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COVER: The original console of the Boston Music Hall Organ, the
1863 E. F. Walcker that made so many waves upon its arrival on these
shores from Germany, remains intact at the Methuen Memorial Music
Hall which was built to house the organ after it left Boston. The
instrument, which appears in an historic picture on page 22, was played
weekly by Dudley Buck and inspired the parody on page 23.

Dudley Buck: Leader of a Forgotten Tradition . . . . 10
N. Lee Orr Provides an Overview of This Influential Musician
Sheep, Gin, & the Telegraphic Crescendo Freaks . . 23

David Francis Urrows Finds an Hilarious Parody of Oliver
Wendell Holmes’ Description of the Boston Music Hall Organ

A True Tale as Incredible as a Fairy Tale . . . . . . . 25
Susan Tattershall Reveals the Three Incarnations of the
William Redstone Organ at Trinity Church, Geneva, New York
Reviews . . . . . . . . . . . e 6
The American Musical Landscape, a Book by Richard Crawford,
Reviewed by John Ogasapian
The Old South Brass, Organ & Tympani, a CD on the Skinner
organ at Old South, Boston, Reviewed by Jonathan Ambrosino

Biggs Fellowship . . . . . . ... .. ... ..... 5
Obituaries e m me e o 5w 6 & W8 5 00 E S K B K 6
Organ Update . oo u aoa w0 woa s 6w e e o i 9
GUEST EDITORIAL

Playing Early Organ Music

NE OF THE MOST DIFFICULT questions facing the performer of
Oeariy organ music is that of deciding what the score means.

Because of the increasing move toward standardization of
musical notation from the late eighteenth until the mid-twentieth
centuries, the modern performer, using standard editions of early
organ music, is faced with the immediate need to “retranslate” the
musical text before him, since a literal reading of the seemingly
specific text will result in a number of inadvertent mistakes in text,
rhythm, or other matters. In other words, the printed text in any
edition, however careful it may be, will not suffice to help the
performer fully understand what the composer intended. Moreover,
when one considers that printed musical texts were rare, even as
late as the mid-eighteenth century, it becomes clear why our
modern eyes view current editions incorrectly. This is especially
vexing because most of us have been trained to observe carefully
and to perform faithfully the prescriptions indicated by the musical
text before us. (It is worth remarking here that the so-called “early
music” movement of the 1950s and 1960s was particularly intent
on obliterating the “Romantic excesses” of the past by adhering
slavishly to the printed text without change. Indeed, it was during
this period that the notion of “motoric rhythm” as a hallmark of
Baroque musical style emerged.)

Added to the problem outlined above is the additional difficulty
resulting from the rash of restorations of antique organs which
characterized the period of roughly 1970 until the present. Here,
too, the quest for authenticity has been thwarted by the vicissitudes
of time and the unclear picture of history, not to mention the
complete inability to recall the sounds of another age, until the more
recent technology of recording became available. A clear example
of the problem is now presented by the “restored” organ at St.
Cosimae in Stade. This instrument, which underwent an extensive
restoration lasting almost five years, was again playable in what
was thought to be its original state by 1975. Today, many organ
experts and the builder who did the work, Jiirgen Ahrend, disagree
with the manner in which the organ restoration was completed.
Ahrend, for example, thinks the wind pressure chosen in 1975 was
too high, and the consultant for that project, Harald Vogel, concurs.
John Brombaugh in a recent article in The American Organist
(January, 1994) postulates that each time organ pipes are cleaned,
hammered, or when copies of missing pipes are made, the sound

of the organ is changed from its original character, especially on
antique organs.

So, what does all of this mean? I recall a remark by one of my
teachers, Gustav Leonhardt, many years ago. Referring to a perfor-
mance practice question in a florid chorale of Bach which I was
playing, he said, “Only their ghosts know for sure how they played
this.” I have never forgotten that remark. The fact is that we can
never replicate either the interpretation of music or the sounds of
musical instruments of the past. It may be one of the marks of
human genius that some sort of individuality remains despite our
best efforts to copy things exactly. Yet, we now have the technology
to come very close to exact copies via the very kind of machine on
which I am doing this word processing task. Perhaps it is the
knowledge that we are close to making clones of almost everything
we wish that drives us toward what we believe is authenticity both
in performance and in the construction of musical instruments.

This leaves me wondering if the matter of integrity should be of
greater concern to us than is the question of authenticity. Certainly
in the case of early organ music, and to a greater or lesser degree
in the case of all organ music, it is not possible to replicate exactly
the interpretations of the past and, as we are learning, the musical
instruments of the past. (We should have known this; how long have
violin makers been trying to replicate a Stradivarius, to no avail?)

The following story may illustrate the point and answer the
question at the same time. A while back I was sent a video of an
all-Bach performance by Virgil Fox on a large Rieger organ in Japan.
I believe it was taped sometime in the 1970s. I listened with
particular interest to the Toccata, Adagio and Fugue and then
hurried to listen to my new CD with the same piece played by Harald
Vogel on a new (1992) organ built by Jiirgen Ahrend and placed in
an Italian church. The two interpretations, performed on such
different instruments and in such different places, proved to be
remarkably similar in many respects. Certainly the two men, who
never met, could not be further apart in their thinking about the
organ and how it is played; yet, because both came to the task of
performing with a personal integrity and a passion for the music,
the sum total of their work contained many elements which were
similar. Thomas Spacht, Towson State University, Maryland

LETTERS
Editor:

As an electrical engineer, I have dreamed of this: the vast space
of Notre-Dame, Cavaillé-Coll in the chambers, and HAL in the
console. Fabulous. Exciting. Ominous. And now, reality.

Industrial-grade 486 PS/2, high-vibration resistance. Check.
And what a memory!

ATM card identification of the organist. Check plus. A special
friend . . . we will call him the network demon, to welcome one at
those late practice sessions in the cathedral, when the tourists are
gone, and the bats leave the towers to fly into the night. The
ultimate mentor.

Audio interface for the blind, too. But a temptor also, “Master,
I'm here to help you. What's the harm? They’ll never know. Lately
you've seemed distracted. Just this once . . . ”; the improvisation a
stunning success, though perhaps the passage of double thirds in
the pedal toward the end might have been a bit indiscrete.

Modem interface with dedicated phone line. Yes! This thing
won't be playing solitaire at 3 a.m. It'll be networking with other
organs. The first-time visitor may feel strangely at home.

I'm waiting patiently for tHE sic one. Every pipe of every rank
suddenly, inexplicably, sounding simultaneously, the mother of all
ciphers, the raging fury of the network demon unleashed. Time will
be of the essence, every second precious. Such an event experienced
at close range will be devastating. It will be time for the “big red
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being able to switch the division around. The new “adjustable
hysteresis” in the Notre-Dame organ sounds very promising and [
would have thought the system would well-repay trial in a new
instrument of ten or twenty stops. To use such an untried system
for the first time in the largest organ in France, however, strikes me
as somewhat odd to say the least. It certainly does not surprise me
that there should have been serious teething problems. I suppose it
is a vain and forlorn hope that these might prove to be an oppor-
tunity to restore the Notre-Dame organ to its original tonal scheme
and reinstate the original Cavaillé-Coll mechanisms and console. I
do believe, nevertheless, this would make for a considerably more
effective instrument than the present one.

John L. Speller

St. Louis, Missouri

NOTE: Since writing the guest editorial regarding the Notre-Dame
organ (which is still not functioning properly in early October though
a few stop combinations were made to play in mid-August for celebra-
tions of the liberation of Paris), I have learned that I misled readers
to believe, as [ did, that the “follow-the-finger” mechanism, though
abandoned, remained intact in the organ and could be tried “on a
good day.” Apparently, the chest pull-down magnets of that
mechanism were removed shortly after they proved inadequate and
were replaced with more powerful pull-down devices. As accurately
reported, Hall-effect transistors remained as key “contacts” so that
keydepth and firepoint were adjustable by the organist via a computer
interface. Also, I have received a videotaped demonstration of the
Grensing organ at the music school in Lyon. In Silbermannesque style,
the instrument has conventional tracker action. In addition, the
Syncordia “follow-the-finger” mechanism allows a student to record a
performance, then command the organ to play it back with attack and
release characteristics intact. For the videotape, a remote keyboard
with Hall-effect transistors was connected to further demonstrate the
reality of the system's ability to transmit the player’s expressive
keyboard manipulations. Wm. T. Van Pelt

Editor:

It was a delight to find in my mail delivery the latest issue of The
Tracker as well as the 1994 Organ Handbook. They are both superb
and they will be well read. . . . Its too bad I didn't join OHS years
before I did. The magazine has been outstanding, and I don’t see
how you do it on membership fees, which of course you don't. . . .

Charles A. Trexel
Baltimore, Maryland

Ogasapian Receives Distinguished Service Award

John K. Ogasapian received the OHS 1994 Distinguished Service
Award at the Organ Historical Society’s national convention in
Central Connecticut. He has served the society in various capacities
including several terms on the National Council. Professor of Music
at the University of Massachusetts, Lowell, Dr. Ogasapian is also
organist-choirmaster of St. Anne’s Episcopal Church in Lowell and
an active clinician, consultant, and recitalist. In addition to
numerous articles on the history of American organs and church
music, his writings include the books Organ Building in New York
City, 1700-1900; Henry Erben: Portrait of a Nineteenth-Century
American Organbuilder; and Church Organs: A Guide to Selection and
Purchase. He was co-author of the AGO pamphlet Buying an Organ
and is currently editor of the OHS magazine The Tracker. In the Fall,
OHS will publish his new book, English Cathedral Music in New York:
Edward Hodges of Trinity Church.

Applicants Invited for Biggs Fellowship

Applicants for E. Power Biggs Fellowships are invited for 1995.
These fellowships are awarded to assist individuals in attending the
OHS National Convention, which will be held August 6-12 in Ann
Arbor, Michigan. The deadline for application is January 31, 1994.

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.
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OBITUARIES

Anthony Bufano, 53, of New York, the curator of the organ at
Riverside Church in Manhattan for more than 30 years, died July 6
of cancer. In addition to the Riverside Church organ, Mr. Bufano
also maintained, among others, those of St. Bartholomew’s Church,
the Cathedral of St. John the Divine, the Church of the Epiphany,
and the Metropolitan Opera House. He also had worked as a
foreman for Aeolian-Skinner.

Arthur William Crouthamel, 63, of Telford, Pennsylvania,
died April 25. Having served as principal of Central Junior High
School, Pennridge District, he was also a musician in several chur-
ches in the Philadelphia area and was founding director and con-
ductor of the Abingdon Oratorio Choir.

The Rev. Dr. Leonard Webster Ellinwood, 89, died of
cancer at his home in Washington, D. C., on July 8. Dr. Ellinwood,
who received his PhD from the University of Rochester in 1936, is
best known for his work in American church music. His book, The
History of American Church Music is a standard resource. He also
edited the Companion to the Episcopal Hymnal 1940. Until his
retirementin 1979, he was on the staff of the Washington Cathedral
and of the Library of Congress.

REVIEWS

Books

Crawford, Richard. The American Musical Landscape.

Berkeley: University of California Press, 1993. ISBN 0-520-

07764-4. xi + 381 pp. $32.

Over the past twenty-five years, Richard Crawford’s research
interests and publications in American music have ranged from the
Colonial singing masters to Tin Pan Alley and jazz. (See for instance
the review of the monumental American Music Imprints, 1698-1810
in The Tracker 34:3:6.) Not the least of his significant contributions
have been his pioneering essays on philosophy and directions for
American music research in American Studies and American Musicol-
0gy (Brooklyn: ISAM Monograph No. 4, 1975) and A Historian’s
Introduction to Early American Music (Worcester: American Anti-
quarian Society, 1979).

