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System described as “proportional control for the opening of pallets on
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sitivity from the console of the chancel organ. For testing, a Syncordia-
equipped electric keydesk is temporarily rigged in the gallery, here played
by Dr. Pierre-Yves Asselin, founder of Syncordia. Photo courtesy Richard
Houghten. George Bozeman writes of such innovations in Opinion, below.
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Is the Tracker Organ Doomed?

the development of pneumatic and electric technologies in

the 19th and 20th century which almost supplanted it. In the
latter half of the present century there was a revival of tracker
action. Now, at the end of the century, there appear signs that
tracker action may again be superseded by new technology. This
paper does not intend to attempt a value judgement of this situa-
tion, but simply endeavors to understand the implications.

There are a variety of arguments for and against mechanical
action. Certainly it imposes limitations on the design of an organ,
although some of these limitations can also be argued as beneficial
in the long run. For example the keys must be relatively close to the
pipes in order for mechanical action to be successful, but it is
likewise undesirable for the keys to be so far from the pipes that the
inviolable law of nature, the speed of sound, causes the sound of
the pipes to be delayed in reaching the performer’s ears.

These are some of the generally accepted benefits of mechanical
action:

THE MECHANICAL ACTIONORGAN was, of course, the only kind until

* Mechanical action allows, at least to a limited degree, control
over the velocity of the opening and closing of the pallet valves.
The former can be used to control the speech of the pipe if it is
appropriately voiced for such control, and the latter is useful in
subtle phrasing and, especially when thewind system is flexible,
in controlling the disturbance of the wind pressure. In addition
the flow of information between the key and the pallet valve is
two-way. You can feel what is happening.

e The type of windchest associated with mechanical action, either
slider chests or spring chests, are considered by many to promote
better speech, blending, and general musical character of the
pipes, and to promote stability of tuning.

 Slider chests use leather only as gasketting for the pallet valve
and this leather tends to have an extremely long useful life, so
it is widely agreed that properly made slider chests are not
subject to the expense of releathering typical of pneumatic
mechanisms. This factor, plus the tonal benefits mentioned
above, have persuaded many organbuilders in recent times to
adopt the slider chest fitted with electric or electro-pneumatic
pulldowns for otherwise electric-actioned instruments.

e Tosome extentslider chests tend to allow closer planting of small
treble pipes, which cuts the space requirements for an organ.

* Mechanical action imposes disciplines on the design and con-
struction of an organ which some consider necessary in order to
preserve the essential integrity of the instrument.

Some of the disadvantages of mechanical action organs include:

e The impossibility of having a movable console, and rather strin-
gent limitations on the permanent location.

e The difficulty of achieving a light, reliable key touch, and the
inevitable increase of effort needed when keyboards are
coupled. This means that the provision of couplers other than
the usual unison ones is ordinarily impractical.

e It is difficult to provide for duplexing and unification with
mechanical action although both ideas date back at least to the
17th century. Of course, for tonal purists, this is hardly con-
sidered a disadvantage!

* Only rather moderate wind pressures can be used with mechani-
cal action. Otherwise the action quickly becomes too stiff.
Likewise, there is a limitation on how many stops can be placed
in a division, and of these particularly the lower-pitched stops,
in order to prevent excessively large pallet valves which will
make the action more difficult to play. Thus, there are limitations
on the stoplist and tonal style imposed by mechanical action.

In sum, mechanical action imposes restrictions on the design
and construction of the organ which some consider a bar to the
future development of the instrument to meet the needs or desires
that may occur and thus possibly spell the demise of its viability as
a musical instrument.

I think there is no need to dwell on the ramifications of mechani-
cal stop action. We have been applying electric and pneumatic
attachments to the sliders in order to have registration aids such as
combination pistons, etc., for many years, and almost all builders
have used them when it seemed wise to do so. In other words,
mechanical key action is no bar to having state-of-the-art registra-
tion controls and has not been for many years. Furthermore, recent
advances in solid-state controls for electric slider solenoids has
reached a high degree of perfection so that the reliability and
longevity approaches that of purely mechanical systems, and the
cost is less.

If we were able to build a dream organ that included all the
benefits of mechanical action and suffered none of its restrictions,
then we might summarize it as follows:

e The keydesk can be placed in any convenient place (although
Nature will not allow us to be satisfied with the results if it is too
far from the pipes).

e The touch will be as light and responsive as desired, and perhaps
can be adjusted to suit the individual player, or changed for
different styles of music. One will be able to control the speed
of the pallet valve’s opening and closing, and will be able to feel
it.

e There will be no limitations on the wind pressures the pipes are
voiced on, and both slider chests and unit chests can be control-
led with equal finesse.

e The organ will also be capable of communicating according to
the MIDI protocol or other means. This will allow control of MIDI
devices from the console, and also allow performances to be
recorded and played back with full fidelity to the original sound
and performance.

The last item requires further discussion. There has been a
tremendous development of the application of digital technologies
to the musical world in recent years. Some of these are still
mysterious for many organ people. It is often assumed that MIDI
capability on an organ console is only for the purpose of playing a
synthesizer. Indeed this is only one of the possibilities.



