill V,rn Pelt presented the Treasurer's report ror D,1vid ll:1rneLt. He Lhen 
presenLed his own report, rnncluding with his rh:rnks to the outgoing Council. 
He observed that $17,000 has been raist,d for Lhe Archives. 

lluth Tweetl'n rerorted ,is Councillor for Conventions. She th,rnked Keith 
Norrington and his co111mittee ror Lheir work; Keith then presnted M,1ry Bill Bauer 
with the "Tuba M:irybilis" aw,mJ. Scot Huntington nsported on plans for Lhe 1994 
Convention in New Haven, Connecticut. 

.Julie Stephens introduced tlw current Biggs Fellows. 
Kristin Far111er presented the report of Ti111 Smith, Councillor for E-:ducation. 

13ruce Stevens has resixned ,1s Chairman of the HisLoric Organs llecitals CommiL­
tee, and Marilyn Stulkt,n has been appointed as the new Chairm,111 of the 
Co111mittl'l' . .Jon Moyer lws been ,1ppoi11Led Lo succeed KrisLin Farnwr as lw,id of 
rhe Slide-Tape CommiLtee. The Cirnr ions Co111111iLtee, headed by Timothy SmiLh, 
has been very active. 

Kristin Farmer presented a report as Councilor for Historical 
Concerns, including a report from Stephen Pinel, Archivist.

There being neither old business nor new business. the Tellers the results of the 
election. President: Kristin Farmer, Vice-President: Thomas Bench; Secretary: Richard 
Ouellette; Councillors·: Michael Barone, four years: Lois Registein, four yearn; Peter 
Sykes. four years; Jonathan Ambrosino, two years; Cheryl Drewes, two years: Richard 
Walker, two years.

A new Nominating Committee was selected as directed in the By-laws, with the 
results reported Thursday evening. Roy Redman will chair the Nominating 
Committee consisting of Isaiah Hyman. Lamar· King, Rick Morrison, and Peter 
Picerno. Minutes reported by Alan Laufman, Acting Secretary  









daughters, but details about the female members of the 
family are not recounted here. 

John apparently retired from organbuilding about 1888, 
as that year he was listed only as a piano tuner, and his 
entries in the 1890 and subsequent editions gave no occupa­
tion. He died on January 19, 1905, and was buried at Mother 
of God Cemetery in Covington.7 John Jr. was listed as an 
organbuilder only through the 1882 edition; thereafter he 
became a hostler, then a fireman. He died in 1933. Frank 
was listed alternately in directories as an organbuilder and 
as an employee at the wire works, but his last connection 
with the family business appeared in the 1886 edition; 
thereafter he became a letter carrier, then a carpenter. He 
died in 1937. 

The Pilcher Family, Louisville 
The most famous and prolific Kentucky organbuilders 

were undoubtedly the Pitchers. Because of the complicated 
family chronology and because of their prominent position 
in Kentucky organbuilding, the Pitchers will be treated in 
greater detail in separate articles by other authors. However, 
a brief summary here is appropriate. 

Henry [Sr.] (1798-1880), the patriarch of the family, 
came from England to the United States in 1832 to ply the 
organbuilding trade, working in New York, New Jersey, and 
Connecticut in various years. His sons, Henry [Jr.] (1828-
1891) and William (1830-1912), moved to St. Louis in 1852 
to build organs, and he joined them shortly thereafter. In 
1863 the firm relocated to Chicago, and Henry returned to 
New Jersey for his retirement. While not burned out in the 
Great Chicago Fire of 1871, the Pilchers apparently suffered 
financially due to the unsettled business conditions, so they 
decided to relocate. Henry [Jr.] and his sons moved to 
Louisville to build organs, and William and his sons moved 
to various cities in the South before ending up in New 
Orleans by the early 1880's. 

This drawing of an unidentified organ appears with a section describing the Pilcher firm 
in Illustrated Louisville, Kentucky's Metropolis, published in Chicago, 1891, by the 

Acme Publishing & Engraving Co .. 

The Louisville business was formally established in 1874, 
and was styled "Henry Pilcher & Sons," the partners being 
Henry, HenryW. (1855-1930), and William E. (1859-1946). 
However, no entry as such appears until the 1877 directory. 
Henry was first listed as an organbuilder in only the residen­
tial section of the 1875 directory, living at 656 Portland 
Avenue near 25th Street, and in 1876 he had both a shop 
and home at the same address. The sons were not listed those 
two years. In the 1877 edition, the firm was shown at 5 34th 

Washington Street. "Mutter Gottes Kirche," as it was titled on the 
atlas, acquired a large organ from Koehnken & Grimm in 1876 (see 
back cover of The Bicentennial Tracker), and Scheinhoff was a 
member there. John remained at this location the rest of his life. 
The building no longer exists; the site is now part of a parking lot 
for the church. 

He was usually listed as an "organ builder," although with these 
exceptions: in the 1872 state gazetteer as an "organ builder and 
musical instruments repairer" (the only gazetteer in which he was 
ever to be found); in the 1874 Covington directory as an "organ 
builder and piano tuner"; and in the 1880 edition of the directory 
as an "organ builder and repairer, tuner of pianos and all kinds of 
musical instruments." 

Organbuilding and allied arts seem to have been a family 
enterprise. Unfortunately, no details about Scheinhoff's instru­
ments are known, and none are believed to survive. Some informa­
tion about the family has been gleaned from 1870, 1880, and 1900 
Kentucky census information. He could not be found in the 1860 
Ohio census finding aid, although that may be due to nothing more 
than garbled orthography, since such proved to be the case in 
Kentucky.6 John was born on September 30, 1821 in Bavaria, and 
emigrated to the United States in 1839. By 1870 he had $6,000 
value of real estate and $600 value of personal estate. His sons John 
M. (sometimes referred to as John Jr.), born in 1855 in Ohio, and
Frank, born in 1862 in Ohio, also became organbuilders, working
with their father. John and his wife Margaret also had four
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Street, near Water Street in the Portland section of Louisville. 
(Portland had been a separate town, but was absorbed by Louisville. 
Although this annexation occurred in 1852, it is clear that the area 
was still referred to by its original name.) 

The shop location remained in that general vicinity through 
1883. For example, in 1878 it was addressed as 160 Water Street 
near 35th Street, opposite the Portland Ferry; from 1879 to 1881 it 
was located at 7 34th Street, near Water Street. The 1879 gazetteer 
gave the address as 5 & 7 34th Street, which could have meant two 
adjoining buildings, since that was the 1877 location. In 1882 and 
1883 the manufactory was at 108-110 34th Street. Finally in 1884 
the Pitchers settled in at what would become their permanent 
location, 914 (and ultimately 914-922) Mason Avenue. The com­
pany had been renamed "Henry Pitcher's Sons" on March 12, 1883, 
and first appeared in directories with the new name in 1884, 
concurrent with the move.8 The shop building, including a 1925
expansion, still exists, now used by a moving and storage company. 
The firm was also later known as "House of Pilcher." 

The 1898 directory specifically listed Harry W. Pilcher (Harry 
was the nickname for the above-mentioned Henry W.) as an inde­
pendent organbuilder at 1835 1st Street, but such an entry ap­
peared in the business section only that year. Thereafter Harry 
apparently worked on his own in Louisville, based on entries 
appearing only in residential sections of directories through 1901. 
He then moved to Lexington, Kentucky, but how long he was active 
there or why the split occurred is unknown.9

The Pilcher firm ceased operations in 1942, with the assets being 
bought by M. P. Moller, Inc. in 1944. 
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