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In our recent strategic 
planning exercises, we 
were challenged to think 

of the OHS as an organiza-
tion that serves the pipe organ 
community. This is a bit of 
a paradigm shift, since—al-
though we always have been 
a membership organization 
consisting of dedicated, tal-
ented, fascinating people—
we’ve tended to focus on the 
pipe organ itself, the instru-
ment as a living artifact. Ul-
timately, though, a member-
ship organization is about people, and as we seek to expand our 
membership and to connect with more people who love the 
pipe organ (and people who may not yet have discovered it), we 
should try to understand why people value the OHS. 

As I near the end of my two-year term as Chair of the 
Board of Directors, and the end of an even longer term as a 
member of the Board (previously the National Council), I 
find myself looking back at what the OHS has meant to me, 
especially during the eight years I’ve been involved in its gov-
ernance. I’ve reflected in past columns on the progress the 
OHS has made as an organization in that time; now, I hope to 
offer a more personal perspective, one small part of our col-
lective story about the people who make up the organization. 

My own orientation always has been primarily as a per-
former. Though I enjoy research to understand the history 
of the music, of the instruments, and of the churches—
and though I have an enormous appreciation for the com-
plexities and artistry of organbuilding—for me it has always 
been about hearing and performing the music, about the 
discovery of forgotten corners of the repertoire, and about 
the sound of the instruments that make these pieces come 
alive. The most magical moments for me have been at con-
ventions when performer, instrument, and repertoire are 
perfectly aligned, making for an unforgettable—and often 
unrepeatable—experience. 

I’ve had the great fortune to perform at eight OHS con-
ventions, almost all of them on 19th-century trackers. When I 
was in school, I had almost no opportunity to play and under-
stand this kind of instrument, or the music written for it. The 
emphasis was much more heavily on historic European instru-
ments and the accepted canon of important European organ 
repertoire. This didn’t prepare me for the challenge of find-
ing appropriate repertoire for the instruments I was playing at 
OHS conventions and learning to use the instruments appro-
priately. By meeting these challenges, I’ve grown as a musi-
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cian in ways that only could have happened in the context of 
the OHS. Through these performances, I’ve cultivated a much 
more thoughtful process for matching repertoire to instru-
ment, for listening to what the instrument wants to do, and for 
finding interesting and perhaps underappreciated repertoire to 
perform on it. Of course, I’m hardly the only OHS performer 
to have this approach, and part of my own success stems from 
observing and listening to experienced OHS performers who 
have been doing this for much longer than I have. 

The benefit of these experiences has extended far beyond 
the context of OHS conventions. I never perform anywhere 
without thinking carefully of this intersection between in-
strument and repertoire, between performer and audience. 
Through the OHS, I’ve learned a tremendous amount about 
registration, the history of American organbuilding, the his-
tory of American music, performance practice, and Ameri-
can composers (many now barely remembered, and deserving 

of more study). I’ve learned a great deal about things unre-
lated to music as well, which is best left to another column, 
but as I look back over the last eight years of my involvement 
with OHS, it’s the music that really stands out as most mean-
ingful for me. I’d like to think that this will continue, that I 
will have many more meaningful experiences at OHS con-
ventions, as listener and performer, since our journey as an 
organization—and my own as a musician—are far from over!

This is part of my own story as an OHS member. What’s 
yours? What is meaningful about the OHS to you, and what 
would you like to share with others? Write us at chair@or-
gansociety.org.

From the Chair  CONTINUED

Letters  TO THE EDITOR

“ARCHIVES CORNER”

Over the past seven years as archivist of 
the OHS, I have written about 30 ar-
ticles published in The Tracker. None 
has attracted more attention than that 
of the “Archives Corner,” Spring 2017 
issue, where I identified organbuilders 
for whom we have opus lists. Any stu-
dent of American pipe organ history 
will immediately note that the list is 
a short one. One reader called to my 

attention that at least 13 builders in 
southeastern and central Pennsylvania 
are not represented.

I urge other readers to examine 
the “Archives Corner” list, and com-
pare it with their own holdings of 
North American pipe organ ephem-
era. While we continue to grow, there 
still is much work to be done at the 
OHS Library and Archives gathering, 
identifying, protecting, and dissemi-
nating written material about the pipe 

organ. Therefore, I ask that everyone 
take a look in that shoebox under the 
bed, where you might find a missing 
opus list, or a photo, or a recital pro-
gram. The burden of preserving our 
history does not lie exclusively with 
the archivist, but rather with the en-
tire community. Material gifts to the 
OHS Library and Archives are always 
welcome.

Bynum Petty, archivist
OHS Library and Archives
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Dear Friends,

From the CEO  JAMES WEAVER

I am excited about the process of preparing Stoneleigh to 
serve as our home, and I want to share the current news. A re-
cent meeting introduced me to an account executive at Com-
star Technologies. We discussed OHS requirements for IT 
and such equipment as computers, phones, alarm systems, and 
more. Relocation frees us from the clumsy copper wire sys-
tem we now use, allowing for wireless and cloud-based tech-
nology. I’m thrilled by that prospect, and that our budget will 
provide for these services. Separate conversations are under 
way regarding two high-quality copy machines, one suitable 
for digitization of archival quality. 

It’s no exaggeration to say that nothing in the Richmond 
office has intrinsic value, except for the things we’ve produced 
and the stock that we sell. We have lived with fitful plumbing 
and HVAC, a leaky roof, single pane windows that lost their 
caulking long ago, and a landlord who hopes to never, ever 
hear from us. We are singularly blessed with two wonderful 
women who show up early every day and who do their best 
while working with a cranky internet and failing comput-
ers. Our archivist, Bynum Petty, fares rather better, but Rider 
University is panting for us to move our library as they rush to 
shut down Westminster Choir College. Our move is timely!

Developing strategies that support our new operations re-
quire unremitting focus. Regular planning sessions were held 
for the past two years. I generally attend two to four meetings 
per month, along with about a dozen others, each of whom 
represents a specific discipline. Minutes are meticulous and 
the process is both exciting and demanding. Decisions hold 
real consequence!

Our preparation concludes with installation of the Ae-
olian-Skinner, No. 878 residence organ, and its companion 
piece, a Concertola. If you’ve not encountered one of these 
marvelous contraptions I recommend that you Google “Con-
certola—John D. Rockefeller, Jr.” It’s worth the trip! The 
organ chamber required a six-foot excavation that produced 
the only major hitch in the schedule. A test probe was used 
to check the water table, and it prepared the way for excava-
tion—or so it seemed. In fact, a major deposit of schist was 
uncovered that required a tremendous effort to remove, by 
jack hammer and shovel, with rocks carted to the rear en-
trance in many wheelbarrows. (One can’t use dynamite inside 
a historic residence!) Fortunately, our contingency funds pro-
tected us from cost overruns. 

Meanwhile, Bynum Petty contracted with the firm that 
earlier moved OHS archival holdings from New Hampshire 
to Warminster, Pa. At Princeton, they will face a challenge: 
our library is on the second floor of the Westminster Choir 
College library, and unbelievably, there is no elevator in the 
building. Movers must unload shelves into packing boxes and 

walk each one down the stairs 
and onto the trucks. 

With the organ installa-
tion begun, we can receive 
previously ordered furniture, 
new equipment, the collec-
tions, and also OHS materials 
from the Richmond building 
that we plan to vacate by Oc-
tober 31.

Moving forward there 
is one thing we cannot con-
trol: a legal requirement that 
the Township of Lower Mer-
ion issue a Certificate of Oc-
cupancy—now anticipated for October 13, 2017. If all works 
well, that will arrive on schedule.

Here is a portion of the Master Schedule since January 
2017, showing specifics relating to our needs:

#63-Remove Concrete beam, organ chamber 1/24–1/24 
(This was a disaster when schist was discovered under most of the site)

#64-Excavate and pour organ chamber footing 2/03–2/22
(Didn’t happen!)

#68-2nd floor replacement—sistering of joists—make safe 2/16–3/10
#70-3rd floor joist sistering 2/23–3/10

Revised Schedule:
#87-Excavate organ chamber and pour floor 5/12–5/30
#89-Wall & Ceiling finishes 5/16–6/27
#91-Interior Storm windows 6/06–6/26
#95-Install Mill Work 6/28–7/12
#96-New elevator installation 7/10–7/11
#97-MEP fixtures (electrical, plumbing, etc.) 7/10–7/28
#102-Project Closeout! 8/21–9/25
#103-Carpet/rubber base (where applicable) 8/31–9/14
#104-Final wall finishes / top coats 8/31–9/11
#105-Commissioning of systems and equipment 9/08–9/18
#106-Final cleaning—punch list 9/18–10/13

Begin Organ Installation 10/02/17
#110-38 Weeks from Issuance of building permit  10/03/17
#111-Certificate of Occupancy 10/13/17

If all goes well, we will be holding a “Hard Hat” concert 
before the end of the year—and open for business soon after. 
Plan to join us in this exciting venture.

That’s it for now! 

Sincerely,
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The Society expresses its profound gratitude to the follow-
ing individuals and organizations whose support totals 
$500 or more during 2016. All members are challenged and 
encouraged to join this group during 2017.

American Institute of Organbuilders
Eric A. Anderson
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J. Michael Barone
Joby Bell
Jack M. Bethards
Paul F. Birckner
Stephen B. Black
Willis Bridegam
David L. Brown
Mark A. Brombaugh
Catherine J. Bruno
John F. Carson
Lynn R. Clock
Daniel N. Colburn II
James H. Cook
Chester W. Cooke
Craig J. Cramer
Jacob Creel
William F. Czelusniak
Robert C. Davey
Claudia and Bruce Dersch
Wesley C. Dudley
Charles N. Eberline
Thom Ehlen
Emery Brothers, Inc.
Ben Epstein
Samuel F. Etris
Paul Fritts & Company
John J. Geller
Will Headlee
Hilbus OHS Chapter
Charles H. Horton
Ole J. Jacobsen

Justin Kielty
Gary H. Loughrey
J.O. Love
Christopher Marks
Matthew G. McGarvey
Marian Ruhl Metson
Daniel Meyer
Rosalind Mohnsen
Charles W. Morkin
Roberta Morkin
Patrick J. Murphy
Thomas Murray
Chris C. Nichols
Richard G. Pelland
Bynum Petty
Philadelphia AGO Chapter
Stephen L. Pinel
Richard Roecklein
John R. Ruch
Myles L. Schlicher
Morris Spearman
Martin F. Stempien
David W. Stettler
Robert J. Tempest
Michael J. Timinski
Terrence A. Tobias
Lawrence Trupiano
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Randall E. Wagner
Richard B. Walker
Christopher C. Warren 
James Weaver
C.W. Westcott
Richard E. Willson
James Woodman
Wyncote Foundation
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Larry Fuerman
Kira Joyce Garvie
Robert Gurney
MaryLu Hartsell

David Jensen
Steve Kaesler
Gil Kiekenapp 
David Kohner
Joel MacCollam
Carolyn Nickles

Allyn D. Reilly
Anne Marie Riccitelli
Timothy W. Saffell
Marilyn Schempp
Christopher Schroeder
Kate Turner

NeW m e m b e r S
The OHS welcomes its newest members

The editor acknowledges

with thanks the advice and counsel of 

Samuel Baker, Thomas Brown,

Michael Friesen, and Bynum Petty.

E D I T O R I A L
T HE ED I TOR I A L DE A DL INE I S
T HE F IR S T OF T HE
SECOND PRECEDING MON T H

Spring issue closes    .   .   .   .  February 1
Summer issue closes .   .   .   .   .   . May 1
Fall issue closes    .   .   .   .   .   . August 1
Winter issue closes   .   .   .   . November 1

A D V E R T I S I N G
CLO S ING DAT E F OR A L L A DV ER T I S ING 
M AT ER I A L I S  T HE 15 T H OF T HE 
SECOND PRECEDING MON T H

February 15 .   .   .   .   .    for Spring issue
May 15   .   .   .   .   .   .  for Summer issue
August 15    .   .   .   .   .   .   . for Fall issue
November 15   .   .   .   .    for Winter issue

P U B L I C AT I O N  D E A D L I N E S

The Legacy Society

Herbert D. Abbott †
Anonymous
Rachel W. Archibald †
Freeman Bell
Paul A. Bender
Mrs. E. Power Biggs †
Paul Birckner
Brian Buehler †
Randell Franklyn Busby
John Rice Churchill †
John E. Courter, FAGO †
David P. Dahl
Richard Ditewig
A. Graham Down †
Charles Eberline
James A. Fenimore, MD †
Linda P. Fulton
Thomas Garbrick
John J. Geller

Frank Graboski †

Belmon H. Hall
William L. Huber †

Dana J. Hull
Scot L. Huntington
Mark Jameson
David L. Junchen †

Preston J. Kauffman †

Forrest C. Mack †

Earl L. Miller †

Dennis E. Northway
Barbara Owen
Stephen L. Pinel
Clark H. Rice †

Michael A. Rowe †

James A. Tharp
Richard E. Willson
Charles P. Wirsching, Jr.

The Legacy Society honors members who have included the 
OHS in their wills or other estate plans. We are extremely grate-
ful to these generous OHS members for their confidence in the fu-
ture of the Society. Please consider supporting the OHS in this 
way, and if the OHS is already in your will, please contact us so 
that we can add you as a member of the OHS Legacy Society.

info@organsociety.org

•



Scarcely had the Spring issue of The 
Tracker hit the news stands than 

former OHS President Michael Friesen 
informed the editor/author that the 
1904 Aeolian organ No. 956 listed for 
Dr. William Alexander Jones was not 
the first Aeolian organ in Minneapolis. 
Rather it was an 1897 instrument, No. 
829, purchased by Dr. J.H. Martindale, 
a dentist living at 2429 First Avenue 
South. Friesen enclosed a clipping from 
the Star Tribune:

A pleasing event promised for 
next Saturday afternoon is a musicale 
to be given by Mrs. J.H. Martin-
dale. . . . It will be a benefit for the 
free dispensary of St. Barnabas’s Hos-
pital, the money to be devoted to the 
purchase of medicines. The program 

is very attractive. A principal part 
of it will be organ numbers played 
by Mrs. Martindale on the Eolian 
pipe organ which has been recently 
placed in her house. . . . Miss Nellie 
Hale and Mrs. Martindale will play a 
piano and organ duet.1

Then, Anthony Baglivi, editor 
emeritus of The American Organist, found 
that three months earlier, the Aeolian 
Quarterly noted that of the company’s 
recent instruments: “Dr. Martindale, 
a prominent physician of Minneapo-
lis, Minn., for whom one has just been 
completed.”2

1.  (Minneapolis) Tribune (March 6, 1898): 15.

2.  The Aeolian Quarterly 1, no. 3 (December 1897): 62.

The “Partial List of Farrand & 
Votey Organs” in the OHS Library and 
Archives lists No. 829 as belonging to 
J.F. Martindale residence, Los Angeles, 
Calif. (Farrand & Votey and Votey or-
gans with Aeolian player mechanisms 
were considered to be Aeolian Organs.) 
The confusion arose because the Mar-
tindales moved to California in 1899 for 
Mrs. Martindale’s health. So a researcher 
identified the correct family, but only 
after their subsequent move.

Unfortunately, neither contract, 
stoplist, nor photograph exists for the 
Martindale organ, so the first Minneap-
olis Aeolian of which we have any doc-
umentation is that of Dr. Jones.