MIDI (Musical Instruments Digital Interface) is a communica-
tions standard that manufacturers of electronic musical equipment
have agreed to use so that the various devices can communicate
with each other. In it practically all of the parameters of sound and
musical control are assigned digital values. These series of numbers,
which can be transmitted at blinding speed in prodigious quantities
over a cable, can allow a keyboard (or electric guitar, or even
wind-blown saxophone-like controllers, etc.) to control a syn-
thesizer, for example. It can also take the signals from a synthesizer
or other MIDI keyboard and process them through a sequencer or
through notation software on a computer. These two applications
are particularly interesting for a church musician.

A sequencer is a recording device, but instead of recording
sounds it records MIDI instuctions. It is usually based on the model
of a tape recorder so that the most basic controls are record, play,
rewind, fast-forward , etc. With a tape recorder (or several of them),
it is possible to record musical passages and play them back, of
course, but one can also copy the passages, snip out wrong notes
and paste in the correct ones, or create a tape-loop which will repeat
amusical passage over and over, etc. The sequencer performs all of
these tasks and many more, and it can do them with blinding speed.
Because it is instructions that are recorded rather than sound there
is freedom from the build-up of noise which is a great problem with
analog tape recording.

Thus the sequencer has become an extremely valuable tool in
the composition and arranging of music. One can, for example, sit
down at a MIDI-compatible keyboard attached to a sequencer and
improvise some music, then edit, rearrange, copy, loop, transpose,
or any of the other manipulations that formerly composers had to
do with pencil and paper (and a prodigious memory to recall all the
details of the improvisation). If the MIDI connection can also play
the keyboard (or other instrument) then one can play back the
finished results on the instrument itself. For example, if the organ
can be controlled by a MIDI device such as a sequencer, then one
can record music and play it back on the organ itself while walking
about the church to judge balances and effect.

The term sequencer is also applied to a function in modern
combination systems. One can prepare a sequence of combinations
which are enabled by a “forward” or “reverse” piston, or even by
the crescendo pedal.

Likewise, one can send MIDI signals from a keyboard or a
sequencer to software on a computer which translates the signals
into musical notation. The notation can be edited on the screen and
then sent to a printer. The notation programs (there are a variety
of them on the market today) can accept entry from the computer
keyboard or from a musical keyboard. In the latter instance you can
either enter one note at a time (using some sort of control to indicate
the note value such as eighths, quarters, etc.) or in real-time
(usually playing very accurately with a built-in metronome so that
the program can calculate the note values). An obvious use would
be to enter a score, say an accompaniment to a vocal solo, then
transpose it to a new key and print it out. Many of the programs
produce very fine printed scores, so that one can prepare perfor-
mance copies that are easy to read. This is a tool which would be
welcomed by many church musicians.

Of course one can also use a synthesizer as an adjunct to the
tonal resources of the organ, although to my taste this is not
presently as rewarding as I once imagined. Certainly there is variety
of percussion effects such as bells, harp, marimba, and all the
various drums, etc., that could conceivably be used in performance
with an organ. But it is necessary to have a reasonably good
synthesizer, and vital to have a fine speaker setup. Furthermore I
must caution you that it is by no means as simple as pulling the
harp stop on the organ. One will probably have to spend consider-
able time learning how to operate the synthesizer itself, not to
mention the way the organ keyboard communicates with it. The
synthesizer must be conveniently tuneable because Mother Nature
insists on changing the pitch of the organ with the temperature.

MIDI keyboards usually send, along with other signals, informa-
tion about the velocity of the keys’ motion. This is measured in most
instances in a very simple fashion; the key has two contacts, one of
which is engaged before the other. The synthesizer measures
electronically the time it takes for the key to travel from the first
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contact to the second one and assigns this information a number
between 0 and 127. This information can then be used, for example,
to instruct the synthesizer how loudly to play the tone. Thus one
can simulate the effect of a piano quite well, striking the keys
rapidly for loud notes, more slowly for soft ones. One can, however,
use this information to control all kinds of musical factors. For
example one could set up a program where a slow attack on the key
would produce a smooth timbre and faster attacks would produce
progressively rougher, brassier timbres.

A real piano can be controlled with various mixtures of finger
velocity and weight, the former usually produced by the fingers
alone, the latter employing arm motion as well. There is really no
need to use the arms on a MIDI keyboard because it measures
velocity only and the fingers alone are more than capable of
exploiting the full range available. One’s first experience with a
velocity-sensitive MIDI keyboard may be initially a bit strange but
it takes only a few minutes to become quite at home with it.

Interestingly enough the MIDI protocol also provides for meas-
urement of the release velocity, but it is rarely used and is usually
not available on typical synthesizers. Obviously and ideally, a MIDI
capable organ would need to use both the attack and release
velocity information.