The American Musical Landscape is in this latter category of
Crawford's work and grew out of his 1985 Ernest Bloch Lectures at
Berkeley. In it, Crawford seeks to map out American music scholar-
ship, or as he puts it, “identify big questions about American music
that contain some of the smaller ones,” and, with due regard for
old-world roots, to discover, America’s “vital, distinctive musical
life.”

The book is arranged in three main sections. The first of these is
a comprehensive essay on the historiography of American music,
surveying the literature on American music from Hood, Gould, and
Ritter in the nineteenth century to Howard, Chase, Mellers, Hamm,
and Hitchcock in the twentieth. Crawford, who is himself at work
on a history of American music, distinguishes a sort of dialectic irr
the authors’ emphases between the cosmopolitan European stand-
ard and the provincial and local musical practices that diverged to
form a distinctively American music. The essay is invaluable; in-
deed, for Crawford’s critical historiography alone the book is well
worth owning. At another level, however, the dialectic in this first
section, which Crawford characterizes as asking “How have
Americans understood American music?” is by way of preparation
for the second and third sections, which deal with music, at least
in part, as an economic commodity as well as an art.

The second section addresses musical professions and
patronage; in Crawford’s words, “How have Americans supported
the making of music?” Crawford limits himself to teaching, com-
posing, and performing. Unfortunately, organs and organbuilding
— indeed, instrument building in general — are passed over.
Church music (apart from its intersection with teaching; i.e., the
entrepreneurial singing masters and compilers up to Lowell Mason)
receives only a passing reference, and that in an endnote. In a way,
the omission seems reasonable, even if one wishes it were not,
Church music is subject to a different set of market forces and
patronage principles than are concert and commercial music, And
of course, organbuilding has traditionally been tied in a large



measure to church music on one hand, and subject to the ebb and
flow of the industrial economy on the other.

The third and last section, headed “Three Composers and a
Song,” sets forth four “success stories,” as Crawford terms them.
William Billings, George Frederick Root, Duke Ellington, and
George and Ira Gershwin’s “I got rhythm.” Here Crawford looks at
how three American musicians each attracted a large popular
following in his time and social context, and how a song became an
American classic; its “biography in performance,” as Crawford puts
1t.

All this is by no means to suggest that Crawford has produced
some sort of Marxian account and critique of American music. In
fact, he has illuminated some rather basic and significant aspects
of the art in the context of America’s market-driven economy.
Moreover, Richard Crawford is one of those rare academics who is
able to write with lucidity and verve. One is reminded of the late
Irving Lowens, whose clear, engaging style, even when dealing with
unexciting matters, grew out of his writing for the popular press,
as music critic for the Washington Star. Crawford seems to come by
it naturally.

An excellent book, this; and well worth adding to one’s library.

John Ogasapian, University of Massachusetts, Lowell
Recording

The OIld South Brass, Organ, and Timpani. Frederick Mac-

Arthur, organist; Roger Voisin, conductor. Old South Church,

Boston, Mass. Pro Organo CD 7051. Available from OHS

Catalog, $14.98 plus $1.85 S&H.

Often overlooked because of its proximity to H. H. Richardson’s
landmark Trinity Church on Copley Square, Old South Church in
Boston may well be the city’s most significant Victorian Gothic
ecclesiastical building. Designed by Cummings & Sears and com-
pleted in 1875, the church is a Ruskin scholar’s dream: florid
ornamentation, copious stenciling, and virtually no two capitals,
rosettes, or corbels alike.

It contains one of Boston’s most interesting organ installations.
At its core is Skinner Opus 308, originally installed in the St. Paul
Municipal Auditorium in Minnesota. A fancy job even by Skinner
standards, Opus 308 contained Great, Swell, Choir, Solo, String and
Pedal divisions, with not only the expected big-organ luxuries
(three 32's, full-length 16’ reeds on all manuals, four reed choruses,
and every possible Skinner solo color), but the exotic extras as well
(seven-foot grand piano, xylophone, semi-automatic player). Al-
though its specification is a pared-down version of Skinner’s mam-
moth 145-rank job for Cleveland’s Public Auditorium, Opus 308 was
undoubtedly more successful than its big brother. Immaculately
installed in the ceiling (unlike Cleveland’s disadvantageous side-
stage placement), the St. Paul organ spoke directly into its acousti-
cal environment, where its large scales, open-toe voicing, high
pressures, and ample pedal converged to created what was arguab-
ly Skinner’s most thrilling municipal organ.

In its original home, Opus 308 was highly popular for about a
decade. But like many a municipal organ, it lost the battle to
Sunday-afternoon radio, falling into disuse and eventual silence. A
few weeks before the Auditorium was razed in 1982, Old South
Church learned of the instrument. The news was fortuitous, as the
parish had been seeking a way to recapture the spirit of its 1915
Skinner, Opus 231, which was replaced in 1968. In a flash, the
church decided to save Opus 308, pulling together a team of
restorers who got the organ out just a few hours short of the
wrecking ball. It was installed at Old South in 1985; from 1988 to
1990 it was entirely rebuilt by Nelson Barden Associates under the
direction of Old South’s Organist and Choirmaster Frederick A.
MacArthur, with Joseph Dzeda, the late Jason McKown, and Jack
Bethardsas consultants. MacArthur himself superintended all of the
tonal finishing, with voicers Steuart Goodwin (who also played a
large role in the tonal restoration of the Mormon Tabernacle
Aeolian-Skinner) and Daniel Kingman (assistant tonal director at
Austin Organs, Inc.)

In addition to being the first recording of the organ, Old South
Brass commemorates the annual New Year’s Eve organ and brass
concerts Old South has given since 1987. The identical back-to-back
programs begin in the early evening and finish just before midnight,
consisting of accessible music suited to a festive public at large. The
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is developed extensively, punctuated by fanfares and flourishes; the
middle section includes a typical French “snakes-in-the-sewer”
polytonal dialogue between organ and distant brass; and the main
theme returns in a heraldic canonical variation, building to (yet
another) enormous finale. For seismic variety, MacArthur adds the
32’ reed for the last several measures, and the 32’ Open Wood for
the final note, creating an astonishing sense of finality.

The Nancy Plummer Faxon works reflect the composer in some
especially noteworthy moments. It is difficult to pinpoint why her
Fanfare No. 2 is so moving; this simple prelude could hardly be more
straightforward or uncomplicated in its harmonic language, and yet
itis a gorgeous musical interlude. The Toccata for solo organ is Mrs.
Faxon's at her best — a dramatic, tightly organized and entirely
American piece of music borne of a simple theme and a complicated
accompanimental motif. It out-ranks Sowerby and Farnam both,
and deserves a wider exposure outside of Boston music circles.
MacArthur does it complete justice.

Criticisms of this disc are few. The Elgar suffers from flagging
tempi and lack of ensemble; the 32’ Bombarde does cap every big
piece; and while there is sufficient variety in mood, four or five
pieces could have been omitted without detriment (or simply saved
for the next recording project). But these are minor quibbles, since
the disc so clearly achieves what it sets out to do. Old South Brass
delivers excellent music making, good durability over repeated
listenings and many moments of unforgettable grandeur. A must-
have. Jonathan Ambrosino, Los Angeles

1864 E. & G. G. Hook, Pilgrim Congregational Church, Sherborn, Massachusetts

ORGAN UPDATE

ts console having been sawed off by parishioners in 1957 as they quested
Ifor more space, then “temporarily” reattached in 1961 by the Andover

(rhe Swell 8 Open Diapason and 8’ St'd.
Diapason still share a 12-note Unison
Bass of stopped diapason pipes). The
Swell Flute Harmonique was returned to
4’ pitch, having become a 2’ in 1967. A
new Il Mixture was installed in the Dul-
ciana position in rhe Great. The Dulciana
(having become a 4" Swell Principal in
1967) and the Swell 8 Viola (moved to
the Great in 1967) were cut to become
22/3" Nazard and 135’ Tierce stops in the
1991 Swell. The Pedal key compass was
extended from 25 to 30 notes with a flat
keyboard. A 30-note 16’ Bourdon was
added in an enlarged organ chamber to
supplement the original 16' Double Open
Diapason of 13 nores (the top 12 Pedal
notes having originally been boirowed
from the Great through a backfallaction).
The case pipes were stencilled in original
colors after subsequent layers of paint
were removed. The organ and its history
are more completely described in The
Tracker 34:4:23, including the original
stoplist, a subsequent stoplist, and a
proposed stoplist which differs sig-
nificantly from what was completed in
1991.

The 3-77 Rieger organ completed in
1974 at St. James'’s Episcopal Church,
Richmond va was destroyed by fire on
July 13, 1994. Mann & Trupiano was in
the midst of tonal revisions and had in-
stalled a new console ol walnut in the
French “amphitheatre” style. Lightning
ignired the roof which entirely collapsed
into the brick edifice. The distinctive
tower, walls, Tilfany windows, adjacent
olfices and educarion spaces were spared.
Bruce Stevens, organist and choirmaster,
reports that the building will be rebuilt on
the present site. Services are conducted
one block away in Temple Beth Ahaba.
Founded in 1835, St. James’s congrega-
tion completed its first building at 5th &
Marshall Streets in 1839 witha 2m organ
by Henry Lrben (extant, owned by James
Baird of Bealeton va). L. C. Farrison,
Erben’s shop superintendent, built a new
2m for the church in 1875 (tate un-
known). The congregation moved to its
present site at 1205 W. Franklin St. in
1912 with three Ausrin organs installed
in rhechancel, tower, and Sunday School.

The console of the 2m Johnson & Son
op. 812 of 1894 has been returned to the
choir loft wherein the organis located at
Pullman Memorial Universalist Church,
Albion Ny. The console was moved by
Heritage Pipe Organs of North Tonawan-
da w~v. In 1959, Carl K. Rademaker of
Middleport Ny electrified the key action.
The manual slider chests and pipework
appear to be intact, as does the Pedal

1894 Johnson op. 812

pipework which plays on 1959 e-p chests.
The church centennial was celebrated
with a concert on April 17, 1994.

An electrical short-circuit ignited a
fire at St. Andrew Lutheran Church, Van-
couver wa destroying the modern build-
ing and the 1969 Detlef Kleuker 1-6 in it.
The organ was built for rhe residence of
Dr. Hannah Leonhardr of Richmond va
and wasrelocatedto St. Andrew’sin 1983
withinstallationby OHS members David
Calhoun and the late Randall J. McCarty.
The congregation will rebuild under the
direction of Pastor David Hedman who
had secured the Kleuker organ. The
education building was spared.

Gene Bedient reports that his firm's
op. 22 completed in 1987 for Christ
Church Episcopal Cathedral, Louisville kv
will be moved to the Roman Catholic
Cathedral of St. John the Baptist in Char-
leston sc. It replaces the remains of E. M.
Skinner's op. 139 of 19006, a 3m which
was severely damaged when alien
electronic speakers crushed the Great
pipes and the console was jettisoned. The
Louisville cathedral was visited by early
arrivers betore the 1993 OHS convention.

St. Mark’s Episcopal Church, Malone
~v has acquired the 1871 E. & G. G. Hook
op. 579, a 2-13 built for Hancock Street
Methodist Church in Boston. The organ
had been located since 1901 in Christ
Episcopal Church, Port Henry Ny and was
removed on February 22, 1991, by
Harold W. DeMarse of Queensbury Ny
who restored it for St. Mark’s. It was
dedicated by James P. Autenrith on
February 9, 1992. St. Mark’s, which
moved its 1878 E. & G. (. Hook & Iast-
ings op. 894 to a new edificein 1885, lost
that organ to fire in 1982.