10     The Tracker
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Sitting high on a bluff overlooking the Mississippi 
River Valley in Saint Paul, Minn., is a 36,500-square-
foot, 42-room mansion constructed for James J. Hill, 

builder and chief executive officer of the Great Northern 
Railway empire. The largest residence on Summit Avenue—
then the favored locale of Saint Paul’s elite—it was the pri-
mary home of James and Mary Mehegan Hill and their nine 
children. The mansion reflected the immense wealth of its 
owner, serving as both a private home and a public statement, 
attesting to the social status, tastes, and interests of the Hill 
family. The imposing house reflects “an economic, social, and 
cultural phenomenon of the early 1880s—families, possessing 
extraordinary wealth, who used their money to purchase or 
build houses on fine avenues in major cities and then trans-
formed them into personal museums displaying art objects, 
paintings, and sculptures from around the world.”1

Hill chose Peabody & Stearns of Boston, one of the most 
successful architectural firms of the day, to design and build 
the house. Multiple versions of floor plans were offered to 
Hill. And while the records contain an extant Peabody & 
Stearns floor plan of the gallery with a small, rough pencil 
drawing of an organ located between and above the gallery 
doors,2 an organ was not included in the final plan approved 
by Hill. Mr. Hill was a demanding client, firing Peabody & 
Stearns when they countermanded his orders regarding stone 
cutting for the house exterior. He then hired Irving & Cas-
son, also a Boston firm, to complete the interior work.

1. Arnold Lewis, James Turner, and Steven McQuillin, The Opulent Interiors 
of the Gilded Age (New York: Dover Publications Inc., 1987), 20.

2. James J. Hill Papers, Voucher No. 1500, Oct. 6, 1893, Minnesota 
Historical Society.

The Hill House took three years to build and incorpo-
rated the most advanced technologies of the day. Completed 
in 1891, the house had both gas and electric lighting. Thir-
teen bathrooms had state-of-the-art plumbing with hot and 
cold running water. Windows and doors were wired with an 
alarm system that notified the houseman if they were opened 
unexpectedly. 

The front doors open into a 2,000 square foot entry hall 
with a grand staircase and elaborate wood carvings, connect-
ing the ground floor rooms that included a music room, a 
drawing room, a library, a formal dining room, a breakfast 
room, and a large art gallery. The two-story gallery, approxi-
mately 40 feet in length, has a large fireplace framed by carved 
oak and stone mosaics at the east end, visible from the room’s 
entrance, and a conservatory-style skylight roof suspended 24 
feet above the wooden floor. The George S. Hutchings pipe 
organ, Opus 229, occupies the west wall of the art gallery. 
The keydesk (console) is on the main floor and the pipe cham-
bers are above on the second-floor level.

Somewhere along the way, Hill changed his mind about 
having an organ in the house. It is believed that he was in-
fluenced by peers who had installed pipe organs in their 
homes, combined with a recommendation from Irving & 
Casson. Once the decision was made to install an organ, 
Hill researched local manufacturers. He corresponded with 
Cass Gilbert, a Minneapolis architect, asking him to recom-
mend a local pipe organbuilder.3 Hill could not find a Min-
nesota builder that met his requirements, and it is likely that 
Irving & Casson recommended Hutchings, as the firm had 

3. James J. Hill Papers, collections.mnhs.org/hill_index-cards/jj_hill/ny-
various-views/jjhn05143, Minnesota Historical Society.

The 1891 George S. Hutchings organ
in the James J. Hill House
FRAN LINHART
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experience working with Hutchings on other home and 
church installations.4

PURCH ASE A ND INSTA LL ATION
The original sales receipt for the organ, dated April 7, 1891, was 
issued through Irving & Casson with a base price of $3,400. 
Modifications to the instrument included “block tin front 
pipes,” a blower and gate, and the addition of a Quintadena to 
the Swell. The final cost for the  organ was $4,175.5 There was 
an additional invoice from D&D Electric Motor Company in 
the amount of $370 for “supplying, setting in place, and con-
necting to organ bellows a 3 H.P. [water] motor and stout 
foundation with switch.” 6

The case and pipes were shipped from the Hutchings fac-
tory in April 1891. The 2,800 pound organ was shipped from 
Boston to Chicago and then, for $18.80, to St Paul. Repre-
sentatives from W.J. Dyer, a local music store, and a “sun-
dry” worker who Hill hired, helped to “put up the organ,” 
which, as Mr. Hill described, involved installing the bellows 
in a basement room, the console on the main floor of the art 

4. The Centennial of Saint Barnabas Memorial Church 1888–1988. George 
Hutchings Opus 205 at http://woodsholemuseum.org/oldpages/sprtsl/
v3n1-Parish.pdf.

5. James J. Hill Papers, Geo Hutchings, Church and Chapel Organs 
Invoice, April 7, 1891, Minnesota Historical Society.

6. James J. Hill Papers, Voucher No. 644, May 2, 1891, Minnesota Historical 
Society.

gallery, and the pipes and shutters above the console in a com-
pact, 9½ by 11-foot chamber on the second floor level.

The fact that the organ was a late addition to the art gal-
lery meant the pipe chamber was “ingeniously” designed to 
fit in the available space and to look like a free-standing case. 
As a result, it is cramped, crowded, and difficult to access for 
service without major disassembly of the chamber. Charles 
Hendrickson, a Minnesota organbuilder who worked on the 
instrument, commented that “It is the worst organ to tune 
that I’ve ever seen. When you open the chamber [from the 
second floor hallway at the back of the organ], the Swell pipes 
are what you first see, then the shutters. The Great pipes are 
located in front of the shutters. It is likely that, long ago, the 
Great was tuned from the front—through the facade.”7 While 
the design may not have been an issue during Hill’s lifetime 
when labor was relatively inexpensive, the inaccessible design 
makes servicing the organ challenging today.

The Hutchings organ was likely put up and installed be-
fore the woodwork and cabinetry were built around it. Bavar-
ian-born woodcarver, John Kirchmayer, was responsible for 
the magnificent woodwork found throughout the house and 
Kirchmayer personally carved the ornate organ case, bench, 
and surround.8

7. March 26, 2017, interview with Charles Hendrickson, Hendrickson 
Organ Company, St. Peter, Minn.

8. Craig Johnson, James J. Hill House, Minnesota Historic Site Series, 
Minnesota Historical Society Press.
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THE 1891 GEORGE S . HUTCHINGS ORGAN IN THE JAMES J . H ILL HOUSE

The installation complete, Irving & Casson sent a tele-
gram to Hill on April 10, 1891, confirming that “organist 
tested organ this morning and pronounced it very fine.”9 Un-
fortunately, it soon became apparent that there were issues. 
Multiple diary entries by Mary Hill commented on the “fee-
ble” sound of the instrument. In 1892, one year later, Mary 
wrote that “Organ man has been working a week on the 
Organ and finds water motor of too feeble power.”10

Hill tried to find someone to service the instrument. He 
reached out to Frank Roosevelt, builder of Chicago’s Audito-
rium organ; Frederic Archer, organist of St. James Cathedral in 
Chicago; J. Warren Andrews, who played a Hutchings organ 
(Opus 230) at the Plymouth Congregational Church in Min-
neapolis; and George Hutchings, who wrote back that there 
were no service resources in the Twin Cities.11 Hill finally 
engaged W.W. Ricker, a “practical church organbuilder,” in 
Alton, Ill. Dr. Ricker took great care in servicing the organ, 
even going so far as to provide written instructions regarding 
“turning water power on to the organ.” Users were told to 
“let on the water, turn the handle Eight (8) times very slowly 
to the left. Then wait one minute at least, then turn to left as 
far as it will go without straining the handle any. To shut off, 
turn to the right as far as it will go, or until it comes to its 
bearing.”12

Hill expressed his displeasure and frustration by not pay-
ing for the organ. The Summit Avenue Property Cash Dis-
bursement report of March 1892, issued almost one year after 

9. James J. Hill Papers, Great Northern Papers, April 10, 1891, Minnesota 
Historical Society.

10. Mary T. Hill Papers, Minnesota Historical Society.

11. James J. Hill Papers, Personal Correspondence, 22.D.5.8, Minnesota 
Historical Society.

12. James J. Hill Papers, 20.B.3.9, Minnesota Historical Society.

the instrument had been installed, showed only a partial pay-
ment; final payment was made on October 3,1892.13 An elec-
tric motor was finally installed to replace the water motor by 
the early 1900s and performance issues appear to have been 
resolved at that time.

Written records and diary entries show that the family 
used and enjoyed the organ. As no one in the family played 
the instrument, the Hill family hired a professional organist 
to play as needed.

James J. Hill passed away in 1916 and his favorite hymns 
were played on the organ for his funeral service. Mary Hill 
stayed in the house until her death on November 21, 1921.14 
In 1925, their daughters presented the house as a gift to the 
Roman Catholic Archdiocese of Saint Paul and Minneapolis, 
who used the property as an office, residence, and school. For-
tunately, the archdiocese did not make any significant altera-
tions to either the house or the organ. The organ remained si-
lent for the next 50 years.

THE GEORGE S. HUTCHINGS ORGA N
Opus 229 is a two-manual, mechanical-action instrument 
with 17 ranks and 1,006 pipes. The playing mechanism, pipes, 
and action are original. Little has been replaced, changed, or 
modified and the organ remains essentially as it was when 
installed.

The facade contains a unique set of once-polished full 
length tin pipes—the Great 8ʹ Open Diapason, visible at the 
upper front of the case. The original shiny surface has tar-
nished over the years and there are no plans going forward to 
polish the pipes.

A residence organ, it was not intended to accompany 
choirs or play massive works; it is modestly-voiced, and has a 
rare set of double Swell shutters.

The organ was originally pumped by hand from a small 
room just off the boiler room in the basement of the house. 
(Records show that the houseman who shoveled coal into the 
furnace was also responsible for working the bellows.) Shortly 
after installation of the organ, a water motor was added that 
used pressure from the city water mains. To operate the organ, 
a water valve was opened and the motor began pumping. A 
small black panel above the Swell keyboard was originally at-
tached to the air system to indicate the wind pressure in the 
reservoir. The water motor was eventually replaced by the 
present electric blower. The original hand pump and a few 
parts of the water motor remain in the blower room, though 
none of them function.

The instrument has an attached console with a key-
board cover that lifts to form a music rack. The mechanical 

13. James J. Hill Papers, Personal Correspondence; 22.B.6.8, Minnesota 
Historical Society.

14. Johnson, James J. Hill House.

Keydesk and combination pedal nameplates
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THE 1891 GEORGE S . HUTCHINGS ORGAN IN THE JAMES J . H ILL HOUSE

stopknobs are arranged in horizontal rows on terraced jambs 
on either side of the keydesk and include manual and pedal 
couplers. The organ has seven combination pedals located just 
above the flat pedalboard. A metal swell pedal is located to the 
far right of the lower panel. To its right are two hitchdown 
levers for a Swell to Great at 8vs (octaves) coupler and Swell 
Tremulo [sic]. Engraved ivory nameplates for the combination 
pedals are located above the Swell manual.

FIR ST R EPA IR S A ND R ESTOR ATION
In 1978, the Hill House was acquired by the Minnesota His-
torical Society (MHS). When ownership and management 
were transferred from the archdiocese to the MHS, plans 
were put in place to refurbish both the house and the organ.

 Ô 1975–79: The organ was made playable for museum 
guests.

 Ô 1979: A survey of the organ’s condition was under-
taken and a treatment proposal was submitted. The 
society decided that environmental controls and se-
curity systems should be implemented prior to resto-
ration of the organ.

 Ô 1980–1984: The house underwent major renovation 
including replacement of the 1891 wiring and heating 
plant and restoration of the art gallery with installa-
tion of a special climate control zone.15 Conservation 
of the organ could now be supported in a controlled 
environment.

 Ô 1984: The decision was made to restore the organ to 
its original condition, including the “hand-pumping 
mechanism.” The water motor was to be restored as a 
non-functioning artifact. For historical integrity, the 
society requested that the organ be restored using the 
materials and methods used by Hutchings. The only 
modern methods allowed would be the occasional 
use of power tools.

 Ô 1986: The MHS received a matching grant from the 
Institute of Museum Services in Washington, D.C., 
for restoration of the organ.

 Ô 1988: Work on the organ was completed. The reservoir 
and accordion trunk were releathered. New feeder bel-
lows were made. Metal pipework was cleaned and re-

15. Johnson, James J. Hill House.

Left stop jamb Right stop jamb
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THE 1891 GEORGE S . HUTCHINGS ORGAN IN THE JAMES J . H ILL HOUSE

paired. Wooden pipe stoppers were releathered. New 
trackers were made where needed. Neither the water 
pump nor the hand pump was restored.

 Ô Earl L. Miller, a member of the Organ Historical So-
ciety, made a recording of the Hill House Hutchings 
organ.

THE ORGA N’S CUR R ENT STATUS
Today, the James J. Hill House is a popular tourist destina-
tion, attracting 40,000 annually. Visitors to the site can view 
the art gallery or take a 75-minute guided tour of the house. 
Organists are at the house every Saturday to demonstrate the 
organ for tour groups. Visitors are told the organ is one of the 
earliest residence organs in the country, and the first residence 
organ in Minnesota. The uniqueness and importance of the 
organ is emphasized—it is believed to be the only 19th-cen-
tury American Gilded Age residence organ, unaltered, in its 
original location.

Several years ago, the staff noticed a degradation in the 
instrument’s performance. They observed that leather in the 
organ on the main floor of the art gallery was rapidly dete-
riorating, while the leather on the static reservoir next to the 
blower in the basement was showing minimal deterioration. 
No one could explain why the first floor deterioration was so 
severe, while the basement level was appropriate for the age 
of the instrument. The MHS became concerned that an envi-
ronmental condition in the house or the surrounding area was 
causing the wear. Research was conducted and it was deter-
mined that contamination from outside influences (such as car 
exhaust) were not strong enough to inflict the type of dam-
age observed.

However, a Halon fire suppression system had been in-
stalled in the art gallery. Unlike a sprinkler system that douses 
a room with water, Halon systems contain gaseous agents that 
inhibit the chemical reaction of a fire. Hill House staff re-
membered the fire suppression system had been discharged 
when the house was struck by lightning in 1997 and again in 
2001. Craig Johnson, Hill House site manager at the time, re-
ported that after each discharge, the organ was coated inside 
and out with a residue. Chemical data sheets for the fire sup-
pression system were submitted to a chemist at the University 
of Oklahoma in Norman who confirmed it was likely that 
discharge from the fire suppression system was responsible for 
the accelerated deterioration of the organ’s leather.

Today, the organ is playable but unreliable, a result of the 
deteriorated leather as well as other issues commensurate with 
the age of the instrument. After consultation with reputable 
organbuilders and restorers, the decision was made to repair 
the instrument, and the Minnesota Historical Society was able 
to find a benefactor who agreed to fund a full restoration. The 
organ will be removed from the house sometime in late 2017-
early 2018 for a careful and historically respectful restoration. 

Everyone at the Hill House, members of the MHS and OHS, 
and museum visitors are looking forward to the time when 
the organ will be revived and returned to play its role in the 
fabric of the historic Hill House mansion.

Fran Linhart is currently retired and enjoys playing the organ at the Hill 
House, accompanying the Edina Senior Choir, and serving as substitute 
organist for churches in the Twin Cities. A performer, teacher, and ar-
ranger for four decades, she performed at roller rinks in Chicago, traveled 
as an artist for Wurlitzer and Yamaha, and spent several years as an ar-
ranger and editor for Hal Leonard Publishing.