Another feature of some MIDI keyboards is called, rather con-
fusingly, aftertouch. Such keyboards have a sensor which measures
how hard you press the key after it is initially struck. It is somewhat
like the second-touch on theater organs in which, if the key is
pressed farther down than normally, a second registration can be
played. In the theater organ this was widely used for soloing out a
louder sound on the same keyboard that was playing a softer sound.
But in the theater organ second-touch only one sound level was
possible, whatever the second-touch registration happened to be.
In MIDI aftertouch, 0-127 levels of pressure can be measured and
transmitted. Less sophisticated keyboards have what is termed
channel aftertouch in which there is only one sensor for the entire
keyboard (i.e. in effect extra pressure on any key causes the effect
to be applied to all keys played); a more sophisticated application
is, of course, to apply the effect independently to any key.

This feature could be quite useful on an organ. For example the
normal pressure on the keys could control a normal organ registra-
tion and the attack and release velocities could be applied to the
speed of the pallet valve operation just as in a tracker organ. The
aftertouch could be programmed to play any other normal registra-
tion, just as with the theater organ second-touch, but, depending
on one’s finger control, one could have available as many as 128
different registrations available on this aftertouch, and of course
could program it so that it would turn off the initial registration on
the normal touch. Or the aftertouch could be programmed to
control the swell shades, thus making it possible to play crescendi
with the fingers only. (Of course the velocity information could be
used for this purpose too).

I hope, therefore, that this brief exposition of some of the
potentials of the MIDI protocol gives you some idea of possible
future developments in the playing of pipe organs. But in order to
use the velocity measuring capabilities of a MIDI keyboard we must
devise some means of controlling a pallet valve electrically so that
its velocity can be controlled from this technology. Interestingly
enough just such a thing is underway. The Syncordia firm of Québec
has developed a system in which the pallet valves can be made to
follow the position of the key to the degree of 256 discrete positions.
It uses special pull-down magnets, sensors on the keyboards, and
software to translate the keyboard signals into the proper voltages
for the pulldown magnets. Thus it is a servo mechanism; i.c., the
actuator (the pallet valve) follows very accurately the position of
the controller (the key) which of course allows the performer to
control how fast the pallets open or close. Obviously the position-
data of the Syncordia system can easily be translated by software
into velocity data for controlling MIDI devices.

There are several technological problems to be overcome. First
is the problem of fully controlling the opening and closing velocity
of a pallet valve, as anyone who has played a tracker organ can
attest. The wind pressure and a spring hold the valve closed.
Overcoming the pressure of the spring is easy to do at any velocity
as its tension is quite linear according to how much it is bent. But



the wind pressure pressing against the valve is quite suddenly and
dramatically dissipated the instant the valve opens, which produces
the curious pluck of tracker action. With verylarge valves, necessary
for large divisions especially withlarge 16’ and 8’ pipes, and/or with
higher wind pressures, this pluck can be so pronounced that it is
nearly impossible to achieve any control over the speed of the
opening or closing with one’s fingers. Therefore, the problem of
devising amagnet capable of moving such a valve, especially at slow
velocity, is formidable. Curiously enough, the version of the Syncor-
dia magnet I inspected a year or so ago was better at controlling
rather large valves than smaller ones, but in any case it was very
definitely capable of giving the player a real control.

A second problem is that of measuring the velocity of the key
motion, or, alternatively, the position of the key. The sensors in
synthesizers are predicated on the idea of mass production and the
use of precision-molded keys and other components. This is neces-
sary in order to insure that the relationship of the dual-contacts
remains constant so that the information recorded is consistent
across the keyboard and over the life of the instrument. But the life
of a typical synthesizer currently is more accurately measured in
months than the decades or centuries of a good tracker organ, and
thus the components used for the sensors are designed for precision
rather than longevity. On the other hand a tracker keyboard must
have longevity, and usually requires rather long key levers made of
wood. Such keys, even with the most careful selection of wood, have
some variability in their adjustment in differing climatic conditions,
and this small and negligible variability would prove disastrous to
the regulation of the usual velocity sensors.

Syncordia presently is dealing with this problem by using the
Hall effect, which measures electrical changes which occur when
two permanent magnets are changed in their spatial distance from
one another. One magnet is on the key, the other fixed to the key
frame. Of course the relationships change with different weather
conditions, but Syncordia’s software takes a reading of the relation-
ships when the organ is turned on and resets itself accordingly. It is
unlikely the relationships will change during a typical playing
session. The new Fisk organ in All Saints, Ashmont, Massachusetts,
will have this technology applied to it; there will be a normal Fisk
tracker organ in therear gallery but a second console in the Chancel
will be able to control this instrument, including the ability to
control the velocity of the pallet valves. However there is no
feedback information per se. You cannot feel the pallets opening and
closing. I know of no technology presently available that has this
feature.

Still another problem is that of the “feel” of the keyboard. Some
synthesizer keyboards specialize in imitating fine pianos and a great
deal of work has been done in making their keyboards have the
correct feel. The keys are carefully weighted so that a very close
approximation of a piano touch is possible. This makes these
instruments particularly valuable for applications where there is
insufficient space for a real grand piano, or where the neighbors
would not tolerate the disturbance. One can practice with ear-
phones.