William T. Van Pelt

Organ Co., E. & G. G. Hook’s op.
338 built in 1864 for Pilgrim Con-
gregational Church, Sherborn ma
was rebuilt and enlarged by An-
dover in 1991. Still in its original
chamber at rhe fronrt of the church and
covered with a facade built by a carpenter
tosimulate an organ case, the instrument
has suffered poor tonal egress since new.
The Swell,located above the lacade, had
spokeninto the backsside of the wall until
an opening was provided for it via a
screen and by the Andover firm's
modification of the central portion of the
facadeinto a Romanesque arch, thusim-
proving the simulation of an organ case.
Stops at 4’ pitch and higher in the Swell
were extended to low C in the bass, 56
notes, as was the 8' Trumpet; the original
4" Harmonic Flute and 8' Trumpet
originally terminated at tenor C, 44 notes

1864 E. & G. G. llook op. 338
1991 Andover Organ Co., rebuilt

GREAT 50 noles

8'Open Diapason . . . . . ... . 56 PIPES
B'Melodia  yaie o ow wis sv .+ 44PIPES
8 Bell Gamba . . . . , .. 44 PIPES
8' St'd Diapason Bass | . 12 PIPES
4" OctilVe yuige asa +7oi5 ais mwa w56 PIPES
228 Twellth . . .. . ... ... 56 PIPES

2' Fifteenth . . Al iTavia & S6PIPES
1 Mixture . . . ... . 168 PIPES, NEW
SWELL 50 notes, chest compass extended

8' Open Diapason . & , =u .« . . 44 PIPES
8'St'd Diapason . . ... .. .. 44 PIPES
8" UnisonBass . ... ... .. 12 PIPES
4' Flute Harmonique . . . . 56, was 44 PIPES

224" Nazardio . = sweidi@s aswem . *56 PIPES
2'Flautino wsze wisiwwn .+ S6IPES
135" Tierce « vow v v v v 0 v = v s *56 PIPES
8 Trumpet . .v viwre bi's s 56, wis 44 MIPES
Tremulant

PEDAL 30 notes, originally 25

16’ Double Open Diapason . . . . 13PIPES
16' Bourdon . . . i . . .. . 30PIPES, NEW
*made from Sw. Viola & Gt. Dulciana pipes

Member:; - .
American Institte of Organbuilders T’m#“’
Banjamin K. Williams &
Ownar Electro-Pocumatic
Actions
New Organs
nowlton Organ Co. oo
P.0. Box 24 » Davidson, NC 28036 Electrical
1-800-446-2647 » Fax 704-892-4266  Renovations

Classified Advertising
For Sale: German pipe organ, Spath 1961, 7 ranks, single-manual
tracker, self-contained. Suitable for home or church. 5'2" x 291/2" x 8'8".
Asking $16,000. Call 410-355-0456.

For Sale: 1916 Kimball, 2-manual & pedal, 12 ranks. Rebuilding
needed. In storage. Make offer on all or part. Hendricks Memorial
United Methodist Church, 4000 Spring Park Rd., Jacksonville, FL
32207. Telephone 904-737-3555.

URBAN RENEWAL and church closings/mergers frequently make pipe
organs available for recycling. Since 1959 we have relocated nation-
wide, hundreds of carefully renovated instruments, to churches which
could not afford new ones. We are now lising more than 300 pipe
organs, large and small, old and new, mechanical and electric action.
Please send $6.00 in stamps for our current brochure. Or let us know
if you have a pipe organ for sale, we may be able to help. Organ
Clearing House, Box 104T Harrisville, N.H. 03450. 603-827-3055.
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Dudley Buck: Leader of a Forgotten Tradition

by N. Lee Orr

teacher William Mason {1829-1908) commented on “the enor-

mous progress in the art and science of music” that had occurred
in America during his lifetime. He also lauded the recent increase
“in the cultivation of a refined musical taste in America.” Even more,
“Our country has produced composers of the first rank, and the
names of MacDowell, Parker, Kelley, Whiting, Paine, Buck, Shelley,
Chadwick, Brockway, and Foote occur at once to the mind.”! Most
of the critical groundwork for this “enormous progress” came from
the efforts of two composers on Mason’s list: John Knowles Paine
and Dudley Buck. Both were born in 1839
and both lived to see the dawn of this
century. Each hailed from New England —
Paine from Maine and Buck from Connec-
ticut. Both traveled abroad for study and
returned to the United States in 1862 to
begin their pathbreaking work. Paine and
Buck were superb performers, quite likely
the first thoroughly trained organists this
country had ever produced. More impor-
tantly, they served as two of the most
influential founding fathers of American
music, one in the symphonic field, the
other in organ and choral music. “We must
bear in mind that of all our native
American musicians John K. Paine and
Dudley Buck were the first [italics mine]
to acquire the art of writing music, in all
branches of composition. . . , ” one writer
in The Musician astutely observed the year
after Buck’s death.?

Upon their return to the United States
in 1862 their paths diverged. John
Knowles Paine (1839-1906) accepted a
position at Harvard in that year, became a
respected academic, and achieved his
fame mainly through orchestral works
such as his Spring Symphony and several
symphonic poems (The Tempest, Poseidon
and Aphrodite, Island Fantasy). Dudley
Buck (1839-1909), on the other hand,
concertized widely upon returning from
Europe in 1862, going as far west as

IN HIS MEMORIES OF A MUSICAL LIFE (1901) the respected pianist and

Chicago, where he assumed a position at 4 age 15, Buck served as interim organist at Christ
Church, Hartford, where he played this 1849 E. & G. G.

St. James’ Episcopal Church. He moved to
Boston after the Great Chicago Fire in
1871, followed Theodore Thomas to New
York as assistant conductor, and finally settled in Brooklyn in 1875.

Like Paine, when Buck began his work, there was no American
school of music. When a church choir or choral society sang they
inevitably performed works imported from Europe. With his litur-
gical works, anthems, and cantatas Buck became the first serious
American composer of choral music. He also led the way with his
two organ sonatas (probably the first such works composed by an
American) and his concert variations. The pedagogical works such
as [llustrations in Choir Accompaniment show rare and practical
insight into organ performance and instructed generations of or-
ganists. Arguably, “American organ music practically begins with
him.”® What I intend to show here is that Dudley Buck was the most
prominent figure of the first generation of American composers —
the twenty-five years following the Civil War — and that he, as

Hook, Op. 96.

N. Lee Orr is Associate Professor of Music and Chair of the Music History and
Literature Area in the School of Music at Georgia State University in Atlanta.
His Church Music Handbook was published by Abingdon Press in 1991 and
his edition of The Musical Stage Works of John Hill Hewitt appeared earlier
this year with Garland Press. He is currently completing a study of Atlanta
composer Alfredo Bartli.
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much as any other single figure, provided the critical and
pathbreaking musical leadership this country needed at the time.

It is not surprising that one of America’s leading musicians came
from Hartford, Connecticut. By the time of Buck’s birth in 1839 it
was a well-established, prosperous town with an impressive array
of musical activities. The Buck family flourished over the years,
growing considerably. The composer’s father, also named Dudley
(1789-1867), was the youngest son of Daniel Buck and Sarah
Saltonsall Buck (from another established Connecticut family). The
elder Dudley Buck married Hetty G. Hempsted, on September 25,
1827, producing three children, George,
Mary, and Dudley, Jr. who died in 1836, as
did Mrs. Hetty Buck. Buck subsequently
married Martha C. Adams of Portsmouth,
New Hampshire, on September 12, 1837.
The couple also gave the name Dudley to
their first son, born March 10, 1839.4

Dudley Buck senior was a prominent
shipping merchant, who owned a line of
steamers traveling between Hartford and
New York. One of his ships towed the
Monitor from New York to Fortress Mon-
roe where she fought the Merrimac during
their critical sea battle of the Civil War. It
was assumed that Buck fils would enter
the shipping business as well, and to that
end he graduated from Hartford Public
High School and entered Trinity College.
Even though his musical talent showed
itself at an early age, a career in music for
a young man of an affluent mercantile
family was simply out of the question.
Buck pere voiced a typical New England
view about buying a piano for the house:
“If I had a daughter there would be some
sense in it.” Buck finally received his own
flute at age twelve as a birthday gift. Soon
he was also given a melodeon and he
taught himself to play masses of Mozart
and Haydn, as well as some Handel
choruses.>

At age sixteen his father finally
relented, and Buck got his piano, as well
as eight lessons from W. J. Babcock, a
respected town organist. Young Dudley
had also come under the influence of
Henry Wilson, one of Hartford’s first
seriously trained musicians. Wilson had previously worked in
Springfield, Connecticut, from where he had departed in 1854 to
study in Leipzig for a year with Plaidy and Moscheles. He returned
in 1855 and accepted a position at Christ Church in Hartford as
organist-choirmaster, when Buck met him: “I consider it most
fortunate that in the beginning of my career I should have had the
advice and encouragement of Henry Wilson,” Buck wrote for Musi-
cal Memories of Hartford. “The autumn of the year 1855 found the
position of organist at Christ Church vacant. For a few weeks
between the departure of the previous organist and the coming of
the new one, I filled in the gap, then a musical boy of fifteen years.”®
It is quite likely that Wilson exerted the major stimulus in Buck’s
pursuing musical study in Leipzig.

By this time Hartford had an established and thriving musical
life. In 1816 enough citizens played instruments to form the Euter-
pian Society (with thirty-six members); they lasted through six
concerts before folding.” The first organized choral group appeared
briefly in 1822, but dissolved after a few years. Another attempt at
serious choral music had to wait until 1828 when the newly
established Choral Society presented a program of works that
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typified the core performance repertory of American choral life:
choruses from the Messiah and Samson and the “Hallelujah”
from Beethoven’s Mount of Olives, as well as solos and a duet
from Handel and Haydn oratorios. The Choral Society's second
concert in April of that same year at North Church presented
the first complete performance of Messiah in Connecticut.® By
the time Buck returned in 1862 Dwight’s Journal claimed that
outside of Boston and New York, “no better church music can
be heard in this country” than in Hartford.? In December, 1868
the celebrated conductor Theodore Thomas, who would exert
such a critical influence on Buck, brought his orchestra to
Hartford and played at Allyn Hall, which is possibly where Buck
first met him.!®

As early as 1801 Hartford had an organ in Christ Church,
which was built by a local craftsman, George Catlin. A sub-
sequent instrument in 1812 by Catlin and Bacon cost $500,
which was augmented in 1817 by William Redstone. In 1827-28
the congregation undertook to subscribe for a new Christ
Church (consecrated in 1829) and an organ to be built by Henry
Erben of New York as the first three-manual in Connecticut.
Thwarting Erben’s overtures made in 1848 to rebuild the organ,
the parish raised $3,500 to purchase a new one in 1849 from
the Hooks of Boston. Forty years later, George S. Hutchings
supplied a three-manual organ for $6,000 and the Hook, which
“gave great satisfaction,” was sold “for no less than $500.”
Ernest M. Skinner rebuilt the Hutchings in 1903 and contracted
to replace it with a 4-manual organin 1925. Austin replaced the
Skinner in 1951, then rebuilt their organ in 1963.

Center Church bought a small organ of two manuals and
pedal in 1822, then replaced it in 1835 with alarger instrument
of three manuals and pedal by Thomas Appleton of Boston.
Interest in the new instrument spread far and wide, attracting
luminaries such as Nathaniel Hawthorne and Lowell Mason,
who attended the dedication by George Webb on May 17. The
organ, apparently rather aggressive for the times, made an
immediate impression, and “shook the windows so, the
audience thought they would fall out. They rattled to the dismay of
the organist.” One particularly distressed congregant “later found
the ‘sub-bass’ too much for his nerves and petitioned that it be
dispensed with in the morning service.”!!