JA MES J.  HILL HOUSE
SAINT PAUL, MINNESOTA

GEORGE S. HUTCHINGS, OP. 229, 1891

Compass: Manuals, 61 notes, C–c4

 Pedal, 30 notes, C–f1

GREAT
 8 Open Diapason
 8 Viola di Gamba
 8 Dulciana
 8 Melodia
 4 Octave
 4 Flute d’Amore
 2 Fifteenth

SWELL (enclosed, double shutters)
 16 Bourdon Bass
 16 Bourdon Treble
 8 Stopped Diapason
 8 Geigen Principal
 8 Æoline
 8 Quintadena
 4 Violina
 4 Flute Harmonique
 2 Flautino
 8 Oboe

PEDAL
 16 Bourdon

COUPLERS
Swell to Great
Swell to Pedal
Great to Pedal

COMBINATION PEDALS
Piano Swell, Mezzo Swell, Forte Swell
Piano Great, Forte Great
Full Organ
Great to Pedal Reversible
Swell to Great at 8vs (super coupler, hitch-down)
Tremulo [sic] Swell (hitch-down)

MECHANICAL REGISTER
Bellows signal
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Feature Review  ROLLIN SMITH

Legendary Recordings 
of Marcel Dupré
CD 1. César Franck, Pièce héroïque; Trois Chorals. Saint Thomas’ 

Church, New York, recorded October 14–15, 1957.
CD 2. Charles-Marie Widor, Allegro from Symphony VI; 

Salve Regina from Symphony II; Marcel Dupré, Prelude 
and Fugue in G Minor, Op. 7 No. 3, and Triptyque, Op. 
51. St. Thomas’ Church, New York, recorded October 
15–16, 1957.

CD 3. J.S. Bach, Prelude and Fugue in D Major, BWV 532; 
Prelude and Fugue in A Minor, BWV 543; Prelude and 
Fugue in E Minor, BWV 548, Saint-Sulpice, Paris, re-
corded July 4–8, 1959.

CD 4. Dupré, Cortège et litanie, Op. 19; Variations sur un 
Noël, Op. 20; Carillon and Final from Sept Pièces, Op. 27; 
Lamento, Op 24. Saint-Sulpice, Paris, recorded July 7–9, 
1959.

CD 5. César Franck, Grande Pièce symphonique; Pastorale; Fan-
taisie in A. Saint-Sulpice, Paris, recorded July 5–7, 1959.

CD 6. J.S. Bach, Six “Schübler” Chorales; Fantasia in C 
Minor, BWV 562; Fantasia in G Major, BWV 572. Saint-
Sulpice, Paris, recorded 1959.

CD 7. Dupré, 3 Preludes and Fugues, Op 36; Olivier Messiaen, 
Le Banquet céleste; “Les Bergers” from La Nativité du Sei-
gneur. Saint-Sulpice, Paris, recorded July 4–9, 12, 1959.

CD 8. J.S. Bach, Kyrie, Gott heiliger Geist, BWV 671; Al-
lein Gott in der Höh sei Ehr, BWV 662; Wir glauben all 
an einen Gott, BWV 680; Christ, unser Herr, zum Jordan 
kam, BWV 684; In dir ist Freude, BWV 615; O Mensch, 
bewein dein’ Sünde gross, BWV 622; Vom Himmel kam 
der Engel Schar, BWV 607; Durch Adams Fall ist ganz 
verderbt, BWV 637; Wachet auf, ruft uns die Stimme, 
BWV 645; Vor deinen Thron tret ich hiermit, BWV 668. 
Saint-Ouen, Rouen, recorded October 1965.

CD 9. Dupré Symphonie-Passion, Op. 23; Choral et Fugue, Op. 
57; Hymne “Iste confessor,” Op. 38, No. 2; In dulci jubilo, 
Op. 28; Toccata sur “Ave maris stella,” from 15 Versets, Op. 
18. Saint-Ouen, Rouen, recorded October 1965.

CD 10. Camille Saint-Saëns, Symphony No. 3 in C Minor, 
Op. 78 (“Organ” Symphony). Detroit Symphony Orches-
tra, Paul Paray, cond. Ford Auditorium, Detroit, recorded 
October 12, 1957.

Newly-remastered from the original tapes by Mercury Living 
Presence specialists and available for the first time in one ten-
CD set, these are the Complete “Mercury Living Presence” 
recordings of Marcel Dupré, as well as two albums originally 
released in France on the Philips label. The comprehensive 

booklet in French and English includes the complete stoplists 
of the organs heard, an explanation of the remastering pro-
cess by supervisor Tom Fine, and excerpts from Madame Du-
pré’s diary from her 1957 visit with her husband to the United 
States. The set includes the original album artwork, plus all 
the original LP jacket notes (in English). The ten CDs in this 
set represent Dupré playing his own works, playing works of 
the major late-19th-century organ composers, and playing the 
works of Bach.

The earliest recording was that done at Detroit’s Ford Au-
ditorium. The $5.7 million auditorium opened on October 
14, 1956, with a live telecast of the Ed Sullivan Show, but the 
organ was not installed for another eight months. Aeolian-
Skinner was faced with the organbuilder’s perennial problem: 
not having been left sufficient space for the organ chambers. 
The only possible locations for the pipes were two areas origi-
nally intended as “acoustic chambers” above the proscenium. 
Company President Joseph Whiteford devised a plan for a 48-
rank organ in the proscenium and an all-exposed two-man-
ual, 23-rank, “Baroque” organ on the stage, both playable 
from a three-manual movable console. 

Paul Paray, then in his fifth year as music director of the 
Detroit Symphony Orchestra, prevailed on his old friend 
and fellow Rouennaise, Marcel Dupré, to come to Detroit 
to inaugurate the new organ.1 Paray had been a classmate of 
Dupré at the Paris Conservatory, indeed they both had won 

1. Also on Dupré’s agenda were two other recordings for Mercury of music 
by Franck, Widor, and Dupré.

Paul Paray, Joseph Whiteford, and Marcel Dupré before the portable 
stage division of the Aeolian-Skinner in Detroit’s Ford Auditorium
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the Premiere Grand Prix de Rome (Paray in 1911 and Dupré 
three years later).

On Sunday afternoon, October 6, 1957, Dupré played a 
solo recital on the new organ in Ford Auditorium and the fol-
lowing Thursday and Friday, he was soloist in a pair of con-
certs with the Detroit Symphony that featured Saint-Saëns’s 
Third Symphony. Until that concert, reviewers were, for the 
most part, silent about the new hall’s acoustical shortcomings. 
There was no resonance in the building, making the reeds 
sound hard and brassy and the organ’s upper work frequently 
blatant. The New York Times music critic, Harold Schonberg, 
wrote that “Mr. Dupré had nearly all stops out at the end of 
the two works he played [the other being the Sinfonia from 
Bach’s Cantata No. 146], but it was as if an acoustic blotter 
had been placed over the organ, and over the orchestra, too, 
for that matter.”2 He later remembered that “bass notes could 
not be heard and there was no warmth to the sound.”3

Nevertheless, on the recording the clean playing of the 
orchestra belies the overly-dry acoustics, and strategic mi-
crophone placement gave the impression that the organ was 
much more powerful. The recording remains one of the few 
that is faithful to the composer’s intentions for the magnifi-
cent fortissimo chords at the beginning of the last movement.

The Saint-Saëns Symphony was released in March 1958 
and was immediately compared to the performance by Eu-
gene Ormandy and the Philadelphia Orchestra with E. Power 
Biggs recorded by Columbia and released the previous No-
vember. Paul Affelder, of High Fidelity, wrote:

Paray . . . builds the symphony from beginning to end, 
with the result that the climaxes of the finale are truly stir-
ring. Mercury’s sound is even brighter and more definitive 
than Columbia’s. Strings have more incisive presence and 
the deep pedal tones of the organ, discerningly played by 
Dupré, come through more easily. Choice between the two 
discs depends upon whether you prefer your French wine 
dry (Paray) or sweet (Ormandy). Both, however, are superb.4

All of the works on the first two CDs were to have been re-
corded on the new organ at Ford Auditorium, but when Dupré 
first played it and the Mercury engineers heard it, they immedi-
ately realized it would be unsuitable as a vehicle for these clas-
sics of the French repertoire. Dupré was to play a recital at St. 
Thomas’ Church in New York on October 17, just before re-
turning to France, and arrangements were quickly made to 

2. Harold C. Schonberg, “Music Workshop Opens in Detroit. Critics 
Meeting, New Season Begin—Dupré Performs on the Kanzler Organ,” 
New York Times (October 12, 1957): 24.

3. Harold C. Schonberg, “Music: Detroit Symphony: Sixten Ehrling 
Leads—Acoustics Assessed,” New York Times (February 15, 1964): 15.

4. Paul Affelder, “Records in Review—Classical,” High Fidelity ( July 1958): 
50.

arrange for the two LPs to be recorded there. Aeolian-Skinner 
had installed a new organ in 1956, G. Donald Harrison’s last—he 
suffered a fatal heart attack during tonal finishing and it had been 
introduced at the 1956 AGO New York convention by Dupré’s 
student, the then-new organist of Notre Dame Cathedral, Pierre 
Cochereau. With 173 ranks (not counting the twelve prepared 
for) and the stoplist overseen by William Self, Opus 205-A was 
the first “French” organ built in America, not just on paper, but, 
as you can hear, in the room.

William Self, organist of St. Thomas’ Church, turned pages 
for Dupré’s first session and noted his nervousness at recording, 
not to mention his hands deformed by anklyosis, a stiffening of 
the joints as the bones become fused. Self wrote, “I could not 
believe what I was seeing and hearing. Stop and start, mistake 
after mistake. It seemed impossible that this could really be 
Marcel Dupré. . . . I could only wonder with some trepidation 
what would happen at the recital on Thursday evening.”5 His 
concern proved unnecessary: “Dupré walked to the console as 
if he had never had a care nor a worry, sat down, and started 
to play—a magnificent recital, fully justifying the expecta-
tions of his audience.”

Dupré was the first to record Franck’s Trois Chorals com-
plete—in September 1947 on the 1930 III/62 Rushworth & 
Dreaper, at St. Mark’s Church, North Audley Street, London. 
It was rather incongruous that this second set, just ten years 
later, followed closely the release of Albert Schweitzer’s Co-
lumbia recordings of the Three Chorals (on the organ of the 
Gunsbach Parish Church).

5. William Self, For Mine Eyes Have Seen (Worcester: The Worcester 
Chapter of the American Guild of Organists, 1990), 175.

St. Thomas’ Church, the nave
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Feature Review  CONTINUED

Dupré’s edition of the complete organ works of César 
Franck was published in 1955 and soon took its place beside 
his Bach edition as an exemplary teaching tool, elucidating 
with indications of fingering and pedaling the technical se-
crets of a major performing artist. Dupré’s recorded perfor-
mance of Franck’s works, like his edition, exhibits a cavalier 
attitude with regard to the composer’s precise intentions, par-
ticularly registration, and we miss not only the sound of the 
Hautbois, which Franck always drew into the foundation en-
semble, but the building-up of the tonal forces by the cou-
pling of divisions and the addition of reeds and mixtures. Du-
pré’s tuttis are reached with the Crescendo Pedal or with a 
single piston. There is, too, the substitution of the Voix céleste 
for the Voix humaine every time the latter is indicated in the 
score. The organ had one: it is heard in the Tryptich, and one 
wonders why it was not used as Franck prescribed.

There has never been a more magisterial performance of 
the Allegro from Widor’s Sixth Symphony than Dupré’s and, 
with no recorded performance at the time of the late addition 
of the Second Symphony’s Salve Regina, it us understandable 
why Dupré chose to play it. Dupré was the exception to the 
rule that composers are seldom good advocates of their own 
music. He recorded the Prelude and Fugue in G Minor on player 
organ rolls for three companies and then for the phonograph 
at Queen’s Hall, London, in 1926. It was his most famous 
composition and his playing of the Prelude is scintillating, with 
the Fugue more relaxed than would have been expected. This 
is his final recorded performance of it—his last word on one 
of the icons of 20th-century organ music. The Triptyque, his 
latest composition that he had just premiered in Detroit, re-
ceives a lively performance, his virtuosity belying his 71 years. 

Two years later, Mercury spent several warm July nights 
with Dupré at his church in Paris, committing to vinyl an 
impressive selection of repertoire: Bach, Franck, Dupré, and 
two pieces by his illustrious student, Olivier Messiaen. Dupré 
was a brilliant technician and his playing was distinguished by 
strong rhythm and a clarity in which every note and phrase 
was impeccably rendered. 

Recording in July and registering with reeds can be 
tempting fate and those at Saint-Sulpice are sometimes a bit 
out-of-tune—or “very French,” depending on the depth of 
your Francophilia. We forget what a charming and balanced 
suite the six “Schübler” chorale preludes are and Dupré reg-
isters them with that in mind: the cantus firmus on a reed for 
nos. 1, 3, and 5, a 4ʹ Principal in the Pedal for nos. 2 and 6, and 
a Viole for no. 4.

The Fantasia in G begins with a perky 8ʹ and 2 ,́ the Grave 
is registered from foundation stops up to complete full organ, 
including the Trompette en chamade and the 32ʹ Bombarde, 
while the Lento is again played on the 8ʹ fonds. Dupré’s Bach 
playing is straightforward, not to say imperious. There are 

almost no stop changes during a movement, as opposed to 
those recommended in the Widor-Schweitzer edition. And 
the playing is so sure and firm, we are reminded that for much 
of the 20th century Dupré was as famed for his performances 
of the complete Bach works from memory, as for his impro-
vised symphonies. Here, in the latter days of his meteoric ca-
reer is consummate legato, the characteristic repeated notes, 
precision, and fast tempi. When they were first released, the 
Philadelphia critic for The New Records, Enos Shupp, wrote: 
“Dupré’s performances of these masterpieces are bold, gra-
nitic, solid in rhythm and noble in concept. The strength and 
conviction of his playing and the effect of this magnificent 
organ are inspiring.”6 As for the recording, Nathan Broder of 
High Fidelity wrote: “The engineers have captured the power 
of the instrument and the spaciousness of the sound, yet not 
even in the most agile passages are Bach’s lines blurred.”7

As with the Saint Thomas’ discs, the fourth and seventh 
CDs are the most valuable of the set because we hear the com-
poser interpret his own works, in this case, two of his most 
celebrated and enduring works: Cortège et litanie and the Varia-
tions on a Noel; two of the Seven Pieces of 1930, Lamento, and 
the Three Preludes and Fugues, Op. 36, the last set that never 
engendered much interest among players. It was a great trib-
ute to Messiaen that his maître included two of his organ 
works in this series. 

Three works of Franck rounded out the four Mercury 
discs of 1959. Appropriate not only because of Dupré’s sincere 
devotion to the composer, but also because Franck was one of 
the organists who inaugurated the organ of Saint-Sulpice in 
1862. 

The final two CDs are Dupré’s last recordings, made at 
the age of 79 on the great late Cavaillé-Coll organ in Du-
pré’s hometown of Rouen. Ten Bach chorale preludes from 
the Clavierübung, the Great Eighteen, the Orgelbüchlein, and the 
first of the Schüblers are contrasted with Dupré’s own music, 
including his only recording of the Passion Symphony.

The quality of the sound on these CDs is all that one 
could wish for. Having had original material with which to 
work, and that material being so well preserved, these are an 
ideal representation of the four organs documented.

Marcel Dupré was one of music’s true immortals. These 
recordings are not only the testament of a great virtuoso, com-
poser, and teacher, but, in the words of Albert Schweitzer, the 
last “representative of an epoch during which those two great 
organists, Guilmant and Widor, opened up a glorious future 
for the organ.”

The ten CD set is available from the OHS store at www.
ohscatalog.org.

6. Enos E. Shupp, The New Records 28–29: 29.

7. Nathan Broder, High Fidelity ( June 1960): 58.
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The State of Maine—often dubbed “America’s Vaca-
tion Land”—calls to mind intimate and heart-warm-
ing imagery: the craggy coast of the chilly North 

Atlantic, old and venerable lighthouses, L.L. Bean, whale 
watching, and indisputably the tastiest seafood anywhere. Of 
special interest to members of the Organ Historical Society, 
Maine also has a bumper-crop of vintage American organs. A 
generation has passed since the OHS last visited the state for 
one of its annual conventions.