On the organ many prefer to have the feel of a fine tracker, even
in some cases where the action is actually electric. With real tracker
organs the touch varies from instrument to instrument, from key-
board to keyboard, and even from bass to treble or according to
how many stops are drawn. For electric action organs various means
have been employed to impart a tracker touch. One of the most
pleasant, to my taste, may have been unintentional; the Austin key
and contact assembly has, in my opinion, an extremely pleasant,
very subtle toggle which makes for very comfortable playing even
though it is a purely electropneumatic organ.

But if we imagine the ideal instrument, it might well be
desirable, in one organ, to have a touch that is adjustable. If we
wish to play Buxtehude we might desire a relatively heavy, plucky
touch that would replicate a large 17th or 18th century North
German organ. Spanish or Italian baroque music might prefer a
lighter, harpsichord-like touch, with very little weight but consider-
able pluck. For Sowerby we might wish to remove all the weight
and pluck to simulate an electropneumatic keyboard, and we might
also wish to disengage the velocity sensors so that all pipes played
at exactly the same speed.

ROBERT DELCAMP, DMuUSs.

THE UNIVERSITY OF THE SOUTH, SEWANEE, TN 37375-1000
TELEPHONE: (615) 598-1275
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From here it is fascinating to envision even more fantastic
possibilities. Virtual Reality is becoming more and more effective.
Wouldn't it be fun if, particularly for our own private amusement if
not in actual performance, we could press a few buttons and have
the virtual experience of playing Notre Dame, or Jakobikirche, or
Sion, or Adlington Hall, complete with a visual impression of the
location and a convincing recreation of the acoustical and timbral
sound of those instruments coupled with the tactile sensations of
their particular keyboards? It may soon be more possible than we
imagined.

However, you will perhaps note that I have not entertained the
possibility of doing away with the wind-blown pipes. Quite frankly
we have been capable for some 50 years now of imitating the sound
of an organ electronically. Certainly as far as timbre is concerned
for an individual pipe this has long been quite possible. The more
recent development of digital sampling has vastly increased this
potential, because we are actually listening to recordings of real
pipes, including their attack and release characteristics. Improve-
ments in amplification and loudspeaker technology have also
played an important role.

However, it remains that one of the most important charac-
teristics of a real organ is the spatial location of the pipes, so that
each occupies a discrete location in space, and each has its own
unique potential for moving the air molecules in the listening space.
Itis this set of circumstances which makes the organ uniquely suited
for inspiring good congregational singing, and for producing the
acoustical effects which move us in solo organ music. In order to
reproduce this effect, which is quite possible, it is necessary to
provide a unique electronic generator, amplifier, and loudspeaker
for each pipe in its supposed analog. Furthermore, it is necessary
that a skilled technician with a creative musical ear individually
adjust each of these analog pipes in the acoustical environment they
will serve. At the present time such a procedure is quite simply far
more expensive than a pipe organ. I suspect that this will continue
to be the case for some time to come.

The economic viability of electronic imitation organs depends
on their producing an effect equivalent to a pipe organ at a lower
cost. In order to insure a lower cost it is necessary to cut corners by
producing many tones from a single generator, and amplifying and
producing these tones through only a few channels, and perhaps
creating some illusion of spatial acoustics by stereo techniques. It
is precisely because of these requisite economies that no electronic
imitation presently is a perfect success.

It still remains a fact that if you wish to enjoy the effect of a fine
pipe organ in all of its glory, you must have a pipe organ.

LETTERS
Editor:

I am writing in response to John L. Speller’s letter (The Tracker,
38:3), concerning the article on the history of the organ at Notre-
Dame-de-Paris (38:2).

Speller is right in pointing out the importance of the separation
of each division in the Cavaillé-Coll organ into two separate layes.
Here is a list of the jeux de combinaison of this organ (referring to
the stoplist in 38:2:17)

Grand-Choeur: reeds 16’, 8, 4’

Grand-Orgue: 4’ Octave through 4’ Clairon

Positit: 4’ Flate douce through 4’ Clarinette aigué

Bombarde: 223" Quinte through 4’ Clairon

Récit: 8’ Flite traversiere through Cornet, then 16’ Bombarde
through 4’ Clairon

Pédale: 5138’ Quinte through 4’ Clairon

However, I disagree with Speller’s assessment of the role of the
Grand-Choeur division in this organ. While the St-Sulpice organ
clearly has the Grand-Choeur serve as part of the Grand-Orgue
division (specifically, as its laye de combinaison), the Notre-Dame
Grand-Choeur really stands on its own as a separate division. A
comparison of the stoplists of these organs should make this quite’
clear.

While I share Speller’'s concern over the many changes to
Cavaillé-Coll’s original design, he errs in his description of the



present Grand-Orgue reeds. This 16’/8'/4' Trompette chorus is
simply that of the original Bombarde division (called “Solo” since
1934), which had been displaced by that division’s new mixtures.
These reeds (Clicquot pipes retained by Cavaillé-Coll) then do not
represent an upsetting of the organ’s tonal concept. In addition, the
treble of the 8’ Basson-Hautbois, actually Clicquot’s Hautbois de
Récit, has been retained as the second, unenclosed Hautbois in the
present Récit. The Grand-Orgue’s 4’ Clairon which served with the
Basson chorus was replaced by a 4’ Soprano in 1934, and it and the
16’ Basson were put in storage in the cathedral upon their removal
to accommodate the Bombarde reeds.