Stimulated by these rich musical opportunities, it is not surpris-
ing that Buck refused to abandon his naturally developing inclina-
tions. While a student at Trinity College, Hartford — The Trinity
College Calendar lists Buck as a freshman in the 1855-56 academic
year — he played the organ for St. John’s Episcopal Church (1841
E. & G. G. Hook op. 47). His musical ardor only increased as a
student, and by the end of his sophomore year his parents could no
longer ignore the obvious: they had a son with serious musical gifts
as well as the dedication to maximize that talent. They finally
agreed he should receive the finest musical education available and
in 1858 (Buck was 19) they packed him off to Leipzig to study at
the conservatory.

For eighteen months he studied with the leading teachers at the
conservatory: harmony and composition with Moritz Hauptmann
(1792-1868) and Ernst Richter (1808-1879), piano with Louis
Plaidy (1810-1874) and Ignaz Moscheles (1794-1870), and or-
chestration with Julius Rietz (1812-1877). When Rietz moved to
Dresden in 1860 as musical director of the city Buck followed him,
and continued his organ lessons with Johann Gottlob Schneider,
who played a critical role in the resurgence of interest in the organ
works of Johann Sebastian Bach. Born in 1789, Schneider became
friends with Mendelssohn, who praised him as one of the finest
organ virtuosos of the period. In 1825 Schneider was appointed
court organist at Dresden where he played the magnificent Silber-
mann organ of thirty-four stops. Placed in the corner of the gallery,
the silver pipes shone out from a white case decorated by rococo-
style gilded garlands. During the recital under discussion he played
two fugues by Bach, the B Minor and the E Minor (“Wedge”),
drawing out his own stops with no interruption of the music.!? He
was one of the first organists since the Baroque era to develop the
technical ability needed to play the difficult pedal parts in Bach’s
organ music.13

Dudley Buck, ca. 1865

During the first decades of the nineteenth century, Schneider’s
performances in Germany and England did much to bring about a
renewed enthusiasm for the Leipzig master’s organ music. It was
this tradition that Schneider passed on to his young protégé from
Connecticut: “Among the most famous of these [students] are Mr.
William Mason, who took lessons of him only for a short time, and
Mr. Dudley Buck. Mr. Buck almost exactly reproduces Schneider’s
‘quiet and unobtrusive style of pedal playing.”!4 Later reports of
Buck’s playing consistently comment on his remarkable pedal skill.
Buck must have been a musician of extraordinary ability, for he later
explained to W. S. B. Mathews, a Chicago music critic, that he spent
all week composing and practiced his organ music only on Sunday
in preparation for his Monday morning lessons with Herr Schneider,
including the demanding Bach preludes and fugues. He claimed to
be able to “play any good Bach fugue through fairly well after going
through it half a dozen times [!]”'> Buck spent one year in Paris,
1861-62, before returning to this country.

Though Buck was probably unaware of it during these early
years, when he returned from Europe in 1862 the United States
stood at the threshold of establishing its first major phase of art
music. He was singularly fortunate in being present at one of those
rare moments when events converged to create an unparalleled
opportunity for musical leadership. At the close of the Civil War,
with the seemingly intractable issue of slavery and states’ rights
tragically but finally settled, Americans were ready turn to other
concerns, including cultural ones. The time was ripe for a new
direction in this country’s musical life. And almost any sustained
effort would be plowing fertile ground, for even after almost a
century the United States had not securely established any institu-
tions for training and performing serious music. What artistic
musical activity there was occurred mostly in cities in the Northeast.
Boston’s Handel and Haydn Society had been singing Mendelssohn,
Beethoven, and Schubert since 1815. That city also saw the first
documented performance of a Bach work in the United States on
March 2, 1853, when his Concerto in C Major for three harpsichords
and orchestra was played by three pianists and a string quartet. And
Samuel P Morgan played the B Minor organ fugue at a recital in
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Theodore Thomas in 1857, age 22

August, 1856.16 But these were uncommon exceptions. W. S. B.
Mathews, writing in 1889, quotes one George James Webb, an
English organist who came to Boston in 1830 where he played for
more than twenty years, that “in his time there was not a single
organist in Boston capable of playing a first-class fugue by Bach.”17

New York had also experienced a slowly growing number of
serious music performances through the 1850s and 60s. Edward
Hodges (1796-1867), an English Doctor of Music from Cambridge,
served as organist at Trinity Church from 1839 to 1859 and quite
likely performed Bach for the first time in that city.!® He was one of
the first organists in this country to make full use of the pedals and
to that end designed a new organ for Trinity Church with a pedal-
board of two octaves.!?

The waves of German immigrants during the 1870s, 80s, and
90s gave enormous impetus to the budding native interest in art
music. Indeed, artistic growth in America would probably have been
much slower in coming without these well-trained and committed
musicians, such as Theodore Thomas (1835-1905), perhaps the
single most important figure for the development of classical music
in America. Born to a Stadtmusikus in the German town of Esens,
Thomas came with his family to the New York in 1845 where he
joined the Philharmonic Society as a violinist nine years later. In
1862 he began conducting his own orchestral concerts at Irving
Hall, the same year he was engaged as conductor of the Brooklyn
Philharmonic Society. In 1869 Thomas started what would be the
first of yearly tours with his orchestra that visited almost all major,
and many, lesser American cities. Thomas’s approach was to pro-
gram lighter pieces and popular soloists to attract an audience, then
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sprinkle in more weighty fare. Early on his concerts showed ever-
increasing sophistication in repertoire, where he introduced
audiences for the first time to many masterworks by Beethoven,
Schumann, Liszt, Mendelssohn, and Wagner. In 1891 he assumed
directorship of the newly formed Chicago Orchestra and just lived
tosee the opening of the new Orchestra Hall on December 14, 1904.

Buck would do for American organ and choral music what
Thomas did in the orchestral sphere. Buck established his reputa-
tion through his impressive ability as an organist, particularly in his
extraordinary pedal technique, which he had learned from Johann
Schneider. By this he stood apart from other organists. Mathews in
his One Hundred Years of Music explained that aside from the
performances of Paine, Buck's “pedal playing was far ahead of
anything then existing in America. In fact, Mr. Buck’s organ playing
has rarely or never been duplicated, for while greater virtuosity may
have appeared in America since, there has been no other concert
organist with so much natural gift for music.”?0 Mathews recounts
in another place that when Buck visited the organ factory of William
A. Johnson in Westfield, Massachusetts, shortly after his return,
“The certainty with which he pedaled was astonishing to the
Westfield crowd.”2! They went so far as to put a cloth over the pedals
to see if he really could hit the right notes without looking.

Again like Thomas, Buck’s success also came from his sure sense
of programming the serious along with the lighter organ literature.
By the 1860s organ recitals were becoming routine, though the
quality of the literature and the playing could vary enormously. The
organ world was divided between performers who only sought to
entertain their listeners and those who hoped to edify them. In a
review of the dedicatory recital for the new Hook organ in Boston’s
Arlington Street Church in 1861, Dwight, not identifying the or-
ganist (who was probably John Henry Willcox), wondered why the
instrument was forced to go through the musically insipid “wander-
ings among solo stops, the potpourris of operas, popular airs, bits
of secular and bits of sacred, strung together upon the idle fancy of
the moment. . . .” Only the finest music would do as the listener
“seeks to be edified and strengthened by the grandest of all instru-
ments voicing the great thoughts of Eternity.” Light selections were
okay, like “the queer scrolls and monsters carved here and there
about a Gothic cathedral” but they should remain in their place.?

Dwight was not overstating the problem. One writer for The
Musical Visitor despaired at the “trifling manner which is becoming
more and more common” in organ recitals. After asserting that
organ concerts should be molded by a “higher law, which directs
and governs mechanical skill,” the writer goes on to decry many
organists’ “ineffectual, slovenly manner” of playing. Organists may
play “Mulligan Guards,” “My Gal Sal,” and “Pop Goes the Weasel”
to entertain their audiences, but it desecrates the instrument, the
performer, and the listener. Organists should hold fast to their noble
calling, and avoid making the mistake of thinking that “true, grand
organ music, well played and mated with the soul which the great
composers gave it, will not be relished and appreciated by a
music-loving public.”?

But where was the center? Buck and the other enlightened
organists of the day understood the challenge of selecting programs
that included something for everyone. Many of the places where
Buck performed had literally never before heard a professional
organist (or often any other professional musician, for that matter).
Moreover, the majority of his audiences brought essentially no
artistic frame of reference to his concerts; thus they had little
experience with serious music such as Bach fugues. Gilbert Chase
sums up the problem: “Aesthetic appreciation — that is, the quality
that permits an artistic experience to be received and enjoyed as
such — was almost entirely lacking.”2* To complicate the situation
was the issue of orchestral transcriptions. During the previous
fifteen years new organs, influenced by the Great Organ in Boston’s
Music Hall (1863) were growing larger, louder, and more compli-
cated mechanically. Moreover, the general adoption of equal
temperament had made the instruments capable of playing or-
chestral transcriptions in all keys, something previously impossible
with the old meantone tuning.?s With rhese grand new instruments
at their disposal, organists increasingly turned to transcriptions,
often at the expense of original organ music.



Buck addressed this issue in an essay “On the Legitimate in
Organ Playing,” putting his finger precisely, but “Without giving a
dogmatic opinion,” right on the problem.?¢ From the beginning he
left no doubt “that Bach was the greatest composer for his instru-
ment that the world has ever known.” The critics could not question
his “faith” on that issue. (They should have noticed that no one had
been more zealous than he in presenting the Leipzig master’s works
throughout this country). But why must they insist that organists
play only his music and “turn with a sneer from nearly everything
else of a dissimilar style.” They forget that legitimacy in art results
partly fromits relevancy to the audience to whom the musicis being
presented. In fact, during the early eighteenth century, as Buck
points out, Bach’s audiences actually enjoyed “fugues upon the
piano [!].” He points out that things were improving now: “within
the last eight years [since Buck’s return from Europe], so far as this
country is concerned, what wonderful improvements in organ-
building!” And these improvements will lead “to a new plane of the
legitimate in organ-playing.” Just in the last five years progress has
been made, “and the comparative interest felt in organ performan-
ces, abundantly prove that this indispensable foundation-school of
sound organ playing is attracting more and more attention.” No
doubt, it would be ideal to play only serious organ music for, “from
atrue artstandpoint an organist should throw hisinfluence towards
works originally composed for his instrument.” But one would most
likely turn listeners away from all organ music, Bach, and orchestral
music. Then he’d be back to“My Gal Sal” and “Pop Goes the Weasel.”
Buck perceptively understands that “this matter of overture playing
not infrequently serves as a stepping-stone to better things.” For this
reason, “Even the playing of light overtures may find a certain
justification in this land, where so much musical missionary work
has yet to be done. . . ."

And Buck stepped right forth as chief missionary with almost
evangelical zeal. His recitals during this period judiciously ranged
the entire spectrum of music from Bach fugues to lighter fare,
including his enormously popular variations on “The Star-Spangled
Banner,” “Home Sweet Home,” and “The Last Rose of Summer.”
Even his Grand Sonata in E-flat, in the best German romantic
tradition, used the familiar tune “Hail! Columbia.” To help his
audiences in understanding the new works, he “adopted the very
sensible practice of prefacing the more important pieces with a few
explanatory remarks, which serve the important purpose of intro-
ducing unknown composers, and giving the listeners a clue to the
proper stand-point from which to judge familiar works.”?”