Twenty-five years ago, Kevin Birch, the indefatigable 
music director of St. John’s R.C. Church in Bangor, estab-
lished the St. John’s Organ Society. Besides advocacy, the or-
ganization’s purpose was to call attention to one of the larger 
and more significant pre-Civil War Hook organs extant. 
Opus 288, built and opened on Christmas Day 1860, has been 
in continuous use since. On this silver anniversary of the or-
ganization, a fall Institute is planned that offers OHS mem-
bers a unique opportunity to experience, hear, and play this 
notable organ—as well as a number of similar instruments in 
the surrounding communities. The Institute is intended to 
raise funds, and its ultimate goal is the long-term preserva-
tion of Opus 288.

Between October 24 and 28, 2017, just as the foliage season 
in Maine reaches its peak, St. John’s Organ Society is hosting 
the Maine Historic Organ Institute. This mid-week event, 
beginning Tuesday afternoon and ending Saturday morning, 
offers devotees of old American organs a virtual smorgasbord 
of events: concerts, field study, lectures, sight-seeing, tours, 
and the singular privilege of studying with some of the coun-
try’s more-respected organ teachers. Home base will be the 
historic Charles Inn (www.TheCharlesInn.com) in down-
town Bangor, known for its old-world charm, and many of 
the events will be within walking distance of the hotel.

Beside Opus 288, a number of other historic organs by E. 
& G.G. Hook and George Stevens will be featured. Optional 

side trips will take attendees to Belfast, to examine George 
Bozeman’s landmark restoration of the 1848 Stevens organ at 
the First Church; to Bucksport, to see Andover Organ Com-
pany’s fine restoration of the 1863 Hook at the Elm Street 
Congregational Church; and to Stockton Springs to see an 
1847 Hook. Of particular interest, is a “new” two-manual 
organ, E. & G.G. Hook, Opus 304 (1861), restored and re-
cently installed by A. David Moore in the Hammond Street 
Congregational Church in Bangor. The Institute will be 
a hands-on experience, so bring your music and shoes, as 
many of the organs will be open-keydesk for those who want 
to play. 

The faculty of the Institute reads like a veritable Who’s 
Who of the American Organ World: master teachers Kevin Birch, 
Margaret Harper, Christian Lane, Jonathan Moyer, and Dana 
Robinson will work one-on-one or in small groups with at-
tendees. Several organbuilders will be in residence, including 
George Bozeman, A. David Moore, David and Nick Wal-
lace, and the cherished grand-daddy of them all—Robert C. 
Newton! Moore and Wallace will bring continuo organs, 
and along with a small organ by Darron Wissinger already at 
St. John’s, you’ll also have an opportunity to play on those. 
Other noted names in the old organ community will partici-
pate, including Barbara Owen, Carlton and Lorna Russell, 
Stephen Pinel, and James Woodman. They will present lec-
tures and prepare handouts to document further and preserve 
the unique organ culture of Maine.

The St. John’s Organ Society sponsored the successful 
Hook Holiday back in 2010. The Maine Historic Organ In-
stitute will offer even more opportunities to experience these 
remarkable instruments. The registration fee is an affordable 
$150. The schedule with further information and a download-
able registration form is available at www.hookopus288.org, 
or you can call Kevin Birch directly at 207–217–6740 if you 
have questions.

The Silver Anniversary of the
St. John’s Organ Society
and the Maine Historic Organ Institute
STEPHEN L. PINEL
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In anticipation of the release of the updated and expanded edition 
of Rollin Smith’s book, The Aeolian Pipe Organ and its 
Music, to be issued by the OHS Press, this article brings to light 
an early and now-unknown Aeolian pipe organ that, in its day, 
was a great sensation.

Among Chicago’s fine, late-19th-century hotels was 
the Great Northern at Dearborn and Jackson Boule-
vards. Architect Daniel Burnham designed the origi-

nal 14-story building that was completed in 1891. In 1895, he 
drew up plans for a 16-story addition that offered a 2,000-seat 
theater, 300 offices, and 300 additional hotel rooms. A new 
galleried, double-height hotel lobby was added, featuring a 
colorful stained glass ceiling and, situated above the reception 
desk, the elaborate casework for an Æolian automatic pipe 
organ, installed in 1896. Although the instrument was adver-
tised as an Æolian Pipe Orchestra, it was built by the Farrand 
& Votey Organ Company, Detroit, and could be played by ei-
ther an Aeolian roll player mechanism or by hand. 

The main section of the electropneumatic instrument 
had 27 ranks distributed across Great, Swell, and Pedal di-
visions that were played from a two-manual console located 
on the lobby gallery. Also playable from the lobby console, 
or from its own roll console, was a seven-stop division in 
the Palm Garden café located on the 19th floor of the hotel 
and heard by the organist in the lobby by means of a primi-
tive telephone system—the organist listening through a set 

of headphones. The Palm Garden division was in a decora-
tive cabinet placed on the wall above the entrance to the café. 
Across the top of cabinet, gold-leaf lettering proclaimed, 
“Æolian Orchestra.”

The daily concerts given on the hotel organ were very 
popular and every afternoon the staff endured hundreds of 
people crowding into the lobby to listen to the organ. Light 
music and popular pieces were favored; the works of the 
“great masters” being rarely, if ever, heard. In fact, a popular 
piece was being played on the organ one day in 1897 when the 
concert turned into a son et lumiere show:

As the great pipe organ in the Great Northern Hotel 
was pealing forth “There’s a Hot Time in the Old Town 
Tonight,” the opening number in the daily concert, a sheet 
of flame shot forth from the instrument followed by vol-
umes of smoke, which grew more dense every minute, and 
in a few minutes the instrument, valued at $15,000, was a 
charred wreck, while the surrounding decorations were 
damaged to the extent of several thousand dollars.

For fifteen or twenty minutes, great volumes of smoke 
rolled through the corridors and rooms, an unpleasant re-
minder of the Tosetti Café fire.1 There was a commo-
tion among the 450 guests, and bell-boys went flying from 
room to room notifying the guests that there was a fire and 
it would be well to be prepared to move out quickly, but 
they ended up their warning with the assurance that there 

1. The fire at Chicago’s Tosetti Café occurred only six days before and the 
combined explosion and fire injured 23 people.

The Organ in Chicago’s
Great Northern Hotel
JAMES LEWIS

Chicago’s Great Northern Hotel with the 
1895 addition at the right
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would be little likelihood that the fire would escape from 
the organ loft. . . .

All this loss and excitement was caused by three 
workmen who were adjusting the organ earlier in the af-
ternoon and carelessly left a lighted candle inside. The 
candle burned down to the wood where it had been placed 
and set fire to the valuable instrument. 

Just before the fire was discovered, attention was called 
to the organ by a series of discordant noises wholly differ-
ent from the accepted version of “Hot Time,” and several 
persons standing in the lobby were glancing in amazement 
at the instrument when the flames leaped forth. . . . 

Colonel [William S.] Eden, [manager of the hotel] 
having become convinced he could not control the fire 
with the hotel force, after experimenting twenty minutes, 
had an alarm turned in and soon firemen were ripping the 
delicate mass of pipe and wood work to pieces with axes 
and flooding it with water. It was an obstinate fire to fight 
because of the inflammable nature of the organ, the diffi-
culty of reaching the flames, and the good start it had. Its 
location, however, made it easy to keep it from spreading. 
There was nothing above it excepting the glass roof over 
the office, and there was a brick wall behind it. Still, over 
an hour of lively work was required to tear the organ to 
pieces and quell the flames.

The organ, which is a total wreck, was placed in po-
sition a year-and-a-half ago, having been hurried along to 
do service during the Democratic National Convention. 
It was built by the Farrand & Votey Company at a cost of 
$15,000 and was the first Aeolian [operated] pipe instru-
ment placed in a quasi-public building in the world. It was 
the largest and finest of its kind ever built. . . .

The Aeolian was kept in proper condition and tune 
by the company that made it. The company, represented 
in Chicago by George Heerwagen, has an office in the 
Great Northern Hotel building. The same company, or 
its predecessors [Roosevelt], built the organs in the Au-
ditorium, McVicker’s Theatre, Steinway Hall, and sev-
eral churches, and Mr. Heerwagen employs a force of 
men keeping these instruments in order. It was a gang of 
these men who did the mischief which resulted in the fire. 
Three of them were at work inside of the organ yesterday 
afternoon. Instead of following the directions given them 
and using only incandescent electric light attached to long 
wires which could be carried anywhere inside the organ, 
they used the candle which they set on the walk board. 
Then they went away and forgot the candle which burned 
down to the walk board and, helped by the melted grease, 
set fire to the dry woodwork.2

2. “‘Hot Time’ for Eden: Great Northern Organ Plays the tune as It Burns,” 
(Chicago) Inter Ocean (December 29, 1897): 1

This much was ascertained by Mr. Heerwagen from the 
boy who attended the gang, but he declined to give the name 
of the man responsible for starting the fire, stating to a re-
porter for the Inter Ocean that “It is our fault.”3

Work was begun immediately on an exact replacement 
of the damaged instrument. Since the main console and the 
Palm Garden were undamaged, the only section of the organ 
that had to be replaced was located above the reception desk. 
The daily organ concerts continued to be popular with the 
hotel guests, but in the years following World War I, inter-
est in the organ waned as tastes in music changed and it even-
tually fell silent. In 1924, when it finally came time to re-
move the instrument from the hotel, an article announcing 
“Famous Hotel Organ to be Scrapped” told of the organ’s 
demise:

The fine old organ, which for thirty years has de-
lighted guests at the Great Northern Hotel, Chicago, is to 
be wrecked and will be heard no more. The instrument 
has helped largely to bring popularity to the hotel. For 
years, concerts were given by means of the automatic ac-
tion. It was made and installed by the old Farrand & Votey 
Company and contained one of the first great player ac-
tions which later gained world-wide fame for the Aeolian 
Companies.

Lee [sic] Herrwagen, at the time conspicuous as the 
representative of the Farrand & Votey Co., then located in 
Detroit, supervised the erection of the organ and he was 
very proud of his part in it. A Chicago newspaper, an-
nouncing the determination of the hotel to destroy the big 
organ, told the fairy tale about the instrument having been 
brought from Berlin to the Columbia Exposition in Jack-
son Park in 1893, where it “won first prize at our World’s 
Fair.” As is here stated, the famous Great Northern organ 
is of American manufacture and the great organ will be 
missed from the popular hotel lobby.4

3. Ibid.

4’. Presto (September 6, 1924).

Main organ case in the lobby of the Great Northern Hotel, Chicago
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GR E AT NORTHER N HOTEL
CHICAGO, ILLINOIS

FARR AND & VOTEY ORGAN CO. NO. 807, 1896

The Palm Garden division of the Great Northern Hotel organ. Note the roll player console at lower right side.

ROTUNDA GREAT
 8 Viol di Gamba
 8 Dolce Violin
 8 Doppel Floete
 4 Violin
 2⅔ Nazard
 2 Piccolo Harmonique
 8 Trumpet
 8 Clarinet
 8 Saxophone

ROTUNDA SWELL
 8 Contra Gamba
 8 Violin Diapason
 8 Flute Harmonique
 8 Violoncello
 8 Salicional
 8 Aeoline
 8 Vox Celestis
 4 Flauto Traverso
  Cornet, 4 ranks
 8 Cornopean
 8 Oboe
  Tremulant

ROTUNDA PEDAL
 16 Violone
 16 Dolcimo
 8 Violoncello
 16 Euphone

PALM GARDEN ORCHESTRA
 8 Dolce Violin
 8 Viol di Gamba
 8 Gemshorn
 8 Sweet Flute
 4 Flute Harmonique
 8 Corno d’Amour
 16 Euphone
  Tremulant

COUPLERS
Great Octaves
Swell to Great
Swell to Great Octaves
Swell to Great Sub octaves
Swell Octaves
Palm Garden to Lobby Swell
Great to Pedal
Swell to Pedal

COMBINATION PISTONS
Great: 1, 2, 3, 4, 5
Swell: 1, 2, 3, 4, 5, 6
Pedal: 1, 2, 3
Palm Garden Orchestra: 1, 2, 3
  Palm Garden Orchestra
Piano, Mezzo, Forte

PEDAL MOVEMENTS
Full Organ and Crescendo Pedal
Balanced Expression Pedals:
  Great 
  Swell and Palm Garden
Great Stops with Great Manual
Swell Stops with Swell Manual
Pedal Stops with Pedal Keyboard
Palm Garden Orchestra with Swell Manual
  Palm Garden Orchestra
Balanced Swell Pedal
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The work of Murray M. Harris, legendary Los An-
geles organbuilder whose firm built what is now the 
nucleus of Philadelphia’s Wanamaker organ, is much 

admired, especially here in the West where a few of his bril-
liant creations survive untouched. Organist, organ technician, 
and historian Thomas L. DeLay, serving as the consultant for 
First Presbyterian Church of Monterey, California, contacted 
Schoenstein & Co. about a new organ. Tom told me that he 
had invited the committee to a church where he played a 1910 
Murray M. Harris organ. This was an educational session just 
to show the committee the parts of an instrument and how 
they worked; it was not to talk about tone. In fact, he was a bit 
concerned that they might be put off by an “old-fashioned” 
instrument. Much to his surprise and delight, when he dem-
onstrated the instrument, the committee was absolutely capti-
vated and said “that’s the kind of sound we want!” Tom asked 
if we could make something with a bit of the Murray M. Har-
ris character. We could, but wouldn’t it be better to have the 
real thing or something close to it? One of our long-term cli-
ents had an organ in storage with us that was about 90 percent 
from Murray M. Harris Opus 91 of 1912. We also had in stock 
several stops from Opus 83 of 1911. I suggested that we make a 
brand new reproduction Murray M. Harris organ with mostly 
original pipework. The two churches got together and made 
an arrangement favorable to both and we set out on one of 
our most interesting projects.

Every part of this two-manual, 26-voice, 28-rank organ 
is new except the original pipework. Our windchests hap-
pened to be appropriate for Murray M. Harris pipes, having 
a similar expansion chamber that elongates the wind path be-
tween valve and pipe toe. The entire organ is under expres-
sion speaking down the long axis of the church with Great 
and Pedal in one chamber and Swell in the other. The church 
went to great lengths to improve the organ chambers with 
effective insulation and temperature control. The previous 

organ had suffered badly from swings in temperature. (Yes, It 
Happens in Monterey!) 

The console is a reproduction of the Murray M. Har-
ris style of the period. An original console was thoroughly 
measured and photographed. Every detail of the cabinetry is 
an exact match, as are drawknobs and other accessories. To 
give the instrument added flexibility, the console is equipped 
with modern playing aids of the Peterson ICS system and has 
a third manual that draws mainly solo stops from the Great 
and Swell.

Fortunately, the pipework had been well preserved over 
the years and not altered, and it was carefully cleaned and pre-
pared in our voicing rooms. The stoplist is very much of the 
period with 69 percent of its stops at 8ʹ pitch or below, but 
they are brimming with color and character. Typical of Harris 
organs, the upperwork adds a completely satisfying and per-
fectly balanced glow to the sound. The Dolce Cornet is new 
but based strictly on Murray M. Harris models of Salicional 
scale. It has found multiple uses. Of special interest, is the 
Harris tradition of celestes that work with either medium or 
soft unisons. In this organ, they are found on both Swell and 
Great. The tonal result is a versatile church organ fully suit-
able to modern demands.

Many modern instruments have been made on 18th- and 
19th-century models, but this reproduction in the early 20th-
century style may find a new audience for just plain beauti-
ful tone.

The instrument was completed in February 2017 and pre-
sented in a recital on May 6, featuring five performers asso-
ciated over the years with the church: Tiffany Truett Bed-
ner, Aaron Nee, Kitty Du Vernois, organ consultant Thomas 
Delay, and current organist Margaret Bellisomi. 

The organ project manager for the church is Walt Prow-
ell; the music director is John Koza; the pastor is the Rev. 
Mark Peake.