Guilmant has never been credited with the design of Notre-
Dame’s original mixtures, though he was said to have designed the
Récit Plein-jeu IV which Mutin added at the turn of the century:
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The logic of its composition is evident: it consists of a 2’
Doublette, plus a Dom Bédos-type Fourniture III with additional
breaks at the Cs to even out what are otherwise octave breaks (thus
a fourniture cymbalisée).

However, the original mixtures were conceived along entirely
different lines:

Grand-Orgue Fourniture harmonique II-V:
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Grand-Orgue Cymbale harmonique II-V:
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Bombarde Cornet II-V
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Positif Plein-jeu IIIVI (not III-V as in the article):

C 'y 35 224’

° 513 ’\ 3v5 228

a° 8 513 4 38 228

16 g 514 4 3 204
Récit Cornet III-V:
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Note that these are all of the progressive, non-breaking type,
though the Cymbale’s upside-down progression is unique. St-
Sulpice’s Positif Plein-jeu is of the progressive type, but all the other
chorus mixtures in that organ were retained from the former
Clicquot unaltered (see Daniel Roth interview in The American
Organist, January 1994). Certainly, Notre-Dame’s mixtures fit in
completely with this organ’s conception as a complete series of
unbreaking harmonic pitches from 32’ to 1’. But whether-or-not
these compositions were better than Clicquot’s at St-Sulpice is
certainly a matter of taste. Vierne’s taste led to the addition of the
more classical Plein-jeu and later Cymbale III to the Récit and the
recomposition of the Grand-Orgue and Positif mixures to higher
pitches with some breaks. The Boisseau Solo mixtures were con-
ceived along Dom Bédos lines, thus not completely incompatible
with the Cavaillé-Coll ethos, as the latter used Dom Bédos mixture
composition in both early and later points in his career. However,
the original symphonic conception of Notre-Dame's mixtures was
unique and deserved preservation; this no doubt led to the present
restoration of the Grand-Orgue mixtures to their original composi-
tions.

Certainly, many organs have suffered from indiscriminate en-
largement, where added pipes have been placed so that they muffle
the tone of the original pipes. However, judging from my own visit
to the interior of the Notre-Dame organ case in 1987, additions at
Notre-Dame do not pose this problem. The four unenclosed manual
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divisions of this organ are all located in the main case, two on the
lower level and two on the upper level. There were unused spaces
in the upper portions of the case, and the Pédale additions were
installed here, thus standing to the side of the other divisions and
in no way blocking the tone of any original pipes. The original
Pédale and Récit stand behind the main case and are also entirely
unaffected by these additions.

Timothy J. Tikker

Eugene, Oregon

Editor:

We were most grateful for Dr. Speller’s generous review of The
Life and Work of John Snetzler (The Tracker 38:2:7). As only a
relatively few copies of the book were printed, we are hoping that
all reviewers’ comments will stimulate us to improvements in any
further edition. Indeed, we would be very grateful for all comments
from your readers.

I particularly take on board the point about including complete
technical information for the pipework and other technical data of
representative church and chamber organs. I admit to having
considered this point —we have the data—and then rejecting it for
various reasons, the most cogent of which seemed to me were: (a)
that it would overbalance a book intended to introduce the inter-
ested general reader to the 18th-century organ and its musical and
design aesthetics in general as to Snetzler in particular; (b) that I
know David Wickens is currently investigating classical British
pipework and its scaling, etc., in fine detail; and, (c) that to propose
two organs as being truly representative and in reliably original
condition (if one could find any such church organ at all) would
itself provoke critical argument.

The Hancock keyboard referred to belongs to a 1720 spinet by
Thomas ‘Hancock (see Raymond Russell, The Harpsichord and
Clavichord [Faber, 1965], p. 74). My comment about the
“complicated” calculation of wooden pipe scales on p. 254 should
have been qualified there, as elsewhere, by the phrase “in the
workshop”; my wife, a quondam physics teacher, would have
certainly and rightly taken me to taskin the same vein as Dr. Speller
had she thought that I meant otherwise, I am sure — though it
would be interesting to know if there is any evidence that organ-
builders actually did avail themselves of Napier's “Bones” and
such-like: it could be argued that the very simplicity of Snetzler’s
scaling system may be evidence against that. The “Snetzler” organ
in New Zealand (delightfully, the nameplate is given in The Organ
188 as reading ‘“John Snetzler, London, 30th January, 1769,” which
omits only the time of day) was a puzzle: the description of its tonal
contents and casework do not suggest typical Snetzler work. In
default of an accurately reported sighting of Snetzler's habitual
in-soundboard label, I had to assume that this really was an
anonymous native British organ. But I did forget to put it in the
chapter of (mis)attributed organs.