Buck’s widespread and lasting popularity resulted, then, from
his striking virtuosity as an organist combined with his well-
rounded programming. Understanding this explains why the
writers of his day (and for some time after) were so effusive in their
praise. His work indeed fell onto fertile ground and made the work
of those who followed much easier. The Dictionary of American
Biography suggests that “As a concert organist of imposing ability,
his extensive tours during the first fifteen years of his public life
helped greatly to uplift standards of organ-playing and organ-
music, both of which were in dire need of improvement.” Or, The
Outlook, which, the week after his death, acclaimed “the concerts
he gave in almost every part of America . . . set a standard which
was within the understanding of his auditors and at the same time
was higher than that to which they had been accustomed.”28

Buck began attracting national attention in November 1865
when he presented the first of three series of organ recitals at the
North Congregational Church in Hartford where he was organist
(1850 E. & G. G. Hook op 110, three manuals). I think he made an
intentional artistic statement by opening the series on November
25, 1865, with the E-flat Major Fugue (“St. Ann”) by Bach. In total,
he performed nine documented major Bach works: Fugues in G
minor, E minor (the “Wedge” ?), A minor, E-flat, and B minor; the
Prelude and Fugue in C major, another Prelude in C major, Prelude
in B minor, and the Passacaglia in C minor.2? Nearly every program
he played would include one of these works by Bach or another
serious piece, such as a Mendelssohn sonata. In addition, the
recitals typically included contemporary works by Buck and other
organists such as A. Batiste (1820-1876) and L. Lefebure-Wely
(1817-1869). Immensely popular were the orchestral transcrip-
tions as well as Buck’s concert variations on the “Star-Spangled

Banner.” In the fashion of the day, most recitals also included a vocal
number or instrumental work. Typical of Buck’s programs is the one
from December 9 of that year:

Sonata 4 in B-flat Mendelssohn

Larghetto from Symphony 2 Beethoven

Fugue in E minor Bach

The Quartet from Fidelio Beethoven
Adagio from the Quintet No. 1 Mozart
Grand Offertoire in E minor, op. 28 Batiste>®

InJanuary of the next year the reviewer for The Hartford Courant
echoed Buck’s hope of educating his listeners to appreciate better
music: “Such music as that given by Mr. Buck at his concerts gains
upon the hearer by repetition, being that kind which does not wear
out, but discovers new beauties as it comes to be better understood.”
He also noted that Buck played selections from previous programs
(quite probably because Buck had conducted Beethoven's Mass in
C as well as his Fifth Symphony the night before, with players from
Boston). The reviewer’s only regret was that this organ concert was
the last of the series.3! The next month Buck dedicated a new
William A. Johnson organ (32 “registers,” 2 manuals) at the Second
Baptist Church in Suffield, where Buck put the pedals “to a severe
test. .. yet in the most rapid pedal passages (asin the “Tannhéduser
March”) they were quite noiseless in their action.”3? Buck would
play at least thirty organ recitals during the two years from 1865
to 1867.

In Hartford, Buck added a second series that next September,
moving to the South Congregational Church as the old North
Church was being demolished to build a new one. For these recitals
on the 1854 Johnson op. 35 of three manuals, he added the
Mendelssohn Sonata 5, his own Grand Sonata in E-flat, as well as
his two most popular and enduring pieces, the transcription of the
overture to William Tell, and the Concert Variations on “The Star
Spangled Banner.” Then, as now, the overture “fairly electrified the
audience” largely because “The last movement was performed fully
up to orchestral time, which is rarely done.”33 By the last recital in
November the audience “was larger than at any previous entertain-
ment, every part of the house being filled — a gratifying fact.” Buck
recitals proved resoundingly successful, so much so that “Mr. Buck
has decided to give a third series of organ matinees . . . ."3

By the end of the third series Buck had securely established
himself as an organist and composer of note. The Courant again
reported, “These Saturday matinees have been among the most
enjoyable of our concerts, as those who have attended will readily
testify.”35 He went on to decry the lack in Hartford of “an organ
upon which such music as we have heard at these matinees, can be
given with better effect.” Buck soon remedied the situation by
installing a modest-sized Johnson organ of two manuals, eleven
stops, and pedal, in 1867 in his home. Buck’s recent study in Europe
showed in his design for the organ. He insisted on a manual
compass of 58 notes, previously used by Johnson only on his largest
instruments, and a pedal compass of 30 notes, the largest pedal
board the builder had constructed up to that time. In spite of its
small size, the organ contained two reed stops, and the Great had
a three-rank mixture, though no 4-foot principal. The instrument
also used a water motor to supply wind, and included a “ratchet
swell pedal.”3¢ Even though the organ was smaller than some in
Hartford, The Courant found it “unquestionably superior in its
voicing and general appointments to any organ in this city, not
excepting the new Masonic Hall organ by the same builder.”3’

Buck ensured that his performance achievements would not go
for naught by his teaching. Two of the most distinguished organists
of the next generation studied with him in Hartford: Clarence Eddy
(1851-1937) and Frederick Grant Gleason (1848-1903). Eddy
worked with him in 1867 before departing for extended study in
Europe, where he played before the Kaiser and Court in Berlin. After
his return to Chicago in 1874 he became organist at First Congrega-
tional Church for a salary of $2,500 (one of the highest in the
country at the time) and then Director of the Hershey School of
Musical Art. In the spring of 1877 the Hershey School built an
800-seat recital hall with a new three-manual, 30-stop organ,
designed by Eddy and constructed by Johnson & Son, Op. 489.
Following the organ dedication Eddy gave a celebrated series of 100
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1867 Johnson op. 221, Buck’s Hartford Residence

Dudley Buck’s Residence Organs

OR HIS RESIDENCE in Hartford and for a music hall adjacent
Fto his Chicago home, Buck commissioned organs from

William A.. Johnson. Both specifications feature full
compasses of 58 notes from C in the manuals and 30 notes in
the Pedal. The smaller, Hartford organ has no 4’ Principal or
independent 2’ in the Great, though the Swell has the 4’
Principal. The Hartford organ is reported to have had a tierce
in the three-rank Mixture, which pitch was probably repre-
sented in the Chicago organ'’s two Great Mixtures, one of two
ranks and the other of three. But the Chicago organ, too, had
no independent 2'in the Great. An automatic page turner and
water motor were novel in the 1867 organ; the page turner
was apparently omitted from the 1869 instrument.

Rare was the Pedale Ventil on the Chicago organ. This
device allowed a combination of the Pedale stops to be set,
then brought on or off by a quick action of the foot upon the
Pedale Ventil, which admitted or denied wind to the Pedale
windchest(s). Thus, coupled registrations to the Pedale could
quickly be augmented by the Pedale stops themselves. The
organ also had two “pre-set” combination pedals for each
manual division, as well as pedal “reversibles” for couplers
Great to Pedale and Solo to Great 16

The 16’ coupler Solo to Great had become popular in the
early 1850s (the Solo had most often been called “Choir”
before the mid-1860s); indeed, three manual organs by Hook
rarely had an 8’ Choir or Solo to Great in the 'SOs and '60s,
the 16’ coupler providing that pitch to the Great of an organ
which had no 16’ Great stop (and, in at least two cases of very
large organs with 16’ stops in Great and Choir, it provided a

1867 William A. Johnson Opus 221
Dudley Buck Residence, Hartford, Connecticut

GREAT 58 notes COUPLERS
8’ Open Diapason . . . . 58 Great to Pedal
8' Melodia w & s i o » 58 Swell to Pedal
4’ Suabe Flute . . . .. 58  Swell to Great
111 Mixture (12-15-17) . 174 ACCESSORIES
8' Clarionet (TC) . . . . 46 Pedal Check
SWELL 58 notes B
ngine

g, g{pf.”! Dl TSIV e Ratchet Swell Pedal
alicional (TC) . . . . 46 L
8 Stop'd Diapason Bass 12 Three Combination Pedals
8' Gedackt Treble (TC) . 46 Pedalto Leaf Turner
4’ Principal . . ... .. 58
8 TrumpetBass . . .. 12 Source: Homer Blanchard, “The
8" Trumpet Treble (TC) . 46 Organ in United States: A Study
PEDAL 30 notes in Design,” The Bicentennial
16’ Bourdon - 5 vms i s 30 Tracker (OHS, 1976), p. 45.
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recitals, playing every Saturday (except during July and August) at
nggn \S/githout repeating any works, from March 3, 1877 to June 23,
1879.

Frederick Grant Gleason followed in Eddy’s footsteps, beginning
his study with Buck in Hartford before moving on to Leipzig, Berlin
and London for further work. He ended up in Chicago in 1876 or
1877 and joined the same Hershey School, later serving as general
director of the Chicago Conservatory (1900-03). Eventually his
reputation as a composer superseded that as an organist. He, along
with Buck, was one of the few American composers promoted by
Theodore Thomas. Gleason and Eddy never forgot who gave them
their start, something Buck much appreciated. “It was very nice in
Eddy and yourself to recognize the one who first started you,” he
wrote Gleason in 1879. Later: “I thank you for your kindly
remembrance of me as having been one who so to speak “laid your
musical keel."”3?

Early in 1868 The Courant noted a recital of Buck’s that would
prove a milestone for his career. He had been invited to Chicago to
dedicate the new Johnson organ at First Baptist Church. His reputa-
tion must have preceded him, for according to The Tribune, Buck
was greeted with “an audience which occupied every seat, and filled
every available inch of standing room, while it was one of the most
respectable and appreciative gatherings ever met with in this city.”
Another comment, however, illustrates the clear advancement Buck
brought in the quahty of organ programs — he played Best'’s

Frederick Grant Gleason

Clarence Eddy

transcription of “Schiller’s March” (Meyerbeer), as well his own
Fugue Finale on “Hail Columbia,” the overture from The Merry
Wives of Windsor, his Concert Variations on “The Star-Spangled
Banner,” and as an encore the variations on “Home, Sweet Home”
— where the writer noted (probably with relief) that the recital was
“devoid of claptrap.” Of course, Buck's playing showed him to be “a
first-class organist, worthy of a pupil of Schneider, Reetz [sic], and
Richter. . . . He exhibited a thorough mastery of the instrument,
bringing out powers and beauties unknown before [italics mine].”
Yet again, however, it was “as a pedal performer that Mr. Buck
acquitted himself most worthy.” He displayed that quiet, subtle
pedaling, “absolutely without noise, and effected with the least
possible expenditure of motion.”*¢

Buck’s playing must have impressed some of the parishioners
from St. James Episcopal Church enough to open discussions about
his moving there, for by December we read in The Musical Inde-
pendent that he “is said to contemplate taking up residence in
Chicago. We bid him welcome.”*! By May 1869 he had assumed the
position as music director at St. James where “he has a poor organ,
but a good salary. His audience is eminently a fashionable and
recherche one.”*? Buck arrived to assume leadership of an estab-
lished tradition of musical excellence, something his work would
greatly strengthen. The program he left was subsequently led by
some of the most prominent names in American church music for
the next hundred years: Peter Lutkin (1891-1897), Clarence Dick-
inson (1897-1898); 1903-1909) and Leo Sowerby (1927-1962).
Chicago

Buclk’s arrival at St. James coincided with the completion of a
$100,000 renovation program fashioned to improve the musical



1870 William A. Johnson Opus 334
St. James’s Episcopal Church, Chicago
GREAT 58 notes SOLO 58 notes
16’ Open Diapason 8’ Keraulophon

8’ Open Diapson 8’ Dulciana
8 Doppel Flute 8’ Melodia
8 Gamba 4’ Flute d'amour
8’ Rohr Flute 2’ Piccolo
4: Octave 16’ Euphone
4 H‘?hl Flute 8 Clarionet
3 Mxiufe PEDAL 30 notes
ixture ) Prinet
f 16’ Principal
2, g:rrinoie[ 16’ Bourdon
SWELL 58 notes lg, Fc‘;zlr:;rabass
16' Bourdon -
8’ Principal 12, \BIIOIODHCZ"O
8’ Stopped Diapason , ombardon
8’ Salicional 8 Trombe
8’ Quintedena [sic] COUPLERS
4 Violina Gt. to Pd.  Sw. to Pd.
4' Octave Solo to Pd. Sw. to Gt.
4’ Flauto Traverso Solo to Gr.
IV Mixture Sw. to Solo

Pneumatic action on Gt. and Ped.