The New Organ for the
First Presbyterian Church

Monterey, California
JACK M. BETHARDS



SUMMER 2017     27     

THE NEW ORGAN FOR THE F IRST PR ESBYTER IAN CHURCH

II. GREAT (expressive)
 8 First Open Diapason* 
 8 Second Open Diapason 
 8 Melodia*
 8 Unda-Maris* (t.c., 49 pipes)
 8 Dulciana*
 4 Octave 
 4 Flute d’Amour*
 2⅔ Octave Quint
 2 Super Octave
 16 Trombone (ext. 12 pipes)
 8 Tuba
 8 Clarinet
  Tremulant
  Great 16, Unison Off, 4

III. SWELL (expressive)
 16 Bourdon*
 8 Violin Diapason*
 8 Stopped Diapason*
 8 Salicional*
 8 Vox Celeste (t.c., 49 pipes)
 8 Aeoline*
 4 Fugara 
 4 Harmonic Flute*
 2 Piccolo 
  Dolce Cornet III (171 pipes)
 8 Trumpet 
 8 Oboe*
 8 Vox Humana (with separate Trem.)
  Tremulant
  Swell 16, Unison Off, 4

I. SOLO
 8 First Open DiapasonGT

 8 Second Open DiapasonGT

 8 Violin DiapasonSW

 8 Stopped DiapasonSW

 8 Harmonic FluteSW†
 8 Vox Celeste IISW

 8 Unda Maris IIGT

 4 Flute d’AmourGT

 8 TubaGT

 8 TrumpetSW 
 8 OboeSW 
 8 ClarinetGT

 8 Vox HumanaSW (with Tremulant)
  Chimes (from existing organ) 
  Solo 16, Unison Off, 4
†4ʹ Harmonic Flute, 8ʹ Stopped Diapason, 

and Aeoline common bass

PEDAL
 32 Resultant (16ʹ Diapason and Bourdon) 
 16 Open Diapason* (wood) 
 16 Bourdon* (former Tibia) 
 16 Lieblich Gedeckt (Sw.) 
 8 Open Diapason (Gt. 2nd OD)
 8 Violin Diapason (Sw.) 
 8 Lieblich Gedeckt (Sw.) 
 4 Octave (Gt. 1st OD)
 16 Trombone (Gt.) 
 8 Trumpet (Sw.) 
 4 Oboe (Sw.) 

COUPLERS
Great to Pedal 8, 4
Swell to Pedal 8, 4
Solo to Pedal 8, 4
Swell to Great 16, 8, 4
Solo to Great 
Great to Solo 8, 4
Swell to Solo 8, 4

MECHANICALS
Solid State Capture Combination Action 

with: 
 Ô 100 Memories
 Ô Programmable piston range for each 

memory level
 Ô 40 Pistons and toe studs
 Ô 7 Reversibles including Full Organ
 Ô Record/Playback

Crescendo Pedal

Console in the Murray M. Harris style

FIR ST PR ESBY TER I A N CHURCH
MONTEREY, CALIF.

SCHOENSTEIN & CO.
Incorporating pipes from

1911 and 1912 Murray M. Harris organs

All manual ranks are 61 pipes unless noted.
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Inspired by our Chair Christopher Marks’s remarks in his 
message and following the lead of Kimberly Marshall, the 
Chair of the Publications Advisory Committee, to appeal to 
those who love the organ not only as a historical instrument, 
but also for its music, its composers, and its players, we begin 
a series of Belles lettres, literary works that feature all facets of 
the organ. We begin with Johann Sebastian Bach, the greatest 
of all composers, organists, and organ experts.

Jennette Barbour Perry (1861–1951) was born in Bristol, 
Conn., and upon graduation from Smith College with a bach-
elor of arts, married Gerald Stanley Lee, a Congregational 
minister, author, magazine editor, and lecturer. Jennette Lee 
taught English at Vassar (1890–93), was head of the Eng-
lish department of Western Reserve University’s College for 
Women (1893–96), and, when the Lees moved to Northamp-
ton, Mass., in 1901, instructor, and from 1904 to 1913, pro-
fessor of English literature at Smith College. Jennette Lee was 
the author of many books, sketches, and stories.

Her 1916 Unfinished Portraits: Stories of Musicians 
and Artists,1 dedicated to her husband, is a fine example of 
Lee’s historical fiction and features stories of five painters and 
Bach, Schubert, and Chopin. Her knowledge of each of her 
subjects was encyclopaedic as the following story demonstrates.

1. Jennette Lee, Unfinished Portraits: Stories of Musicians and Artists (New 
York: Charles Scribner’s Sons, 1916), 29–77.

I
“ready, father—ready!” shouted the small boy. He was stand-
ing on the top step of a flight of stairs leading to the organ-
loft of the Hofchapel, peering in. His round, stolid face and 
short, square legs gave no hint of the excitement that piped in 
his shrill voice.

The man at the organ looked leisurely around, nodding 
his big head and smiling. “Ja, ja, S’bastian—ja,” he said plac-
idly. His fingers played slowly on.

The boy mounted the steps to the organ and rubbed his 
cheek softly against the coat sleeve that reached out to the 
keys. The man smiled again a big, floating smile, and his 
hands came to rest.

The boy looked up wistfully. “They’ll all get there before 
we do,” he said quickly. “Come!”

The man looked down absently and kindly. “Nein, 
S’bastian.” He patted the round head beside him. “There is no 
need that we should hurry.”

They passed out of the chapel, across the courtyard and 
into the open road. For half an hour they trudged on in si-
lence, their broad backs swinging from side to side in the 
morning light. Across the man’s back was slung a large violin, 
in its bag; and across the back of the boy hung a violin like 
that of the father, only shorter and fatter and squarer, and on 
his head was a huge woolen cap. He took it off and wiped the 
perspiration from his white forehead.

The man looked down at him once more and halted. 
“Now, but we will rest here,” he said gently. He removed the 
violin-bag carefully from his back and threw himself on the 
ground and took from his pocket a great pipe. 

With a little sigh the boy sat down beside him.

Belles lettres

Thumbs and Fugues
JENNETTE  LEE
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The man nodded good-naturedly. “Ja, that is right.” He 
blew a puff of smoke toward the morning clouds; “the Bachs 
do not hurry, my child—no more does the sun.”

The boy smiled proudly. He looked up toward the ball of 
fire sailing above them and a change came over his face. “We 
might miss the chorale,” he said wistfully. “They won’t wait, 
will they?”

The big man shook his head. “We shall not be late. There 
is my clock.” He nodded toward the golden sun. “And I have 
yet another here,” he added, placing a comfortable hand on 
his big stomach.

The boy laughed softly and lay quiet.
The man opened his lips and blew a wreath of smoke.
“There will be more than a hundred Bachs,” he said 

slowly, “and you must play what I have taught you—not too 
slow and not too fast.” He looked down at the boy’s fat fin-
gers. “Play like a true Bach and no other,” he added.

The boy nodded. “Will Uncle Christoph be there?” he 
asked after a pause.

“Ja.”
“And Uncle Heinrich?”
“Ja, ja!”
The boy gave a quick sigh of contentment.
His father was looking at him shrewdly. “But it is not 

Uncle Heinrich that will be making a player of you, and it is 
not Uncle Christoph. It is only Johann Sebastian Bach that 
can make himself a player,” he said sternly.

“Yes, father,” replied the boy absently. His eyes were fol-
lowing the clouds.

The man blew great puffs of smoke toward them. “It is 
more than a hundred and twenty years ago that we came from 
Hungary,” he said proudly.

The boy nestled toward him. “Tell me about it.” He had 
heard the story many times.

“Ja, ja,” said the man musingly. . . .
“He was my great-grandfather, that man—Veit Bach—

and your great-great grandfather.”
The boy nodded.
“And he was a miller—”
He dropped into silence, and a little brook that ran over 

the stones near by babbled as it went.
The boy raised his eyes. “And he had a lute,” he prompted 

softly.
“Ja, he had a lute—and while the mill-wheel turned, he 

played the lute—sweet, true notes and tunes he played—in 
that old mill.”

The boy smiled contentedly.
“And now we be a hundred Bachs. We make music for all 

Germany. Come!”
He sprang to his feet. “We will go to the festival, the 

great Bach festival.
You, my little son, shall play like a true Bach.”

As they walked along the road he hummed contentedly 
to himself, speaking now and then a word to the boy.

“What makes one Bach great, makes all. Remember, 
my child, Reincken is great—but he is only one; and Böhm 
and Buxtehude, Pachelbel. But we are many—all Bachs—
all great.” He hummed gaily a few bars of the chorale and 
stopped, listening.

The boy turned his face back over the road. “They are 
coming,” he said softly.

“Ja, they are coming.”
The next moment a heavy cart came in sight. It was laden 

to the brim with Bachs and music; some laughing and some 
singing and some playing—on fiddles or flutes or horns—
beaming with broad faces.

The man caught up Sebastian by the arm and jumped on 
to the tail-board of the cart. And thus—enveloped in a cloud 
of dust, surrounded by the laughter of fun-loving men and 
youths—the boy came into Erfurt, to the great festival of all 
the Bachs.

II
sh-h! It is Heinrich! Listen to him—to Heinrich!” There 
were nods and smiles and soft thudding of mugs, and turning 
of broad faces toward the other end of the enclosure, as a small 
figure mounted the platform.

He was a tiny man, unlike the others; but he carried him-
self with a gentle pomposity, and he faced the gathering with 
a proud gesture, holding up his hand to enjoin silence. After a 
few muttering rumbles they subsided.

Sebastian, sitting between his father and a fat Bach, 
gulped with joy. It was the great Heinrich—who composed 
chorales and fugues and gavottes and—hush! Could it be that 
he was rebuking the Bachs—the great Bachs! . . . Sebastian’s 
ears cracked with the strain. He looked helplessly at his father, 
who sat smiling into his empty beer-mug, and at the fat Bach 
on the other side, who was gaping with open mouth at the 
great Heinrich.

Sebastian looked back to the platform.
Heinrich’s finger was uplifted at them sternly. . . . “It was 

Reincken who said it. He of the Katherinenkirche has said it, 
in open festival, that there is not a Bach in Germany that can 
play as he can play. Do you hear that!” The little man stamped 
impatiently with his foot on the platform. “He has called us 
flutists and lutists and ’cellists—.” He stopped and held up a 
small instrument that he carried in his hand—“Do you know 
what this is?”

A response of grunts and cheers came from the crowd.
Sebastian stretched his neck to see. It was a kind of viol, 

small and battered and torn. Worn ribbons fluttered from the 
handle.

The small man on the platform lifted it reverently to his 
chin. He ran his fingers lightly along the broken strings. “You 
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know the man who played it,” he said significantly, “old Veit 
Bach—” Cheers broke from the crowd. He stopped them 
sternly. “Do you think if he were alive—if Veit Bach were 
alive, would Reincken of Hamburg, dare challenge him in 
open festival?”

Cries of “Nein, nein!” and “Ja, ja!” came back from the 
benches.

“Ja, ja! Nein, nein!” snarled 
back the little man. “You know 
that he would not. He had 
only this—” He held up the 
lute again. “Only this and his 
mill. But he made the great-
est music of his time. While 
you—thirty of you this day at 
the best organs in Germany. . . . 
And Reincken defies you. . . .  
Reincken!” His lighted eye ran 
along the crowd. “Before the 
next festival, shall there be one 
who will meet him?” There was 
no response. The Bachs looked 
into their beer-mugs. The great 
Heinrich swept them with his 
eagle glance. “Is there not one,” 
he went on slowly, “who dares 
promise, in the presence of the 
Bachs that before Reincken dies 
he will meet him and outplay 
him?”

The Bachs were silent. They 
knew Reincken.

Sebastian, wedged between 
his father and the fat Bach, 
gulped mightily. He struggled 
to get to his feet. But a hand at 
his coat-tails held him fast. He 
looked up imploringly into his 
father’s face—but the hand at his 
coat-tails restrained him. “I will 
promise,” he whispered, “I want 
to promise.”

“Ja, ja, little son,” whis-
pered the father; and he and the 
fat Bach exchanged smiles across 
the round head. 

Heinrich’s glance swept the 
crowd once more. . . . “You will 

not promise? Then let me tell you—” He raised his small 
hand impressively.

“There shall come of the Bachs one so great that all others 
shall fade. He only shall be known as Bach—he and his sons; 
and before him the name of Reincken shall be as dust!” With 
a hiss upon the last word, he threw open his arms. “Come!” 
he said, “take your instrument and play.”

Then fell upon the assembly a series of squeaks and grunt-
ings and tunings and twinges and groans and wails such as 
was never heard outside a Bach festival. And little Sebastian, 
tugging at his violin, tuned and squeaked and Thumbs and 

Above: The Adolescent Bach at Ohrdruf, reading music by the light of 
the moon. Paris Conservatory Library.
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Fugues grunted with the rest, oblivious to the taps that fell on 
his small head from surrounding bows. And when at last the 
tuning was done and there burst forth the wonderful new mel-
ody of the chorale, Sebastian’s heart went dizzy with the joy 
of it. And Uncle Heinrich on the platform, strutting proudly 
back and forth, conducting the chorale—his own chorale—
forgot his anger and forgot Reincken, and forgot everything 
except the Bachs playing there before him—playing as only 
the Bachs, the united Bachs, could play—in all Germany or 
in all the world.

III
the two boys had come to a turn in the road, and stood look-
ing back over the way they had come. The younger of the two 
looked up wistfully to the cherry-blossomed trees overhead. 
“It is hot, Sebastian!—Let us rest.”

With a smile the other boy threw himself on the grass. 
The large, flat book that he carried under his arm fell to 
the ground beside him, and his hand stole out and touched 
it. He had a wide, quiet face, with blue eyes and a short 
nose, and lips that smiled dreamily to themselves. As he lay 
looking up into the white blossoms that swayed and waited 
against the clear blue of the sky, the lips curved in gentle 
content.

His companion, who had thrown himself on the cool 
grass beside him, watched him admiringly. His glance shifted 
and rested on the book that lay on the grass. “What is it?—
What is it, Sebastian?” he asked timidly. He put out an inquis-
itive finger toward the book.

Sebastian turned it quietly aside. “Let be,” he said.
The boy flushed. “I was not going to touch it.”
The other smiled, with his slow, generous eyes fixed on 

the boy’s face. “Thou art a good boy, Erdman!” . . . “It is only 
thy fingers that itch to know things.” He patted them gently, 
where they lay on the grass beside him.

Erdman was still looking at the book. “Was it your broth-
er’s?” he asked in a half whisper.

“Christoph’s?” Sebastian shook his head. “No, it is 
mine—my own.”

The soft wind was among the blossoms overhead—they 
fell in petals, one by one, upon the quiet figures.

“Want to know ’bout it?” asked Sebastian, half turning to 
meet his companion’s eye.

The boy nodded. “It’s mine. I copied it, every note—six 
months it took me—from Christoph’s book.”

“Did he let you?”
Sebastian shook his head, a grim, sweet smile curving the 

big mouth. “Let me?—Christoph!”
The boy crept nearer to him. “How did you do it?”
“I stole it—carried it up to my room while the others 

were asleep—and did it by the moon.”
“The moon?”

The boy nodded, laughing. “Didst never hear of the 
moon, brave boy!”

Erdman smiled pettishly. “There isn’t a moon—always,” 
he said, after a moment.

“And that also is true,” quoth the boy gravely. “But some 
time, late or early, one gets a glimpse of her—if one lies awake 
to see,” he added softly.

The other glanced again at the book. “Let me look at it,” 
he pleaded.

Sebastian smiled and reached over a hand to the book. 
“Don’t touch. I’ll show it thee.” He untied the strings and 
spread it on the ground, throwing himself in front of it and 
resting his chin in his hands. “Come,” he said, “I’ll show it 
thee.”