It is only fair to point out that Jonathan Foxwood deserves
Speller’s praise for an “excellent job publishing the book”: Foxwood
designed the book (apart from the cover), type-set it, and made it
camera-ready.

Martin Renshaw
Abbaretz, France

Editor:

I would like to thank all those helped in the New Haven Conven-
tion this past summer. No convention can be a success without
tremendous planning and last minute attention to details, and the
Connecticut committee rose admirably to the occasion: Mark Brom-
baugh who put together the elegant hymnlet, Richard Hamar whose
vast knowledge of Connecticut organs was invaluable, Chester
Cooke who made arrangements at Yale and assisted in many details
of organization, the A, Thompson-Allen Co. and the Austin Organ
Co. who graciously opened doors that we might see, and especially
the organbuilders who took time to make sure the organs were in
good order that we might hear.

Last, I would like to thank the record number of OHS members —
more than four-hundred —who came to experience what we had in
store for them.

Scot Huntington, New Haven 1994



OBITUARY

Richard Irven Purvis, organ-
ist and choirmaster of Grace Cath-
edral in San Francisco from 1947
until 1971, and recitalist, teacher,
and composer, died Christmas Day,
1994, of natural causes. He was 81.

A native of San Francisco, Purvis
studied organ with Alexander Mc-
Curdy and conducting with Fritz
Reiner at the Curtis Institute in
Philadelphia and piano with Josef L.
Levine. He also studied organ with
Marcel Dupré, Charles Courboin,
and Charles Heinroth, a pupil of
Liszt. Purvis returned to the West
Coast after World War II, during
which he was a prisoner of war.

One of Purvis’s best-known organ works, Partita on Christ ist
erstanden (1951), was written at the suggestion of E. Power Biggs
who suggested he “compose something for the classical organ” and
dedicated to Biggs.

A memorial service, which incorporated several of Purvis’ com-
postions, was held in Grace Cathedral on January 25. A memorial
scholarship fund has been established by the San Francisco Chapter
AGO. Contributions may be sent to the Purvis Fund/SF AGO, 1675
Marin Ave., Berkeley, CA 94707.

Richard Irven Purvis

Pilot to Raise Funds for Film Project

SHORT PILOT FILM has been made as the first phase of the Pipe
AOrgan Film Project which OHS supports as a member of the

consortium producing a broadcast-length video in celebra-
tion of the pipe organ. The pilot will be used to solicit some
$350,000 toward completion of the project. The pilot was shot in
California at Stanford (University) Memorial Church featuring the
Fisk and Murray Harris organs (the latter has been cited by OHS)
with organists Robert F. Bates, Gwen Adams, and 14-year-old Jack
Wimberly, and at the Oakland Paramount Theatre where a group
of children exploring the Wurlitzer there with organist Jim Riggs.
The consortium includes OHS, AGO, AIO, APOBA, and ATOS, with
a project committee consisting of Victor B. Schantz, chairman;
Jonathan Ambrosino, OHS; Gene R. Bedient, APOBA; René Mar-
ceau, AIO; Sandra Soderlund, AGO; Jeff Weiler, ATOS. Makers of
the pilot are Communications Associates of Sausalito, California,
who will also make the full-length film. The firm has produced
features for The Discovery Channel, Turner Broadcasting, Time-
Life, and PBS. Interested donors may contact OHS or the chairman
at the Schantz Organ Co., 216-682-6065, FAx 216-683-2274.

REVIEWS
Books

Bonnin, Jean. Piano-Beds & Music by Steam: An Index with

Abstracts to Music-Related United States Patent Records,

1790-1874. (Berkeley, Ca.: Fallen Leaf Press, 1993) xxii, 236 pp.

4 ill., hardbound.

America has often been called “the land of opportunity,” a place
where clever persons might make their fortunes. Perhaps there is
no better example of this than in the millions of patents issued by
the U. S. Patent Office. An examination of these inventions reveals
the follies and vain hopes of amateurs and professionals alike. But
some, indeed, represent true advancements.

The patent record often provides a wealth of valuable informa-
tion to those studying the rise of a particular technology. Unfor-
tunately, researchers are seriously handicapped by the nature of the
existing patent subject indexes. In them, inventions are given
classifications, which, at times, are quite arbitrary and inaccurate.

Jean M. Bonnin has remedied this situation in the music area by
laboriously searching out over one-thousand relevant patents of the
156,000 issued in the 1790-1874 period. The result has been
presented in a convenient form, indexed by subject, inventor, and
geographical location.
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Following an interesting introduction, one encounters three
chapters: “utility patents,” dealing mostly with mechanical inven-
tions; “design patents” which focus on visual aspects; and finally,
“trademarks.” The format used for the various patents provides a
descriptive title followed by a short paragraph giving the nature of
the device in the inventor’'s own words. Patent texts are intended
to protect as much area as possible and are notoriously verbose.
The author has selected portions of these lengthy texts to form
abstracts. This is followed by the name of the inventor, date, patent
number, and location.