3 & 4 inches, wind.

Source: Musical Independent
(January 1871), p. 11.

16’ Tenoroon Trumpet
8’ Cornopeon
8’ Oboe
8’ Vox Humana (TC)

acoustics and space in the sanctuary, which had been built in 1857.
At that time they had moved the old organ, a Hall & Labagh, once
considered a grand instrument, to the new building. In 1870 Buck
persuaded the vestry to purchase a new instrument from William
A. Johnson, valued at $12,000, for which supposedly the parish
paid only $7,000, probably as a result of Buck’s friendship with the
organbuilder. The organ (Op. 334) was designed according to
Buck’s specifications, with the newly patented pneumatic attach-
ment on the Great and Pedal, which made the action as “easy as a
piano.” The elegant black walnut case matched the church’sinterior,
and enclosed over 2,500 pipes.*?

Buck built next to his home in Chicago a small music hall able
to seat about 200 people, into which he installed a three-manual
Johnson organ (Op. 294). The organ contained twenty-two stops
enclosed in a black walnut case, with a statue of Beethoven sitting
atop the arched impost. One writer praised the “full, rich, yet not
overpowering tone” as well as the sound “in the full organ, and the
properrelation of the several stops to each other is very excellent.”#4
Buck also kept his extensive music library — quite possibly the
largest in the Midwest at the time — in the hall. It contained “all of
the Bach scores published by the Bach and HandelSociety of Leipsic
[sic], a great deal of organ music, the complete scores of Beethoven,
orchestral, vocal, and chamber,” as well as German theory texts and
books on organ building.** Buck’s playing continued to enjoy en-
thusiastic reviews; The Musical Independent noted in August, 1870:
“Mr. Buck’s playing was characterized by his usual precision and
elegance . . . . Mr. Buck displayed a mastery of organ technique . . .
which placed him in the front rank of American organists” (p. 122).

In addition to his work as a performer and composer, Buck took
great interest in the betterment of organ performance in this
country. He realized that the nascent interest in serious organ
literature would die on the vine should organists remain unable to
perform it. To this end he wrote what was probably his first essay
concerning organ pedagogy, “Hints for Young Organists.”*¢ Not
much later (1877) Buck would expand on the issues of accompani-
ment facing the organist in his Illustrations in Choir Accompaniment
with Hints in Registration. To assist young organists in improving
their pedal technique, Buck wrote two collections of pedal studies:
Eighteen Studies in Pedal Phrasing for the Organ (Op. 28), and Six
Choral [sic] Preludes on Familiar Church Tunes, Designed Primarily
as Studies in Pedal Playing (Op. 49).47 Both proved popular, with the
Studies in Pedal Phrasing going through at least one additional
edition in 1895 (G. Schirmer) because of the “great improvements
made in the ‘action’ of organs to-day as compared with those built
twenty-five years ago” as Buck wrote in the new preface.

soft 32’ pitch to the Great chorus). Johnson, however, often
supplied an 8’ Choir or Solo to Great exclusively, so the 16’
coupler in Buck’s house organ is unusual and obviously
well-planned to achieve great utility from the piano and
mezzo stops of which the Solo is comprised.

Nomenclature of the stops in the Chicago organ was quite
uncommon, especially for organs built in New England and
New York. Use of the term “Principal” for the 8 Open
Diapason stops in Swell and Great and 16’ open wood in the
Pedal surely relates to Buck’s European experience, as do the
terms “Flote” and “Rohr Flote,” the latter more precisely
describing the common construction of most early and mid-
19th-century Great Stopped Diapasons.

An exhibition of the Chicago organ was held at the
Johnson factory in Westfield, Connecticut, on August 9, 1869.
A brochure which was printed for the exhibition provides the
stoplist and describes the organ:

THE case of the Organ is of Black Walnut to the Belt.

The central section is arched above the Manuals, support-
ing a Pedestal on which is placed a bust of Beethoven.
Under the Pedestal, and supporting it, is a Bracket of
beautiful design and exquisite workmanship.

The Organ shows no wood work above the Belt, the
upper section being composed entirely of Pipes. Those
composing the central section are made of ‘Spotted Metal’
and are left in their natural state as to color and ap-
pearance. Four ditferent ranks of Pipes are shown arising
one above another, receding as they rise.

The side sections are beautifully decorated with gold
and silver leaf picked out with black, producing a most
pleasing effect.

The Hartford organ existed in a small Lutheran church in
Detroit until 1947 or 1953 (sources differ), when it was
replaced by Moller. The Chicago organ burned in the Great
Fire of 1871. Buck is not known to have had a house organ
after his return to the East. Wm. T. Van Pelt

1869 William A. Johnson, Op. 294
Music Hall of Dudley Buck, Chicago, Illinois
Source: brochure for exhibition of organ in factory, Aug. 9, 1869

GREAT 58 notes PEDALE 30 notes

8 Principal (metal) . . . 58 16’ Principal (wood) . . . 30
8 Gamba (metal) . . . . 58 16’ Bourdon (wood) . . . 30
8’ Rohr Flote (wood & m) 58 8’ Flote (wood) . . . . . 30

4’ Octave (metal) . . , . 58 Pedale Check

Il Mixture (metal) , . . 116 Tremblant

I Mixture (metal) . . . 174 Engine

8’ Trumpet (metal) . . . 58 MECHANICAL MOVEMENT
SWELL 58 notes Swell to Great

8' Principal (metal) . . . 58 Swell to Solo
8’ Salicional (metal) 58 Solo to Great

) V1 i Solo to Great Sub-Octave
8’ Stop’d Diapason (wood) 58 Swell to Pedale

4’ Violin (metal) . ... 58
4" Traverse Flute (wood) 46 g;f:i;ongii]ée
8' Oboe (metal) . . . . . 58 ‘

COMBINATION PEDALS
1 and 2 act on Great Organ
3 and 4 act on Solo Organ

SOLO 58 notes
8’ Keraulophon (metal) . 58

8: Dulciana (metal) . . . 58 g .46 act on Swell Organ

8 Melodia (wood) . . . 58 7 4c(5on Pedale Ventil

4 Flute Harmonique (m) 58 g acts on Great to Pedale Copula
2' Piccolo (metal) . . . . 58 9 z¢ts on Tremblant

8' Claironet (metal) . . 46 10 actson Solo to

Great Sub-Octave Copula.

Buck continued touring widely across the mid-west and north-
east from Chicago. The Musical Independent reviewed one recital in
Springfield, Massachusetts, on July 20, 1871, where he opened with
the Bach Passacaglia, played other selections from Cherubini,
Thiele, Beethoven, Schubert, and Lortzing, and closed with his
transcription of Wagner's overture to Tannhduser.*® Unfortunately,
while away on a later tour the Great Chicago Fire struck on October
9, destroying most of the city. Buck returned home two days later
to find his house, concert hall, organ, and worst of all, valuable
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library gone, to the amount of $20,000, a major sum for the time.
By the time Dwight’s Journal ran the news from their Chicago
correspondent, “Der Freyschuetz,” Buck had decided to move to
Boston.? ?In summing up Buck’s work in Chicago the writer speaks
in superlatives, describing him as the pioneer he proved to be in so
many other arenas. In fact, what finer valediction could any
musician ever hope for than the following:

During the three years that he has been in this city, he has
done more to elevate the tone of the profession than any other
man. All the best church organists of the city, except one or two,
have taken lessons of him; and every man of them has a higher
opinion of Dudley Buck’s ability as an organist, than before he
was brought close enough to admit of measurement. As a teacher
of advanced Harmony, Counterpoint and Fugue, he had a
monopoly in this locality, and in my opinion deserved it. This is
the greatest musical loss that the fire -
brought us.

Boston

The same issue of Dwight’s that pub-
lished the above piece warmly welcomed
Buck to Boston: “And we commend par-
ticularly to the hospitality of musical Bos-
ton the gentleman of whom he speaks so
feelingly, perhaps the most ac-
complished, useful and successful of all
American musicians settled in the West,
MR. DUDLEY BUCK. . . .”(p. 127). He arrived in
town within a month, immediately
joined the faculty of the New England
Conservatory of Music where he taught
organ, piano, and harmony, and soon
accepted a position as organist of St.
Paul’'s Episcopal Church, which is now
the Cathedral Church of St. Paul.® °The
next spring the Boston Music Hall As-
sociation appointed Buck to the position
of organist, where he would preside over
the Great Organ and give three weekly
concerts of an hour each. In Boston,
Buck’srecitals were right in step with the
high standards that Paine and others had
established. He confidently included in
one of his first recitals at the Music Hall
the Bach Passacaglia as well as his Sonata
in E-flat. Dwight was delighted: “He al-
ways performs at least one good Prelude
and Fugue by Bach, with a large variety
of arranged pieces, variations, and im-
provisations well calculated to unfold the manifold resources of the
instrument to curious listeners.”>!

During his Boston years Buck began to reorient the direction of
his musical efforts away from organ performance towards composi-
tion. As he wrote Samuel P Warren in February of 1875, “for the
past year and halfI have been so much occupied in other directions
than concert organ-playing that I have wholly dropped my prac-
tice.”>2 He would never resume an active career as a performing
organist, though he continued playing at church until his retire-
ment. This change in direction would firmly cement Buck’s name
as the most prominent composer of his generation.

Musically, America was ready for some leadership in moving
toward higher artistic ground. It remains stubbornly difficult for us
to really believe that things were as appalling as they were. Surely
it couldn’t be that bad, we wonder. Well, listen to this writer on the
state of church music at the time: “Ignorant choristers, uneducated
organists, untrained choirs, and more than all and worse than all,
the abominations in the shape of musical compositions — chants,
anthems, and psalm tunes, which make up the trashy flood of new
singing books, published every day for the benefit of the authors,
rather than the glory of God or the improvement of musical science,
are among the difficulties which lie in the way of having good
church music. . . 33 The problem was not only the wretched music,
but the musicians in the churches. Placing musical leadership in
their hands “shows the folly, not to say wickedness, of leaving the
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At St. Paul’s Episcopal Church in Boston, Buck presided at the
1854 E. & G. G. Hook of three manuals and 50 “registers.”
The organ exists at St. Thomas Aquinas Church in Boston.

arrangements and performances of ‘sacred music’ in the hands of
ignorant and incompetent persons.”

Dwight's and other musical voices called for a new musical life
in the American church, which still had almost no genuine choral
tradition. Into this circumstance stepped Dudley Buck with the
unique combination of talent, training, and attitude to pull together
what few threads of structure existed, strengthen them, and then
spin new musical cloth. In addition to his considerable musical gifts
he had a generous attitude — he sought to meet people on their
level and encourage them towards better music. He was also tireless
in his commitment to composing, playing, and teaching. He played
throughout the West and East, taught many if not most of the next
generation of organists, and was the most successful composer of
choral music for thirty years. Finally, he possessed a healthy dose
of common sense; he understood the
reality of the situation, that he was start-
ing almost from scratch, and he knew
what it would take to lead people
without alienating them. Seeing how
dreadful things actually were, how much
there was to be done, and how few
Americans had any musical background
casts a whole new light on Buck’s work,
work that resulted in his leaving his mark
on American music as no other musician
did during the three decades following
the Civil War.