Erdman threw off his heavy cap and bent toward the 
book, with a little gesture of wonder. “I heard about Chris-
toph’s book—a good many times,” he said softly. . . . “I didn’t 
ever think I’d see it.” He reached out his hand and touched 
the open page.

“Nobody ever saw it,” said Sebastian absently. He was 
humming to himself. “Listen to this!” he said eagerly. He 
hummed a few bars. “That’s Buxtehude’s—isn’t it great!” His 
face went tumpty-tumpty with the notes, and the blue eyes 
shone. “But this is the one I like best—listen!” 

He turned over the pages rapidly. “Here it is. This is  
Reincken’s. ‘By the waters of Babylon, by the waters, by the 
waters of Babylon.’” He hummed the tune below his breath—
and then louder and fuller.  .  .  . The clear, sweet soprano of 
the notes died away softly. “Some day I shall play it,” said Se-
bastian lingeringly. “Some day. See—here is the place for the 
harps! And here are the great horns. Listen!” His voice droned 
away at the bass and ran into the swift high notes of the treble. 
“Some day I shall play it,” he repeated wistfully.

Erdman’s slow gaze was following the page. “I can’t read 
so fast,” he said enviously.

Sebastian smiled back. “I know it by heart—almost. 
When the moon was behind the clouds I waited. I sang them 
over and over.”

“Very softly,” said Erdman, as if seeing the picture of the 
boy and the darkened room.

“Very softly,” assented Sebastian, “so that no one should 
hear. And now I have them all!” He spoke exultingly. “And 
next month I shall see Reincken. . . . I shall hear him play!”

The other stared at him. “But Reincken is at Hamburg,” 
he said at last.

“And that, too, is so,” said Sebastian smiling.
“And we go to Lüneburg—”
“And we go to Lüneburg!” repeated the boy, with a 

mocking lilt in his voice. “And Lüneburg is twenty miles from 
Hamburg. Hadst thought of that!” He laughed exultingly.

The other shook his head. “I don’t know what you mean,” 
he said.
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Sebastian was fastening the big violin in place on his 
back. He looked up under smiling brows, as he bent to draw 
the last strap. Then he touched his sturdy legs with his hand 
and laughed. “I mean that these are the horses to carry me 
to Hamburg and back many times. I shall hear the great 
Reincken play!—And I, too, shall play!” he added proudly.

“Do you never doubt, Sebastian?” asked the other 
thoughtfully, as they moved on.

“Doubt?”
“Whether you will be a great musician? . . . Sometimes 

I see myself going back—” He paused as if ashamed to have 
said so much.

Sebastian shook his head. His blue eyes were following 
the clouds in the spring day. “ Sometimes I doubt whether 
I am among the elect,” he said slowly. “But never that I am 
to be a musician.” His full lips puckered dreamily, and his 
golden head nodded, keeping slow time. “By the waters—” 
he broke out into singing. “Is it not wunderschön! “The blue 
eyes turned with a smile. “It is wunderschön! Ach—wunder-
schön! Is it not, Erdman?” He seemed to awake and laid his 
hand affectionately on the boy’s shoulder.

The other nodded. “Yes, it is schön,” he said wistfully.
“Come, I will teach it to thee!”
And the notes of Reincken’s chorale, “An den Wasserflüs-

sen Babylon,” floated with a clear, fresh sound on the spring 
morning air, two hundred years ago, and more, as two charity 
pupils walked along the road to Lüneburg.

IV
a tall man with keen eyes and a round stomach stood in 
the shadow of the Johanneskirche, lost in thought and hum-
ming to himself. Now and then he took off his glasses and 
rubbed them vigorously, and put them on again to peer ab-
sently down the street.

A heavy figure, clad in the faded blue uniform of the Mi-
chaelsschule, rounded the corner, puffing heavily.

“Ach, Kerlman!” The tall man started forward with a 
stride. “You are late.”

The other nodded imperturbably. 
“Ja, I am late. Those boys—I can not make to hurry.” He 

spoke as if assigning sufficient reason and wiped his brow. 
A twinkle came into the keen eyes. “And one of them 

you have lost to-day,” he said dryly. He cocked his eye a trifle 
toward the heavy church that rose be hind them.

The other looked quickly around.
 “That S’bastian—was he here?” he demanded.
“In there,” replied the tall man, smiling. “No, no!” he 

laid his hand on his companion’s arm as he started forward. 
“ Let be—let be! .  .  . We must help him—that boy. You 
have not heard him play my organ. Wait!” He held up his 
hand. .  .  . Music was stealing from the gloomy shadows of 
the church.

“Come in,” said the master. He pushed open a low door 
and they entered the great church. Far up in the loft, struck 
by a shaft of light from a gable in the roof, the boy was sitting, 
absorbed in sound. His face was bent to the keys as his hands 
hovered and paused over them and drew forth the strangely 
sweet sounds that filled the great building.

The two musicians below stood looking up, their big 
heads nodding time. . . . Suddenly they paused and looked at 
each other with questioning glance. The music was quicken-
ing and broadening with a clear, glad reach of sound, and un-
derneath it ran a swiftly echoing touch that bound the notes 
together and vibrated through them.

“How was he doing that?” whispered the small man ex-
citedly. “You have taught him that?”

The other shook his head.
“Come, we will see.”
Together they tiptoed through the dark church, softly—

up to the organ-loft and peered in. The boy, oblivious to sight 
and sound, played on.

Kerlman leaned far forward, craning  his neck. He drew 
back, a look of stupefaction in his face. He held up his large 
thumb and looked at it soberly.

“What is it?” whispered the other.
“You see, Georg Böhm?” He shook the fat thumb in his 

companion’s face. “He does it with that!”
The master peered forward, incredulous. Slowly he crept 

up behind the boy, his eyes fastened on the moving hands. 
His shadow fell on the keys and the boy looked up. His face 
lighted with a smile.

“Go on,” said the master sternly. His eyes still watched 
the hands. Slowly his big fingers reached over and grasped the 
thumb as it pressed lightly on a key. “Who told you that?” he 
demanded.

The boy looked down at it, puzzled. Then his face grew a 
little ashamed and doubtful. “It is wrong, I know,” he admit-
ted. “Yes, it is wrong.”

“Who taught you?”
“Nay, no one would teach it. I just happened—one day. 

It makes it so easy.”
“Yes, I see.” The master’s voice was curt.
“I will never do it again,” said the boy humbly.
“No—you might play it for me once—just once, for me,” 

said the master.
The boy’s hands ran lovingly to the keys. They crept 

along the maze of sound and rose and fell in the changing 
rhythm.

Shyly the small thumb darted out and found its key, and 
filled the great church with the tremulous, haunting call of 
note answering note.

The master bending over the keys wiped his brow and 
looked at the boy proudly, with a little wonder in his face. 
“Good. . . . Ach—but good, good!” he murmured softly.
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The boy looked up quickly. His 
clear skin flushed. “May I use it—
some times?” he asked, doubting. 

Böhm gave a sharp, generous 
laugh. “You may use it.” He laughed 
again. “All the world will use it!” he 
said, patting him on the back. “It is a 
great discovery. Play more.”

The boy turned obediently to 
the keys, and while he played, the 
master slipped away. “Come down,” 
he whispered to Kerlman, whose 
fat bulk filled the doorway. “Let us 
come down and get some beer. I am 
very dry this day.”

Over their mugs, in the garden 
across the way, they looked at each 
other solemnly. Then they threw 
back their big heads and laughed till 
their sides shook and their wigs stood 
askew. Kerlman laid his fat thumb on 
the table and regarded it respectfully. 
“Gott im Himmel!” he said.

Böhm nodded, his eyes 
twinkling. 

The fat man raised his thumb 
from the table and twiddled it in the 
air. It fell with a stiff thud. “Ja, ja,” 
he said, half impatient, half laugh-
ing. “How is one to do it—such fool 
tricks! Ja, ja!”

The keen eyes watching him 
had a proud look. “You know what 
he will be—that boy,” he said exult-
ingly. “He will be a great musician!”

“He will be a great bother,” grumbled Kerlman. “First,” 
he checked off the vices on his fingers—“first, he comes to 
us three weeks late—three weeks late—because his brother 
promises, and takes it back and waits to die—Bah!” He took 
a sip of beer and laid out another fat finger. “Second, he sings 
two octaves at the same time—two octaves! Did one ever hear 
such nonsense! Third, he loses his voice, his beautiful voice, 
and sings no more at all.” He shook his head heavily. “Fourth, 
he is running away to Hamburg to listen—always to Ham-
burg, to listen to Reincken, and coming back to be forgiven. 
Ja, ja! Seven times I have forgiven him. I think he is making 
ready now to go once more!” He glared at his companion.

Böhm nodded slowly. “I was to ask you for that today,” 
he said, smiling.

“Ja! ja—I have thought so.” He looked sadly at the four 
short fingers resting on the table. “And fifth—fifth—now 
what is that fifth? Ach, it is that! That thumb!” He scowled at 

it. “That crawling, sniveling, stiff-necked one!” He brought 
it down with a thump on the table. “To make me all my days 
ashamed!” He held up the thumb and shook it scornfully.

High up in the Johanneskirche, in front of the big organ, 
the boy was playing—with head and hands and heart and feet 
and thumb—swaying to the music, lifting it from the great 
organ till it pealed forth, a mighty sound, and, breaking from 
the gloomy church, floated on the still air.  .  .  . In the gar-
den across the way, above their mugs, two old, white-wigged 
heads nodded and chuckled in the sun.

V
The Katherinenkirche was dark, and very still—except for a 
faint noise that came from a far corner of the upper left hand 
gallery. The old verger, moving about in felt slippers below, 

Above: Johann Adam Reincken (1623–1772)
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paused now and then, and looked up as the sound grew louder 
or died away. It was like a mouse nibbling—and yet it was not 
a mouse. 

The verger lighted a taper and prepared to ascend the 
stairs.

He heaved a sigh as he climbed the steep step, throwing 
the candle rays ahead of him into the gloom of the gallery. 
Not a sound. The silence of death was in the big church. . . . 
Muttering to himself, he traversed the long aisle at the top of 
the gallery, peering down into the vacant seats that edged the 
blackness below.

Suddenly he stopped. His eye had caught a gleam of 
something to the left of the last pillar. He snuffed the waver-
ing taper with his fingers and leaned forward. A face grew out 
of the darkness and stood up.

“What are you doing?” demanded the old man, falling 
back a step.

“Eating my supper,” said the youth. He held up a hand-
kerchief. In the dim light two pieces of crisp, dry bread shaped 
themselves, and a generous odor of cheese floated out.

“In the church!” said the verger, with an accent of horror.
The youth’s face regarded him pleadingly.
“Come away!” said the old man sternly.
He led the way down the steep stair, into a high, small 

room, lighted by a narrow window over which cobwebs ran. 
“Here you may eat,” he said laconically.

With a grateful glance the youth seated himself on the 
edge of a chair and opening his handkerchief took out a piece 
of the dry bread. His teeth broke it crisply, and crunched 
sharply upon it as he ate.

The old man nodded with satisfaction. “That is the 
mouse,” he said.

The youth smiled faintly.
“Where do you come from?” asked the verger.
“From Lüneburg.”
“You walked?”
The youth nodded.
“I have seen you before, here.”
“Yes.”
The old man watched him a minute. “You ought to have 

some beer with that bread and cheese,” he said. “Have you no 
coppers?”

The youth shook his head. “Reincken is my beer,” he 
said, after a little. His face was lighted with a sweet smile.

The old man chuckled. “Ja, ja!” He limped from the 
room. Presently he returned with a pewter mug. It was foam-
ing at the top. “Drink that,” he commanded.

The youth drank it with hearty quaffs and laughed when 
it was done. “Ja, that is good!” he said simply.

The old man eyed him shrewdly. “In half an hour Re-
incken comes to play,” he suggested craftily.

The youth started and flushed. “Tonight?”

“Ja”
“I did not think he came at night,” he said softly.
“Not often, but tonight. He wants to practice something 

for the festival—with no one to hear,” he added significantly. 
The boy looked at him pleadingly. His hand strayed to his 

pockets. They brought back two coppers, the only wealth he 
possessed.

The old man looked at him kindly and shook his head. 
“Nein,” he said. “It is not for the money I shall do it. It is 
because I have seen you before—when he played. You shall 
hear him and see him. Come.” He put aside the youth’s im-
pulsive hand, and led the way up a winding, dark stairway, 
through a little door in the organ-loft. Groping along the wall 
he slipped back a panel.

The boy peered out. Below him, a little to the left, lay 
the great organ, and far below in the darkness stretched the 
church. When he turned, the old man was gone. Down below 
in the loft he watched his twinkling path as the taper flashed 
from candle to candle.

The great Reincken was a little late. He came in hur-
riedly, pushing back the sleeves of his scholar’s gown as they 
fell forward on his hands. The hands were wrinkled, the boy 
noted, and old. He had forgotten that the master was old. 
Sixty years—seventy—ah, more than seventy. Nine years 
ago he was that—at the Bach festival. The boy’s heart gave a 
leap. Seventy-nine—an old man! . . . He should never meet 
him in open festival and challenge him. There would not be 
time.  .  .  . The music stole about him and quieted his pulse. 
He stood watching the face as it bent above the keys. It was 
a noble face. There was a touch of petulance in it, perhaps of 
pride and impatience in the quick glance that lifted now and 
then. But it was a grand face, with goodness in it, and strength 
and power. The boy’s heart went from him. . . . If he might 
but touch a fold of the faded gown—seek a blessing from the 
wrinkled hands on the keys. Spring was about him—white 
clouds and blossoms and the smell of fresh earth. “ By the wa-
ters, the waters of Babylon; by the waters.” The slender, deli-
cate hands called out the notes one by one. Tears ran down 
the boy’s face. Gropingly he felt for the door—only to seek a 
blessing of the hands. . . .

The old verger waited at the foot of the stairs, nodding 
in the dim light. He sprang up, startled and rubbing his eyes. 

“I want to speak to him,” said the youth humbly. “Only 
a word!”

The old man hesitated. The music had ceased and a slow 
step was coming down the church—an old man’s step.

“Ja. Stand there,” he whispered. “It shall be as you wish. 
Stand there!” He pushed the youth behind a pillar and stepped 
forward, his taper held aloft.

“Mein Herr,” he said softly.
The organist paused and looked at him inquiringly. His face 

was very tired. “What wouldst thou, Wilhelm?” he said gently.
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“It is a young man—” he stammered and paused.
“A young man?”
“He would speak with you, Mein Herr—but a word.” 

The old man’s voice waited.
“ Speak with me? Does he bring credentials?”
“Nay, your honor.”
The great organist drew his gown about him. “I have not 

time, Wilhelm. Many seek me and life runs fast. I have not 
time.” He bowed courteously and moved on. As he passed the 
pillar a fold of his robe floated out and touched the hand of the 
youth, kneeling there, hidden in the dim light.

V I
the choirmaster smiled deprecatingly. He had small, ob-
sequious eyes and narrow shoulders. “If the gracious Herr 
would be so good,” he said, shrugging them a little. “The 
people have assembled.” He glanced back over the fast-filling 
church and raised his eyebrows a trifle to indicate the honor.

Bach smiled gravely. A humorous look came into his 
eyes. “Let the service go on as usual,” he said quietly. “When 
it is done, I will play—if time allows.”

The choirmaster squeezed his moist palms and wiped 
an anxious brow. “And that, too—will be well,” he mur-
mured gratefully. “It will please the old organist,” he added 
apologetically.

Bach nodded his head. “I had thought of that.”
The other stared. “You know Reincken?” he asked.
The great organist shook his head. “I have seen him.” 

The humorous smile played about his lips. “I have never spo-
ken with him.”

“He has been a great player—in his day,” said the choir-
master. The note of apology in his voice had deepened.