As might be expected, patents relating to the piano are the most
numerous, followed by its nineteenth-century rival, the reed organ.
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Classified Advertising

The World’s Largest Playing Organ needs your help. Quarterly
illustrated restoration magazine for 31 5/yr. donation to Friends of the
Wanamaker Organ, 224 Lee Circle, Bryn Mawr, PA 19010-3726.

FOR SALE: E. M. Skinner 4-manual console. Opus 497, 80 knobs, 27
coupler tablets, 43 pistons, 4 shoes. Complete and nearly original
$4,500. Schoenstein & Co., 3101 20th St., San Francisco, Ca. 94110.
Call 415/647-5132; FAX 415/647-6038.

FOR SALE: 1956 Austin Organ, 2-manuals and approximately 6 of its
15 ranks, to be removed in late June, 1995. In excellent condition,
professionally maintained. May be seen and played at Holy Trinity
Lutheran Church in Hershey, Penn.. For appointment, call 717-367-
7102 after 7:00 p.m. E.S.T.

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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Of course, one will find curiosities such as the “piano-bed.” This
pre-Castro Convertible furnishing was a bed that could fold into a
case resembling a piano for those who preferred the ambience of
music studios to that of studio apartments.

For those seeking to follow patentsin a particular area, this book
will be of limited usefulness through no fault of the author. This is
due to the explosive growth in patenting in the late nineteenth and
early twentieth centuries. Nearly as many patents were granted in
the 1874-1885 period as between 1790-1874, the scope of this
book. Just to extend the range another fifty years would require ten
times the original Herculean effort.

Piano-beds & Music by Steam is a very useful reference work for
those studying the music-related patents in the early years of our
country. We would like to see more of these but given our Biblical
“three-score and ten years,” we must be grateful to author Bonnin
for the present work. David F. Fox, Linden Hills, New York

Barbara Owen, The Organs and Music of King’s Chapel, 1713-

1991 2nd ed. Boston: King’s Chapel, 1993. vi + 84pp. $10 ppd.

from King’'s Chapel House, 64 Beacon Street, Boston, MA02108.

As most readers are aware, King’s Chapel has the distinction of
being the first church in the colonies to make regular use of an organ
in worship. In accordance with the provisions of his will, Thomas
Brattle’s chamber organ went to King’s Chapel after his own Brattle
Square Church refused it in 1713. The instrument still exists in St.
John’s Church, Portsmouth, New Hampshire.

King’s Chapel has had a succession of instruments since — five
to be exact — the most recent of them a 1964 III/52 Fisk. Shortly
after its dedication, Ms. Owen undertook a brief history of the
Chapel’s music over the 250-odd years since Brattle’s bequest. That
1966 edition had been out of print for quite a while; another
quarter-century of musical activity needed to be documented; and
more important, new data about the early days of music at King’s
Chapel had been unearthed by Ms. Owen. It was time for a new
edition, and the present volume is timely and a welcome arrival.

The book is in two sections, one on the organs and the other the
musicians who served the parish, from William Price and Edward
Enstone to the incumbent, Daniel Pinkham. Appendices contain
stoplists of the organs; an announcement of a concert given on
January 10, 1786 for the benefit of prisoners in the town jail,
consisting of music by Handel: portions of Messiah, a chorus from
Samson, and an organ concerto, all under the direction of William
Selby; and an account and program of the dedication of the Fisk
organ, February 2, 1964. The text has no footnotes; however, there
is an extensive bibliography listed at the end of the book.

One of the truly interesting items in the book is Ms. Owen’s
solution of a long-standing puzzle: how a concert could be adver-
tised to include a performance by “Mr. SELBY, Organist of the
KING’S CHAPEL,” two months before the arrival in Newport of
William Selby, late of London. Ms. Owen documents the tenure of
John Selby, possibly the brother of William, as that mysterious
“other” Mr. Selby of King's Chapel.

Without a doubt, Ms. Owen’s Selby-sleuthing is a scholarly tour
de force. The section on George K. Jackson, however, puts a bit too
much trustin John Rowe Parker’s 1824 Musical Biography. Although
Parker, the editor of Euterpeiad (a short-lived but influential Boston
musical periodical), knew Jackson personally, he shared his era’s
relatively casual approach regarding such details as dates. More
recently, Charles Kaufman, in researching his 1968 study on Jack-
son, discovered that he had been baptized 15 April 1757 in Oxford,
suggesting — although by no means proving — a later birth than
Parker's date of 1745. Kaufman also documented Jackson’s death
as occurring 18 November 1822, rather than in 1823 as Parker says.

Such mishaps aside, Ms. Owen’s work is an excellent one, and
it would certainly be prudent to order a copy or two before this
edition is depleted, and it probably will be, as quickly as the first
edition was.  John Ogasapian, University of Massachusetts, Lowell

Paul Brainard and Ray Robinson, eds. A Bach Tribute: Essays

in Honor of William H. Scheide. Kassel: Barenreiter; Chapel Hill:

Hinshaw Music, Inc., 1993. ISBN 0-937267-X. 243pp., $50.