Understanding the situation also con-
fronts another complaint by musicians of
this century, that of musical style. After
World War I it became fashionable to
disparage the Germanic model that in-
formed Buck and his contemporaries.
They were seen as second-rank im-
itators, whose music was largely deriva-
tive. When they began their professional
lives, they were faced with a daunting
dilemma: what kind of music would
have artistic merit and substance, but
still be understood by American audien-
ces? We easily forget that the musicians
composing during the 1860s and 70s
worked in a native vacuum, with no his-
torical precedents nor guides as to what
to write or how to write it. Thus they
turned to the only viable musical tradi-
tion available at the time. That Buck and
others “did not discover typically
American paths is no cause for wonderment,” observed Howard
Hanson. “Their inspiration, their musical sustenance, was drawn
almost entirely from Europe. The United States of that period had
little to offer them from the musical standpoint in the ways of
encouragement or assistance. The path of the pioneer . . . is a
difficult one. . . .”%* Indeed, Buck and his generation plowed
practically barren soil in an almost hostile climate. They intention-
ally chose to compose music in a style with which they were
comfortable, and one that would communicate with their audien-
ces. Though we are quick to dismiss their music as superficial and
sentimental, the listeners of Buck’s day experienced no sense of
stylistic exhaustion. The techniques the American composers
transplanted from Europe still possessed tremendous potential. For
them the music of Beethoven, Bach, Schumann, Schubert, and
Mendelssohn not only had not been drained of vitality, it was largely
unknown and therefore still fresh. Thus by intentionally choosing
familiar models, they knew they would have musical ground in
common with their audiences.

Buck’s Grand Sonata in E Flat (Op. 22, 1866) typifies hisreliance
on German romantic models for its formal structure and contrapun-
tal techniques. As the first organ sonata composed by an American
it comes as no surprise that Buck leaned heavily on an established
form, which his four-movement work follows closely: Allegro con
brio (E flat, sonata form), Andante expressivo (A flat, ABA), Scherzo
(C minor/major, ABA), and Allegro maestoso (E flat, Fugue with



coda).%> But Buck moved beyond simple academic formalism with
his sure sense of craftsmanship and engaging lyricism. The two
themes of the first movement — the first narrow ranged and
chromatic, the second more lyrical and orchestral — offer musical
contrast, while the transition areas, which grow from the themes,
provide continuity. The second movement gently recalls the musical
world of Mendelssohn'’s Songs Without Words while the scherzo has
the direct appeal found in his livelier “fairy” music. Buck shows his
firm grasp of the “learned” style by casting the concluding move-
ment as a fugue on the popular patriotic theme “Hail Columbia.”
The chromatically elaborated motive builds to an impressive climax
after more than twelve entries when the pedal breaks into a brilliant
and demanding solo cadenza underneath one last statement of the
melody.

Buck soon achieved another first as an American composer. After
some apparent prodding the Harvard Musical Association, the
leading resident instrumental ensemble in Boston, agreed to per-
form a work by an American. On their seventh concert of the season,
January 29, 1874, they played their first American work, an over-
ture by Buck. The Song Journal rejoiced: “The Harvard Musical
Association has never done much for native art, and the public at
large will be pleased as well as surprised at this new departure.”
Once again, Buck led the way for other Americans, as the writer
noticed, “Now that Buck’s music has been heard, there is no reason
why other American composers should not receive some considera-
tion.”*¢ Dwight’s felt the work to be on the light side, “somewhat
theatrical, pleasing,” but not so fresh with its ideas. Nevertheless,
it assured Buck that he “may well find encouragement and motive
for higher aspiration in the success of this experiment.”s?

Bucl’s reputation as a composer in Boston grew rapidly as his
works found increased performances. He had been in town almost
no time when Patrick S. Gilmore (1829-92), the most popular band
conductor of his day, commissioned him to compose a Festival
Hymn for the World Peace Jubilee, which began on June 17, 1872
and worked up to an explosive finale on July 4. Along the way, a
“chorus of some 17,000 voices. . . and an orchestra of 1,500; 40
vocal soloists from Europe and America sang arias from operas and
oratorio, in unison.” Johann Strauss, Jr., as well as Franz Abt were
in attendance also.”® Buck’s uplifting music, set to his own words,
opened the program for June 18:

O Peace! on thine upsoaring pinion,

Thro’ the world think onward flight taking,
Teach the nations their turmoil forsaking,
To seek thine eternal dominion.

Buck wisely kept the harmonies diatonic and the texture largely
homophonic, realizing that anything more complicated would not
work with such large forces. Even then, the performance left
something to be desired — the Jubilee was too massive, with too
many people too spread apart, and too little rehearsal. Neverthe-
less, Buck’s Hymn found a positive reception.>?

His greatest success to date came from the inclusion of his
Forty-sixth Psalm in a program on May 7, 1874, by the celebrated
Handel and Haydn Society of Boston on their Third Triennial
Festival.®® Buck had led it himself earlier that year with the
Providence Philharmonic Society, which he conducted. Its finest
hour, however, came when Theodore Thomas presented it at the
Handel and Haydn Society Festival, where the 600-voice choruswas
joined by Thomas’ orchestra, which had been increased from 60 to
80 players for the occasion.®! The work easily shows its close affinity
to the psalm settings of Mendelssohn, with similar requirements of
soloist, ensembles, and chorus, as well as the cantata form of the
eleven verses cast into separate movements.

Thomas proved to be a fast friend (which speaks well for Buck
since the authoritarian conductor was known far and wide for his
rigidly discerning tastes as well as demanding requirements on
performers and composers alike). Thomas must have thought un-
commonly well of Buck’s compositions, as he performed works by
Buck with his orchestra on at least six different concerts throughout
1874.%2 This was a rare compliment considering Thomas'’s miserly
performance record concerning American music (The Musical
Courier of June 16, 1886, despaired that of “one hundred and fifty
compositions performed by Mr. Thomas in his Popular Concerts,
only two were the productions of American musicians. . .."”). Buck’s

life took a decided turn when Thomas, as music director for the
Cincinnati May Festival of 1875 invited him to perform as organist
for the Festival. Inmediately afterwards he asked Buck to join him
as assistant conductor for the Summer Garden Concerts in New
York, which he had given since 1865. These were similar to the
“pops” concerts of this century with tables and food available for
the audience. Unfortunately, Thomas’s 1875 season — his eighth
— failed miserably partly due to constant rains, as well as the overly
sophisticated programming, all of which reduced the audience.
When people heard that Thomas was not conducting, attendance
dropped even more. It was no slight to Buck’s ability — “the con-
certs were successfully conducted by Mr. Dudley Buck” — people
just wanted to see Thomas and no one else would do.%3

New York

By the end of the summer Buck had decided to stay in New York,
as he wrote Samuel Warren in September: “You probably know that
I have decided to remain in New York, and I naturally turn to you
as the one who can post me in sundry matters respecting which I
should like to enquire.”¢* For the next few months Buck’s time was
taken with his work on a cantata for the opening of the Philadelphia
Centennial Exposition, scheduled to run for six months, opening on
May 10, 1876. By the time the exhibition closed, an estimated eight
million people (out of a population of forty million) had paid to
view the amazing exhibition in some 167 buildings set on 450 acres
in Fairmont Park. At the recommendation of Thomas, the
Centennial’s music director, Buck had been commissioned in late
1875 to compose a cantata for the commencement ceremonies.
Wishing to use the occasion for the symbolic reconciliation between
the North and South, Sidney Lanier, a southern poet, was asked to
write the text. Thomas likewise obtained a commission for John
Knowles Paine to write a hymn to words by John Greenleaf Whit-
tier.65

Over 200,000 people attended the monster concert that opened
the Centennial, including President Grant, his Cabinet, and mem-
bers of Congress and the Supreme Court. The Thomas Orchestra,
expanded to 150 players, and a Grand Centennial Chorus of nearly
1,000, played and sang in the open air to the huge crowd; unfor-
tunately, only those up front could hear. Nevertheless, Thomas,
radiant in a morning suit and top hat, and brandishing his baton
like a field marshal, led his musical legions through a mix of
national airs and popular tunes, followed by the Centennial n-
auguration March by Richard Wagner, commissioned for $5,000.
Next came the Paine/Whittier Centennial Hymn — “Whittier’s text
was labored but mercifully short” — followed by Buck’s Centennial
Meditation of Columbia.

Buck’s work, set for bass solo, chorus, and orchestra found a
mostly favorable reception with the critics. The Atlantic Monthly,
which reviewed the work at length (in contrast to the scant para-
graph it accorded Paine’s hymn) liked the work: “Musically con-
sidered, the cantata is a most capital piece of writing.” But the
reviewer could not close without one veiled barb: “Mr. Buck does
not write with a very Titanic pen, but his style is so pure and
unforced, his effects are so easily and naturally brought about, that
we cannot but overlook an occasional tendency to the trivial and
commonplace.”® The critic for The New York Tribune disagreed:
“There is not a dull page in it. There is not a page which does not
seem to be in just the right place as part of a well planned whole.”¢7
It was an amazing feat considering Lanier’s bafflingly obscure and
musically unsuitable text. The work shows Buck at his best, from
the first stirring chords to the solos in Italian style, including fugal
passages displaying his “learned” style, and sections of extreme
chromaticism, “reminding us that he was the first American com-
poser of the nineteenth century to appropriate some of the har-
monic language of the ‘modern’ German school.”6#

At the time the exhibition opened, Buck had likely already begun
working at St. Ann’s Episcopal Church in Brooklyn, as May 1 was
the usual starting date of the employment contracts for church
musicians. St. Ann’s was the parent parish in Brooklyn and had
erected a building at Sands and Washington streets in 1795.%° Buck
had barely unpacked his music when he decided to move across
town to the Church of the Holy Trinity (now St. Ann and Holy
Trinity). The vestry records of March 17, 1877 read that they had
engaged “Mr. Dudley Buck as organist & Musical Director for one
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year from May 1st next at $1500 salary & $100 gratuity.” The church
obviously liked Buck, for by April, 1879 it had raised his salary to
$2,000, not only a twenty-five percent raise, but a magnificent sum
in nineteenth-century dollars. Buck for his part must have felt he
had finally found his niche as he remained there for twenty-five
years until his retirement in 1902.