“That I know,” said Bach shortly.
“And now it is the people—they will not let him go,” 

murmured the choirmaster despairingly. “Each Sunday he 
must play—every motet and aria and chorale—and he is 
ninety-nine. Mein Gott!” The choirmaster wiped his brow.

“It is a long life,” said Bach musingly. A sweet look had 
come into his face, like the sunlight on an autumn field. He 
raised his hand with a courteous gesture. “Let me be sum-
moned later—at the right time.”

The choirmaster bowed himself away. 
Already the notes of the great organ filled the church. It 

was Reincken’s touch upon the keys—feeble and tremulous 
here and there—but still the touch of the master. 

With bent head Bach moved to a place a little apart and 
sat down. Curious glances followed him and whispers ran 
through the church, coming back to gaze at the severe, quiet 
face, with its look of sweetness and power.

He was unconscious of the crowd. His thoughts were 
with the old man playing aloft—the thin, serene face—the 
wrinkled hands upon the keys—twenty years. . . . The time 

had come—at last.  .  .  . The music stole through his mus-
ings and touched him. He lifted his face as the sound swept 
through the church. The fire and strength of youth had gone 
from the touch, but something remained—something inevi-
table and gentle that soothed the spirit and lifted the heart—
like the ghost of a soul calling to itself from the past.

Bach started. A hand had fallen on his shoulder. It was 
the choirmaster, small-eyed and eager. Bach followed him 
blindly.

At the top of the stairs the choirmaster turned and waited 
for him. “At last we have the honor. Welcome to the greatest 
master in Germany!” he said smoothly, throwing open the door.

Without a word Bach brushed past him. His eye sought 
the great organ. The master had left the bench and sat a few 
steps below, leaning forward, his hands clasped on his cane, 
his white head nodding tremblingly above it. Far below the 
words of the preacher droned to a close, and the crowd stirred 
and craned discreet necks.

Quietly the organist slipped into the vacant place. The 
Bach festival danced before him.  .  .  . Uncle Heinrich on 
the platform—“The great Reincken—will no one of you 
promise?” His father’s face smiling, his father’s hand on his 
head. . . . Slowly his hands dropped to the keys.

The audience settled back with a sigh. At last they should 
hear him—the great Bach.

The silence waited, deep and patient and unerring, as 
it had waited a decade—the touch of this man. A sound 
crossed it and the audience turned bewildered faces. Ques-
tion and dissent and wonder were in them.  .  .  . Not some 
mighty fugue, as they had hoped—not even an aria, but a 
simple air from a quaint, old fashioned chorale,—“By the 
waters, the waters of Babylon.” They looked at one another 
with lifted brows. Reincken’s chorale!—and played with Re-
incken’s very touch—a gentle, hurrying rhythm . . . as Re-
incken used to play it—when he was young. . . . In a moment 
they understood. Tears stood in bewildered eyes and a look 
of sweet good-will swept the church. He had given back to 
them their own. Their thought ran tenderly to the old man 
above, hearkening to his own soul coming to him, strong 
and swift and eternal, out of the years. Underneath the cho-
rale and above it and around, went the soul of Bach, steadfast 
and true, wishing only to serve, and through service making 
beautiful. He filled with wonder and majesty and tenderness 
the simple old chorale.

A murmur ran through the church, a sound of love and 
admiration. And above, with streaming eyes, an old man 
groped his way to the organ, his hands held out to touch the 
younger ones that reached to him. “I thought my work had 
died,” he said slowly, “Now that it lives, I can die in peace.”

•
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The uncredited feature article reviewed the 1967 
convention in Saratoga Springs, New York (presum-
ably editor Albert F. Robinson  was the author). The 

accompanying group photo was displayed at the 2006 Gala 
50th anniversary, asking for people to identify the participants 
(many of our current friends being surprisingly youthful), and 
only three remained unidentified. This was the first conven-
tion to utilize an air-conditioned lavatory coach instead of 
the ubiquitous yellow buses, which returned to regular ser-
vice the following year and for many thereafter. There were 
60 registrants in total. Five of the 24 instruments were visited 
in 2006, but ten are no longer in their original homes or in 
original condition, and sadly, two have been destroyed. First 
place in the second annual composition contest was won by 
the previous year’s winner, Norberto Guinaldo, and second 
prize was awarded to James Boeringer. The pieces were to be 
premiered by Phillip Beaudry on the 1927 Robert Rowland 
tracker at Sand Lake Baptist, but attendees were disappointed 
when the recitalist announced the organ was unsuitable and 
they were omitted from the program, presumably never get-
ting a proper premier.

The famed 19th-century concert hall above the Troy 
Savings Bank was the site of a gala closing concert, as it was 
at the 2006 50th-anniversary convention. The organ, long in 
poor condition, had been allowed to lapse into unplayability 

three years prior, and was brought into playable condition by 
convention members for this event. It was again allowed to 
lapse into silence, only to be resuscitated by a group of 30 vol-
unteers in 2006. We can only hope that ten years later, the 
process will not be allowed to be repeated. James Bratton, 
a gifted and favorite OHS presenter at the time was organ-
ist, assisted by coloratura soprano Linda Paterson (wife of past 
OHS president and Cornell University organist Donald R.M. 
Paterson), and for the concluding Merkel Sonata for two or-
ganists, assisted by Phillip Beaudry. The event opened with 
the National Anthem and unfolded with 19th-century musi-
cal bravura from there. The concluding ovation was thunder-
ous, requiring three encores before the crowd was willing to 
disperse, and the reviewer called it the finest OHS concert he 
had ever heard, “the likes will probably never be heard in the 
Troy Music Hall again.” It was recorded that the organ’s set 
of Bells was given a thorough showcase, as was the eight-bell 
Meneely carillon at the now-closed Woodside Presbyterian 
in Troy in an impromptu 30-minute demo while the biscuits 
finished baking for the chicken-and-biscuits dinner.

A “choir” of 25 convention attendees had been assembled 
to assist in the concert at St. Patrick’s Cathedral, Watervliet, 
singing Vivaldi’s Gloria. A built-to-scale replica of the famous 
church in Lourdes, France, its 1890 three-manual George Jar-
dine & Son rebuild of an 1860s organ mesmerized attendees at 
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the 2006 convention in what turned out to be the noble and 
colorful organ’s last public concert. The church was uncere-
moniously sold by the diocese amidst tremendous local oppo-
sition a few years later and turned into a pile of brick dust to 
become a parking lot for a new Price Chopper grocery store. 
During a visit to the brand new Saratoga Performing Arts 
Center, still a major arts venue in the state, it was announced 
that future plans included the installation of a $100,000 pipe 
organ, which, perhaps not surprisingly, has yet to material-
ize. Robert Reich gave a lecture on the seven most incor-
rectly used “R”-words in the organ lexicon, reprinted in full 
at the end of this column (rebuild, restoration, renovation, 
revision, revoicing, regulation, re-regulation). It still rings as 
true today as it did 50 years ago, and these words are still ban-
died about just as incorrectly.

Part two of an article by Donald Paterson was a transcript 
of two “Intermission Talks” broadcast by the Ithaca NPR sta-
tion during the Boston Symphony concerts. I still remem-
ber as a young high-school organ nerd hearing one of these 
broadcasts by chance, as the family was travelling back roads 
on the way to my grandmother’s home near Cooperstown. 
The topics were concisely covered and interspersed with 
musical examples, covering a different aspect of American 
organbuilding history each week (the one I heard explained 
the difference between modern mechanical-action instru-
ments versus older pneumatic instruments, at the height of 
the neo-Baroque tracker revival). In each broadcast, the good 
works of the OHS were plugged heavily. The first broadcast 
covered the earliest history of American organbuilding from 
the 18th to the early 19th century, and the second focused spe-
cifically on the OHS. One broadcast ended with a concise de-
scription of the OHS that bears repeating in full today: “The 
Organ Historical Society welcomes to its membership all who 
are interested in the history of the organ in America. It has 
been influential in preserving and restoring many old, artis-
tic instruments, and has contributed significantly to original 
research. These accomplishments reflect the essence of it pur-
pose: to encourage and promote an increased appreciation of 
the fine old organs that remain in our country today, and to 
advance the knowledge of the historic tradition in which they 
were created.”

OHS members Joseph Grillo and Robert James described 
an 1881 Odell replaced in 1891 after a fire by their No. 294 at 
St. Bernard’s R.C. Church in Manhattan, where Grillo had 
just assumed the post of organist. The instrument’s tonal at-
tributes were described in accurate detail, although not un-
expectedly for the time, its cigars and brandy tone was found 
wanting and in need of a major tonal updating. In 2003, a 
merger of congregations renamed the parish Our Lady of 
Guadalupe at St. Bernard’s, and the organ is still in original 
condition (with its 1891 facade-pipe stenciling intact) and in 
regular use. 

Homer Blanchard documented Johnson & Son Opus 
458, 1875, a II/12 installed in the Elyria, Ohio, First Baptist 
Church. In poor condition when he became organist there in 
his youth, he recounted his unsuccessful experiences in 1927 
trying to make the organ viable with no money or church 
support. A professional analysis of the organ’s voicing indi-
cated it was an instrument with well thought-out tonal de-
sign and sophisticated execution. Richard Whitelegg, then 
tonal director at Möller, was said to be a great admirer of 
the organ’s principals, the Swell Open being the finest Dia-
pason Blanchard had ever heard. The organ was replaced by 
a rather bizarre Whitelegg Möller in which the author con-
fessed having a part in the strange stoplist, and the pipework 
of the Johnson was dispersed, some ranks recycled in a unit 
organ built by the author in Oberlin, Ohio, and described in 
detail by him in a previous Tracker article. 

The Council minutes were recorded for a fourth meeting 
in a row by a scribe substituting for an MIA Secretary (there 
was a bit of scandal yet to come over the issue). It was noted 
the recent balloting had produced no clear winner for Coun-
cillor, and a run-off between the two with the most votes 
would take place at the annual meeting. President Simmons 
announced a tentative agreement had been reached between 
Ohio Wesleyan University for the keeping of the OHS ar-
chives, thence to be transferred thither from the present head-
quarters in York, Pa.

At the Annual Meeting in Saratoga, it was announced 
the annual budget was $2,000 with a membership of 376. It 
was noted the financial position was tight (since when hasn’t 
it been?), and 400 members paying the $5 dues was needed to 
meet the budget. For the first time since convention record-
ings had been instituted four years earlier, no money had been 
budgeted for this enterprise for the Saratoga convention—es-
pecially disappointing because there is no permanent record 
of the apparently stupendous gala concert at Troy Savings 
Bank. It was noted, apparently without undo alarm, that as of 
that date, there was yet no location or committee in place for 
the next convention only twelve months away.

SEV EN IMPORTA NT WOR DS
An Editorial by Albert F. Robinson

When we visited the historic “Bridge organ” at 
Schuylerville during the 1967 OHS Annual Con-
vention, a number of members were impressed by 

the introductory remarks of Robert J. Reich who carefully 
defined the meaning of seven important words that are used 
in connection with the preservation of an organ. Those who 
did not hear his comments should, we feel, have them pointed 
out as an example of correct usage—particularly in develop-
ments in the history of any given instrument. His terms and 
definitions include:

IN THE TR ACK ER: 50 YEARS AGO
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Rebuild: A dictionary definition says “to repair, or disman-
tle and reassemble with new parts, to revise, reshape or 
build afresh.” As applied to an organ, Mr. Reich states 
that it means major work is undertaken, usually involving 
changes from the original including electrification of ac-
tion and probable major tonal changes. 

Restoration: The dictionary says “the act of renewal, revival, 
reestablishment, return to a former, original or unim-
paired condition, restitution of something taken away.” 
Mr. Reich states that a restored organ is one that has been 
returned to its original condition with no changes of any 
kind being made. 

Renovation: Our dictionary states “to make new or as if new 
again, to repair or refresh.” Mr. Reich says that a ren-
ovated organ is one that has been put back into good, 
working condition by the replacement of worn parts so 
that the instrument is “as good as new.” 

Revision: The dictionary definition is “the act or work of re-
vising, to amend or alter.” Mr. Reich states that this term 
applies to organs whenever there are tonal changes made; 
that it may affect only one rank, but that such a change is 
a revision from the original. 

Revoicing: Our dictionary does not include this term, but 
under voice we find “the audible result of phonation and 
resonance; the finer regulation, as of intensity and color, 
in tuning a piano or organ.” One therefore deduces that 
a re-voicing implies the alteration of the original tone. 
Mr. Reich declares that this term means the change of 
the sound of a stop (other than just the volume of same), a 
change from the original intention of the builder. 

Regulation: The dictionary states “to control or direct by a 
rule, principle or method, to adjust to some standard or 
requirement, to adjust so as to insure accuracy of opera-
tion.” Mr. Reich says that this term applies to the adjust-
ment of pipe sounds, the making uniform of a rank of 
pipes both as to volume and tone throughout its compass. 

Re-regulation: Again our dictionary is remiss in omitting this 
term, but one surmises that it would define the term as a 
re-adjustment or change from the original principle. Mr. 
Reich states that the term implies a change from the orig-
inal regulation of the pipes; that often the top pipes of 
certain ranks tapered off, and that a re-regulation would 
make these uniform in tone and volume. 

A study of these terms readily shows that they often are 
misused. A so-called “restoration” is not a restored organ at 
all, but one of the other terms would apply. Likewise, a “re-
build” is often the correct description of an organ that is said 
to have been “renovated.” 

These seven words are important to every member of 
the OHS, and to all who are concerned with the history of 
organbuilding. Let us try to use them carefully and correctly, 
in particular when reporting on any instrument, whether it 
be an article tracing its history or just a news item regarding 
current work that is being done. If everyone will study these 
definitions, we will have fewer errors in print and our whole 
system of communication will have advanced to higher levels 
of understanding. 

We are deeply grateful to Mr. Reich for his pointing up 
this important subject so succinctly. 

Reprinted from The Tracker 11, no. 4 (Summer 1967): 16.
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Eighty-seven years ago, French organist André 
Marchal made his first trans-Atlantic trip to America, 
where he played his first United States recital at the 

New York City Wanamaker Store on March 17, 1930. Over 
the next 45 years, he made 17 trips to the U.S. and Canada. 
His repertoire included 166 works by 57 composers, among 
which were 66 compositions by J.S. Bach.

Twenty years ago, Jacqueline Englert-Marchal organized 
her father’s American recital programs, promotional material, 
and photos and donated them to the OHS. From this collec-
tion of ephemera, we can assemble a narrative of his travels, 
his students, and his legacy as a teacher and champion of the 
organ reform movement. 

Born blind in Paris on February 6, 1894, Marchal stud-
ied organ with Adolphe Marty and composition with Albert 
Mahaut—both students of César Franck—at the Institut Na-
tional des Jeunes Aveugles (National Institute for Blind Chil-
dren). Two other prominent blind organists—Jean Langlais 
and Gaston Litaize—followed Marchal there a few years later. 

After winning first prize in organ and improvisation at the 
Paris Conservatory where he studied with Eugène Gigout, 
he won the Conservatory’s prize for counterpoint. While still 
a student, he was Gigout’s assistant at both the Conservatory 
and Saint-Augustin; and from 1923 onward, he was a member 
of the examination jury of the Conservatory. In 1919, he re-
turned to the National Institute to teach organ, with a tenure 
spanning forty years. 

Already well known in France and Europe during the 
1920s, Marchal was ready for his first trip to America. He 
boarded SS Minnewaska in Boulogne-sur-Mer on March 3, 
1930, for the seven-day trans-Atlantic trip to New York City, 
only to be detained by customs and immigration officials who 
believed that as a blind person, he would be a financial bur-
den on the nation. With just enough time to familiarize him-
self with the four-manual, 95-rank organ in the auditorium 
of the John Wanamaker store at Broadway and 9th Street, 
his program of works by Bach, Frescobaldi, Daquin, Franck, 
Schumann, and Gigout ended with a four-movement organ 
symphony improvised on themes submitted by Arthur Qui-
mby, Harold Vincent Milligan, Frank Sealy, and T. Tertius 
Noble. With this inaugural American recital, Marchal estab-
lished a model on which most of his American recitals were 
built: compositions by pre-Bach composers, J.S. Bach, and 
Romantic and Contemporary composers. 