William Scheide, who among other accomplishments was
founder of the famed Bach Aria Group, is herewith honored with a
set of essays by as distinguished a group of Bach scholars as can be



imagined between the covers of one book. Putting together a book
like this can be a headache under the best of conditions. Producing
one that maintains so consistently high a level of scholarly quality
as this volume does is a heroic accomplishment on the part of the
editors, a distinctive addition to any publisher’s catalog and an
index of the respect in which Dr. Scheide is held.

The list of contributors reads like a who's who of Bach scholar-
ship. The nineteen articles are uniformly substantial and run the
gamut from analytical to historical, from text criticism to perfor-
mance practice, from organ music to the Mass in B minor, from
bibliography to manuscript studies and early engravings. Even the
most general description of a portion of the nineteen papers may
give the reader some idea of the collection’s depth and breadth.

Samuel Baron, current director of the Bach Aria Group, com-
pares Schweitzer’s view of Bach’s text settings with that of André
Pirro. Eric Chafe, who set in motion a whole new critical approach
to Bach in his early article on the St. Matthew Passion, applies much
a similar technique to the composer’s first two Leipzig cantatas, Die
Elenden sollen essen (BWV 75) and Die Himmel erzdhlen (BWV 76),
Robert Marshall’s provokingly titled “Truth and Beauty: J. S. Bach
at the Crossroads of Cultural History” wrestles analytically and
philosophically with the perennially tantalizing question of Bach’s
relationship to the Enlightenment. Robin Leaver links theology and
musical quotation as he considers subjective associations with the
Agnus Dei by Lutheran worshippers of the period, an interesting
counterpoint (word-play fully intended) with Christoff Wolff's
study of parody relative to the Agnus Dei of the B-minor Mass.
Gerhard Herz revisits the New Grove Bach Family volume.

Organists will be interested in Werner Berg's analyses of formal
elements in the early organ fugue. Keyboard players will be stimu-
lated by Laurence Dreyfus’s study of genre in Book I of the Well-
Tempered Clavier as well as the comparative study of early publica-
tions of that work by Alfred Diirr, whose work on the Leipzig
cantatas over forty years ago launched the re-examinations and
reorderings that have come to be known collectively as the “New
Bach Chronology” Andsoon. . .

What it comes down to is that Professors Brainard and Robinson
have achieved something virtually unheard of: a collection of
diverse essays that individually and collectively constitute a sig-
nificant contribution to the literature on a major composer.

John Ogasapian, University of Massachusetts, Lowell

Recording
Jean-Pierre Leguay aux Grandes Orgues restaurées de la
Cathédrale Notre-Dame de Paris: Vierne et Gigout [Lequay on
the Restored Organ of Notre Dame Cathedral, Paris] Festivo
FECD 133. Available from OHS Catalog. CD only $14.98 + $1.85 S&H.

The exhaustive articles on the restoration of the organ in Notre
Dame Cathedral, Paris, in The Tracker (38:2) have been enhanced
by the timely release of this disc from Festivo. Recorded in Decem-
ber of 1993 and played by Jean-Pierre Leguay who serves as one of
the three titulaires at the cathedral, the disc serves as a fine
introduction to an instrument that people will be talking about for
along while to come.

First of all, the Notre Dame organ never sounded better, or at
least not within the last forty years. Those who remember the
hodge-podge under Cochereau will almost not recognize the instru-
ment now. Gone are the hair-parting reeds, the nondescript foun-
dations, and the inarticulate pedal. Instead Notre Dame now has
an instrument more worthy of the magnificent edifice itself and,
while unashamedly “nouvelle” romantic, at least it is no longer an
excruciating attack on the ears.

Leguay's performance of Vierne's First Symphony is both musi-
cally satisfying and faithful to the score. The majesty of the prelude,
the drive of the fugue, the intimacy of the two slow movements,
and the brilliance of the two allegros all give the impression that
perhaps for the first time since Vierne’s death the great cathedral
resounds with his music as it did when he was seated at the console
sixty years ago.

Eugéne Gigout's Grand Choeur Dialogué alone is worth the price
of the disc. What a sound! Only the Fisk organ in Meyerson Hall,
Dallas, could match the thrill. Two seldom heard Gigout pieces,
Communion and Absoute, serve to show off more of the organ and
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a performance point of view, the
result is the disc’'s weak link.
Leguay redeems himself with the
Toccata and, while certainly not
“good” Gigout (some will find
that an oxymoron!), he plays it
in a way that makes one believe
it is a better piece than it is.
Therecording itself is master-
ful, the disc capturing both the
enormity of the space and the instrument. Those who have been
there will tell you that there is nothing quite like being in Notre
Dame as waves of sound roll around and crash into the vaulting.
Almost miraculously the sound engineers have been able to simu-
late this phenomenon on disc. The jacket notes, while commenting
on the music and the artist (in four languages), fail to give more
than a paragraph about the instrument itself. A stoplist, if nothing
else, would have been welcome. Fortunately, we have The Tracker
to serve as a more inclusive companion.
Thomas F. Froehlich, First Presbyterian Church, Dallas, Texas
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1899 James Cole before removal from St. Matthew’s, Lisbon Fa