Buck’s move to Holy Trinity turned out to be an extraordinarily
fitting one. Both he and the church came to occupy singularly
celebrated places in the maturation of American artistic life — he
in music, the church in art and architecture. Holy Trinity was the
vision of one man, Edgar John Bartow, a Huguenot, who had been
bornin Fishkill, N.Y. in 1809, and moved to Brooklyn in 1830 where
he made a fortune in paper manufacturing. He had been an active
member of St. Ann’s when Richard Upjohn began his ambitious
project for Trinity Church, Wall Street, in 1839. Bartow then
decided to outdo Upjohn and construct the most imposing church
edifice in New York. He personally paid for the building of Holy
Trinity, intending to turn it debt free over to the congregation, but
financial reverses forced him to turn title over to the vestry in the
spring of 1856, which had to raise $30,000 to avoid foreclosure.
Bartow was keenly interested in Gothic architecture, which, in the
1830s, was entering its first mature phase in American life. He
wisely chose one of the most important architects of the day, Minard
Lafever, also a Huguenot, who, along with Richard Upjohn and
James Renwick introduced this new style, which emphasized ar-
cheological and ecclesiological accuracy of design. “The outstand-
ing, certainly the most splendid, achievement of Lafever’s career
was the Church of the Holy Trinity (1844-47) in Brooklyn Heights.”
Built at the corner of Clinton and Montague Streets, the most
elevated section of Brooklyn Heights, the church in the decorated
early English Gothic style (14th century) was begunin August 1844.
The chapel, also designed by Lafever, opened for services on June
7, 1846, and the church on April 25, 1847, even though the vacant
gallery windows were boarded up, the organ remained uncom-
pleted, and the chancel had almost no furniture. The magnificent
tower and spire, 275 feet high, were completed in December,
1867.70

While Holy Trinity stands as one the first distinguished examples
of mature Gothic Revival churches in America, it is probably the
stained glass windows that caused the Department of the Interior
to designate the church as a National Historic Landmark in 1987.
The designer of the windows, William Jay Bolton (1816-1884) was
born in Bath, England, to an American father and English mother
in 1816. In 1844, Bartow commissioned Bolton to make three ranks
of large windows, forty-nine or fifty in all, for the Church of the
Holy Trinity. No other artists working at the time approached Jay
Bolton’s “effective draughtsmanship or the balance of form and
color he achieved in both the figures and their surroundings in his
later windows at Holy Trinity."?!

Fifteen years earlier in 1862 Dwight’s had praised the music at
Holy Trinity, with its well-prepared choir of eight singers, led by
George Warren, a well-known organist and composer.”2 Warren
moved to St. Thomas Church in New York in 1870, succeeded by S.
B. Whitley, who led the music at Holy Trinity until Buck’s appoint-
ment in 1877.73 The original organ was constructed by Henry Crabb
of Flatbush, Long Island, in 1845 as an instrument of three manuals,
forty stops, and two octaves of pedals; later, Johnson added some
new stops.” In 1873 Hilborne Roosevelt contracted his first three-
manual instrument for the church, op. 3.7° In 1899 the church
purchased a three-manual organ by Hutchings, with 44 stops,
including a Quinte in the pedal.

Buck quickly settled in at Holy Trinity as a serious professional
composer and soon came to international prominence. He swiftly
dispatched some of his most important works, beginning in that
same year, 1877, with his Hlustration in Choir Accompaniment, with
Hints in Registration, arguably the most complete, professional, and
enduring American organ pedagogical work for decades, even into
this century where “this handsome book enjoyed many editions,
and is still in use” as John Tasker Howard would write in 1931.76
At the same time he published his Second Organ Sonata, Op. 77.
The next year Theodore Thomas premiered his Symphonic Overture
Marmion (after the poem of Sir Walter Scott) at the Brooklyn
Academy of Music. Significant here was his use of the Wagnerian
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leitmotif technique, one of the first American composers to do so.
Within months he also finished the Festival Overture on the American
National Air; The Star-Spangled Banner, probably his most successful
symphonic work.

In the spring of 1878 Buck began his work with the recently
organized Apollo Club of Brooklyn as Musical Director, a fortunate
move that would result in a number of major works for men’s
chorus. For the opening concert of the second season on December
9, 1879, Buck programmed the first of five cantatas he would
compose for the Club, The Nun of Nidaros, take from Longfellow's
“Saga of King Olaf.” In 1881 he again penned another excerpt from
Longfellow’s poem, King Olaf’s Christmas, scored likewise for male
chorus with solos, accompanied by piano, reed organ, and string
quartet; the next year saw his Chorus of Spirits and Hours from
“Prometheus Unbound” by Shelley. He followed this in 1884 with
his most extensive work for male chorus, The Voyage of Columbus
(on a text adapted from Washington Irving’s Life of Columbus),
which premiered in May, 1886, in Brooklyn and a few months later
in Leipzig, Germany. This, along with S. G. Pratt's The Triumph of
Columbus and G. E Root’s Columbus, Hero of the Faith, were
scheduled for the World's Columbian Exposition in Chicagoin 1892,
but it never took place as Thomas, music director for the exposition,
resigned in August because of political and financial difficulties.

These cantatas formed much of the male chorus’ central per-
forming repertoire in many American cities during the last quarter
of the nineteenth century. Groups such as the Boston Apollo,
Chicago Apollo, Arion Club of Milwaukee, Loring Club of San
Francisco, the Mendelssohn Club of New York, and Mendelssohn
Union of Orange, New Jersey, to name a few, eagerly present Buck’s
works, often within months of their premiere in Brooldyn. The
choral movement throughout this country grew tremendously
during the decades between the Civil War and the Great War. Many
groups averaged upwards of fifty members, some even above one
hundred, year after year. It was into this flourishing situation that
Buck moved with well-crafted, appealing high-quality, and above
all, singable works, many astutely composed on American texts. He
joined his thorough European training with a penetrating
knowledge of exactly how much he could challenge his singers
without discouraging them musically. Yet he never sacrificed artistic
integrity. This was his enduring achievement, something no con-
temporary composer quite matched in quality, quantity, and appeal.

Buck worked industriously for years, becoming the most prolific
american composer of the last half of the nineteenth century,
according to David D. DeVenney in his Nineteenth-Century Music:
An Annotated Guide, where he credits Buck with 152 separate
works, ahead of Paine, Parker, Foote, Gilchrist, and Chadwick. While
quantity does not necessarily equal quality, Buck’s works found as
much and often more performances than any other single composer
during the late 1880s and 90s, according to Henry Krebbiel's Review
of the New York Musical Season and George Wilson's Musical Year
Book of the United States.” Choral groups and church choirs from
San Francisco, to Birmingham, Alabama, to Cleveland, Chicago,
New York, Boston, Philadelphia, and throughout the Northeast
programmed his works with regularity.

His works for mixed chorus brought him even wider acclaim. The
Legend of Don Munio (1874), taken from The Spanish Papers of
Washington Irving, had proved immensely popular, as did The
Centennial Meditation of Columbia discussed above. When the May
Festival Association of Cincinnati announced a prize of a thousand
dollars for a composition to be performed at the 1880 May Festival,
Buck submitted his Scenes from the Golden Legend (after
Longfellow’s “Christus”) under a nom de plume as did other com-
posers such as Silas Pratt, Paine, and George Bristow. In February
1880 the American Art Journal announced Scenes as the prizewin-
ner. Though the journal was not supposed to reveal the composer,
the writer admitted that “the composer of the work is Mr. Dudley
Buck, a warm personal friend and admirer of Mr. Theodore
Thomas.”’® As it turned out, three of the jurors had voted for Buck
and two for George Whiting, the organ instructor at the Cincinnati
College of Music. The predictable brouhaha erupted when it leaked
out that Thomas, the chairman, had been the one to break the tie.
Though he obviously recognized his friend’s manuscript, he also felt
that Buck had written the best work. The piece, which premiered




on May 20, 1880, along with Berlioz's King Lear Overture and
selections from Wagner's Siegfried and Die Gotterddmmerung — a
thoroughly modern program — became Buck's most frequently
performed work.”®

Buck’s reputation abroad was enhanced by the London perfor-
mance of his last large-scale choral work, The Light of Asia, based
on a text from Edwin Arnold’s poem “Light of Asia,” along with
selected verses taken from his “Indian Song of Songs,” which
recounts episodes in the life of Guatama Siddhartha. The piano
score was published in 1886 by Novello in London, something that
did not escape serious notice on this side of the Atlantic. The Choral
Society of Washington, D. C.,
presented the first public per-
formance — against Buck’s
wishes, as it proved impos-
sible to secure an orchestra at
the time — on May 6, 1887.
Later that month The Light of
Asia received its premier with
orchestra by the combined
forces of the New York Phil-
harmonic Orchestra and the
Newark Harmonic Society in
Newark. It found its most
celebrated presentation,
however, during the 1888-89
series of Novello Concerts at
St.James’s Hall in London, on
March 19, 1889, with
Alexander Mackenzie con-
ducting. At least seven Lon-
don journals ran extended
critical reviews, including The
London Times and The Musical
Times.80

By the final decade of the
century, Buck was arguably
the single most celebrated
American composer; in 1890
The New York Herald could
write that “few will deny Dud-
ley Buck’s claim as foremost
writer of Protestant American
Church Music.8! His sacred
music had not only proved
immeasurably superior to
other church music of the day,
but it was often the only music
available containing artistic
merit. The smaller works, the
services, canticles, anthems,
solos, hymns — musically en-
gaging, well-crafted, and
often deeply moving — of
fered “something better for
the dreary and worn-out
music that alone was familiar
to churches when he began
his work.”82 In The Musical Courier, which regularly published lists
of compositions popular on church programs, Buck’s music consis-
tently comprised at least one quarter of all the works mentioned.
Only Mendelssohn and the British composer Joseph Barnby were
more popular.

Buck’s success came from his unique combination of talents. The
Dictionary of American Biography says this: “Buck was one of the
first American composers to possess musicianship of genuine
solidity, with respect both to technical equipment and creative
ability.”8® He had enormous natural talent, which he thoroughly
developed by four years of the finest professional training available
in the world. To this he added the commitment, energy, and
enthusiasm to do the work that was needed, by traversing the
country, playing serious organ music or transcriptions of symphonic
music in places that had never before heard a real organist. Even
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The case of Henry Crabb’s three-manual organ of 1845 remained in Holy Trinity
Church, Brooklyn, surviving work done on the organ by Johnson and the 1873
rebuilding by Roosevelt, but was replaced when the Hutchings arrived in 1899. This
image of the interior is from a watercolor.

more important, perhaps, was the flexibility in the programming
that made his recitals consistently appealing to his audiences: he
could meet them at their level, in other words. In this respect he
also echoed the way Thomas programmed his orchestral concerts,
which would contain a Beethoven symphony, a Wagner overture,
with light fare, thus sugarcoating the entire evening. Finally, Buck
generously transmitted this tradition to succeeding generations by
his thorough pedagogical writings, his tireless teaching, and his
overall musical leadership.

Buck’s recognition began soon after his return from Europe and
by the 1870s he stood on the verge of becoming America’s most
prominent composer, a posi-
tion he would arguable hold
until Edward MacDowell over-
took him in the last decade of
the century. But few know this
today. By World War I interest
in his music had dwindled
seriously: orchestras sup-
planted organs; secular cul-
ture displaced religious fervor;
and nationalism deposed our
Victorian heritage of which
Buck was such a vital part. For
these reasons we continue to
neglect a major period of
American music, which
prevents us from under-
standing the real origins of art
music in this country. even a
scholar as thorough and in-
formed as Nicholas Tawa, writ-
ing in 1992, perpetuates the
dilemma. He persists in plac-
ing the major roots of cultured
music in the United States a
generation after their actual
beginnings. Like many writers,
he argues that the “first
prominent native-born Amer-
ican composers” emerged
during the last third of the
nineteenth century, trotting
out once again the tiresomely
predictable pack of composers
that musicologists so automat-
ically parade around when
they start to discuss our cul-
! tivated musical heritage: John
s ¥ Knowles Paine, George Chad-
wick, Edward MacDowell,
Horatio Parker, Arthur Foote,
and Amy Beach (the “Boston
Classicists” if you will). And
indeed these musicians did
produce the first successful
body of American instrumental
music — mainly characteristic
pieces and sonatas for piano, chamber music, symphonies, and
concertos. We are led to understand that this was the first important
school of American art music as Tawa dismisses out of hand “the
mostly church-centered music of Dudley Buck.”8 Perhaps by our
standards here at the end of the hard-driving twentieth century we
choose to think that only instrumental — read absolute, abstract —
music has any substantial 