With the New York City recital successfully behind him, 
Marchal boarded a train for Cleveland, where he had been 
invited by Arthur Quimby of the Cleveland Art Museum to 
play a series of recitals devoted to the works of Bach on the 
newly rebuilt and enlarged Skinner organ, Op. 333-A. Over a 
four-week period, Marchal played ten recitals—never repeat-
ing himself—consisting of fifty-eight organ works by Bach. 
This six-week tour of nine venues in New York City, Cleve-
land, and Québec came to a close on May 7 with a recital at 
Rockefeller Chapel, University of Chicago. Eight years passed 
before André Marchal visited North America again. 

Not only do the dozens of recital programs give us the 
names of the 57 composers whose works he played in Amer-
ica, but also insight into his preference for the 1844 Peters 
edition. On the right-hand margin of the Cleveland recital 
booklet, each work is identified by volume and page number 
in that edition.

Though recital programs far outnumber photos in the 
Marchal papers, there is much to be learned from these few im-
ages, especially the nature of his house organ in Paris. In 1921, 
Eugène Gigout and Jean Huré played the inaugural recital 
on the small two-manual tracker built by Gütschenritter for 
Marchal’s home studio. Later that year, he met Victor Gonza-
lez, and the two established a friendship that would continue 
for thirty-five years until Gonzalez’s death in 1956. Together 
with Gonzalez and Norbert Dufourcq, Marchal became an 
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Above: Marchal’s Rockefeller Chapel recital program
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influential voice in the French 
organ reform movement. Al-
though Gonzalez was trained 
in the French Romantic tra-
dition of organbuilding—first 
with Aristide Cavaillé-Coll 
and later with Joseph Güt-
schenritter, he had his own 
ideas of tonal design. In 1954, 
he enlarged Marchal’s house 
organ and added a third man-
ual (Positif ). The Pedal action 
was converted to electric ac-
tion for purposes of extensions 
and borrowing between divi-
sions. From a single photo of 
the organ in the Marchal pa-
pers, it is certain that the organ 
was delicately voiced given 
the low cut-ups of the Mon-
tre pipes. The voicing is gentle 
and purely neo-Baroque.1

Also among the photos are 
those of the family on holiday 
in Hendaye, located in south-
western France on the bor-
der with Spain, and photos of 
Marchal with some of his stu-
dents. It is through these stu-
dents that the memory of 
André Marchal lives today. A 
hommage to Marchal, written 
by Ann Labounsky, a student 
of Marchal, was published in 
the December 2010 issue of 
The Diapason and a Tribute to 
André Marchal, published by 
the American Guild of Organ-
ists in 1997, is still available. 

André Marchal died at the 
age of 86 on August 27, 1980, 
near his summer home in 
Hendaye.

1. Lee Erwin, Marchal’s first Amer-
ican student, created Zodiac Re-
cords and recorded Marchal playing 
the house organ in 1956. Available as 
Zodiac LP-334, the recording was re-
mastered in 1998, and issued as a CD 
by the Arbiter Recording Co. Above: Marchal’s American debut recital program
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A NDR É M A RCH A L’S STUDIO ORGA N
22, RUE DUROC, PARIS, FR ANCE

GÜTSCHENRITTER, 1921
DANION-GONZALEZ ORGAN (1954)

“PHILIPPE-EMMANUEL”

Compass: Manuals, 56 notes, CC–f 3

  Pédale, 32 notes, CC–g1

Wind pressure: Grand-Orgue, Récit, and Pédale, 50 mm (2ʺ)
 Positif, 45 mm (1¾ʺ); Ranquette, 70 mm (2¾ʺ)
Grand-Orgue and Récit had mechanical action;
Positif and Pédale had electric action

I. GRAND-ORGUE
 8 Montre (in facade)
 8 Flûte à fuseau
 4 Prestant*
 2 Doublette*
  Plein jeu III*
 16 Ranquette (Péd.)
 *enclosed

III. RÉCIT EXPRESSIF
 8 Dulciane
 8 Voix céleste
 8 Quintaton
 4 Principal
 2 Doublette
 13/5 Tierce
 11/3 Larigot
  Cymbale II
 8 Trompette

II. POSITIF
 8 Bourdon
 4 Flûte conique
 2⅔ Nasard
 2 Quarte
 13/5 Tierce
 1 Piccolo
 8 Cromorne

PÉDALE
 32 Soubasse (resultant)
 16 Soubasse
 8 Bourdon (ext.)
 4 Flûte (ext.)
 2 Flûte (ext.)
 16 Ranquette
 8 Trompette (Réc.)
 4 Clairon (ext. Réc.)
 4 Chalumeau (ext. Ranquette)

COUPLERS
Récit au Grand-Orgue 16, 8
Positif au Grand-Orgue 16, 8
Récit 4
Récit au Positif 8
Grand-Orgue au Pédale 8
Récit au Pédale 8, 4
Positif au Pédale 8

Six manual and pedal pistons and cancel
Six general pistons
General cancel
General tutti and on each manual

André Marchal seated at the Gonzalez console in his Paris studio. Between 
the top keyboard and the couplers is enscribed:

RESTAURE ET AGRANDI PAR VICTOR GONZALEZ
POUR ANDRE MARCHAL

G GÜTSCHENRITTER FILS
— PARIS —

Marchal standing in front of the Positif Cromorne. Note the low cut-ups 
of the Montre pipes.

Marchal & his daughter, Jacqueline Englert-Marchal, at his summer house
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Quimby Pipe Organs, Inc.

1-800-621-2624
foleybaker.com

Saving organs throughout
America....affordably!

The historic 1856 Knauff tracker organ at First Bryan 
Baptist Church in Savannah, Georgia, was damaged by 

vandals in 2016. Fundraising efforts for it’s restoration have 
begun. Donations may be made through GoFundMe or  
sent directly to the Andrew Bryan Community Corpora-
tions, Attn: Georgia W. Benton, Box 1411, Savannah GA 
31402. Make checks payable to Andrew Bryan CDC.

A.E. Schlueter Pipe Organ Co. 
2843 Stone Mountain Lithonia Road, Lithonia, GA 30012 

800-836-2726  770-482-4845 
www.pipe-organ.com  art3@pipe-organ.com

Announcing the Commission to  
A.E. Schlueter Pipe Organ Co. 

to restore historic 1856 Knauff tracker organ
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CDS

Organ Music of René Louis Becker, 
Damin Spitzer, Organist, Raven 
OAR-925 Compact Disc; René 
L. Becker Organ Music, Volume 
I, Sonatas, edited by Damin 
Spitzer. Wayne Leupold Editions 
WL600307. This recording raises an 
interesting question. If a composer/or-
ganist was well educated in France on 
some large and fine instruments, and 
then settled in mid-America where he 
played typical instruments there, would 
his compositions be more idiomati-
cally suited to the European organs of 
his youth or to those of his maturity 
in America? Damin Spitzer no doubt 
has her reasons for choosing the grand 
organ in the church of Saint-Salomon-
Saint-Gregoire in Pithiviers, France, 
to record the music of Becker. This in-
strument contains many ranks from the 
hand of Jean-Baptiste Isnard of 1789. 
Cavaillé-Coll shaped it to his ideals in 
1890 and it has been most recently re-
stored by Bertrand Cattiaux in 2008. Its 
sound luxuriates in a fine reverberance.

René L. Becker (1882–1956) was the 
son of an organist in Strasbourg. Dur-
ing his musical training there, he stud-
ied piano with Ernst Münch, who pre-

sided over the 1726 Silbermann organ 
in Saint-Guillaume. In 1898, Walcker 
installed a new organ in the Silber-
mann case. Becker’s organ teacher, 
Adolph Gessner, was organist at Saint-
Maurice in Strasbourg, which received 
a large Weigle organ in 1899.

Becker sailed to America in 1904 
where he joined his brothers in Saint 
Louis, Mo., at the Becker Brothers 
Music Conservatory. They had a large 
establishment that included a small 
Kilgen organ of ten stops. He became 
organist of Saint Peter’s Cathedral, 
Belleville, Ill., in 1912, playing a two-
manual Estey with 27 stops.

In 1913, he moved to Alton, Ill., 
where he played a 16-stop 1893 Hook 
& Hastings in Saints Peter and Paul 
Cathedral. I suspect this organ, of the 
several he presided over in America, 
came the closest in musical effect to 
those of his Strasbourg beginnings.

The bulk of Becker’s compositions 
date from 1908 to 1928, so the large 
Casavant in the Blessed Sacrament 
Church of Detroit, where he was or-
ganist from 1930 to 1942, would have 
had no effect on his works.

Spitzer’s performance of seven 
works of Becker is stylish and assured. 
I noted occasional passages slightly dif-
ferent from the score she edited for Le-
upold Editions. She uses the full re-

sources of the Pithiviers organ 
with complete élan. The crash-
ing grandeur and excitement of 
such sounds would have aston-
ished the American purchasers 
of these scores, I suspect.

The Leupold Edition vol-
ume is handsomely done in this 
publisher’s usual style. It con-
tains the three Sonatas edited by 
Spitzer, a statement of editorial 
principles and a biography by 
Spitzer, and a survey of perform-
ing practices in America and 
England from the 1890s to the 
1940s by Charles Echols. Spitzer 
includes the stoplists of the or-

gans that Becker knew. All fascinating 
stuff. Wayne Leupold tells me Volume 
II will be out in the summer of 2018.

The Raven CD has a fine book-
let that includes the Strasboug stoplists 
from the various eras of the Pithiviers 
organ. It upholds the usual high stan-
dards of Raven productions. Both the 
book and the CD offer a well-deserved 
introduction to a sadly neglected com-
poser of the first half of the American 
20th century.

Bovet plays Bovet, Guy Bovet, or-
ganist, MDG 320 0675-2. Guy Bovet 
explains that this CD resulted from a 
request by organbuilder Gerald Woehl 
to make a recording on his instru-
ment in Cuxhaven. Woehl built the 
organ designed for playing Bach at the 
Thomaskirche in Leipzig in 2000, but 
the organ in Cuxhaven is a fine eclec-
tic instrument, similar to one I had 
the privilege of playing at the Frieden-
skirche of Potsdam in 2011. Both of 
these instruments have, in addition to 
the normal unison couplers, sub-oc-
tave couplers II/I and III/I. The one in 
Potsdam has a remarkably light touch 
even with these couplers engaged. 
Both instruments are excellent vehicles 
for French Romantic music.

Bovet needs no introduction for his 
brilliant musicianship, of course, but 
in his own organ works his keen sense 
of humor frequently appears, some-
times to a hilarious extent. This is es-
pecially so in the Trois Préludes hambour-
geois comprising Salamanca, Sarasota, 
and Hamburg. In the latter we hear brief 
quotes, called “ghosts” by Bovet, of 
Offenbach, Beethoven, and Wagner.

A bonus of this production is the 
registrations employed for each piece. 
This allows those interested to study 
Bovet’s clever use of the instrument. If 
you are a fan of Guy Bovet you’ll have 
to have this recording. If you haven’t 
discovered him yet, get this CD. You’ll 
be glad you did.

George Bozeman
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STEPHEN HALL  Organbuilders

A.H. Blank, 1957

A.H. Blank Theatrical  
Enterprises was a the-

ater chain based in Des Moines, Iowa, 
in the early 1900s. It was founded by 
Abraham Harry Blank (1879–1971), a 
businessman and philanthropist who 
owned and operated several large, elab-
orate theaters in Iowa and in neigh-
boring states: the Star Theatre in Des 
Moines, the Casino Theatre in Charles 
City, Iowa, and the second Casino 
Theatre in Davenport. The five-story 
Star Theatre had originally been a fra-

ternal hall, and Blank spent approxi-
mately $50,000 (the equivalent of $1.3 
million today) converting it to a movie 
palace.1 By 1921, Blank also owned the 
Brandeis Theatre in Omaha.2

Blank was born in Galatz, Roma-
nia, and immigrated with his family 
to Council Bluffs, Iowa. His father ran 
a fruit business, but A.H. had greater 
ambitions. He entered the amusement 
business in Omaha as a barker on the 
midway of the Trans-Mississippi Expo-
sition in 1898.3 He came to Des Moines 
in 1911, bought a movie projector for a 
few hundred dollars, rented space in a 
small downtown store with room for 25 
people, and set up a screen. He showed 
ten-minute films for a nickel to com-
muters as they waited for trolley cars.

Critics thought the enterprise 
was doomed from the start, but his 
vision brought the family substantial 
wealth. Abraham Blank built theaters 
in Davenport, Omaha, Cedar Rap-
ids, Newton, and Waterloo, which 
were among the first movie houses to 
provide organ music for silent films. By 
the mid-1920s, his Central States The-
ater Corp. made him one of the largest 
private owners of movie theaters in the 
nation.4

1. Moving Picture World 18, nos. 8–13 (Chalmers 
Publishing Co, 1913): 882.

2. American Contractor 42 (F.W. Dodge Corp., 
1921): 76.

3. “Tri-States Head Blank to Retire,” Omaha 
World-Herald (May 22, 1957): 15.

4. Frank Santiago, “Myron ‘Mike’ Blank, donor 
to D.M., is dead at 93” Des Moines Register 
(February 27, 2005). Myron Blank was the son 
of A.H. Blank.

Blank’s theater chains used 
Wurlitzer organs exclusively. His 
Capitol Theatre in Cedar Rapids is 
now the Paramount Theatre for the 
Performing Arts and still contains 
the original eleven-rank Wurlitzer 
installed in 1928.5 As the owner of a 
large theater chain, Blank employed 
his own organ technicians to tune and 
keep the instruments in good repair. 
These technicians had to be familiar 
with the “toy counter”—the percus-
sion and special sound effects section 
of the theater organ—a skill unlikely 
to be possessed by those accustomed 
to maintaining church organs. More-
over, for the silents, as the loss of the 
organ meant the film was truly silent, 
a piano could not fill the larger halls 
with adequate sound and lacked the 
effects needed to embellish the film. 
Despite the advantages of an in-house 
organ shop, Blank sold the organ 
department to Harry J. Milliman of 
Omaha in 1925. Perhaps the shrewd 
businessman foresaw that the talkies 
would soon make the theater organ, 
if not obsolete, at least no longer an 
indispensable requirement; or perhaps 
this was an early example of outsourc-
ing. Whatever the reason, A.H. Blank 
Theatrical Enterprises was no longer 
in the organ business.

5. David C. Kelzenberg, “Wind on the Prairie: 
Pipe Organs of Cedar Rapids, Iowa,” Theatre 
Organ: The Journal of the American Theatre Organ 
Society ( July/August 1998). Revised by the 
author and placed on-line at http://www.albany.
edu/piporg-l/FS/dk.html (undated). Accessed 
on January 14, 2016.

A.H. Blank Theatrical Enterprises



46     The Tracker

Obituaries  

Philip D. Minnick passed away Monday, December 26, 
2016, at the Kobacker House in Columbus, Ohio, from 
complications from several strokes. Minnick was born 

August 25, 1948 in Springfield, Ohio. He attended Spring-
field City Schools, graduating from Springfield South High 
School and Capital University (1966–69), majoring in voice 
and organ. During his college years he worked for the A.W. 
Brandt Pipe Organ Co. in Columbus. It was at this time that 
he met his future business partner and life partner, Robert W. 
Bunn Jr. One of their first organ restoration projects was at 
the State Theater in Springfield, Ohio, making the Wurlitzer 
organ sing once again. In 1969, they formed their own pipe 
organ business, the Bunn-Minnick Pipe Organ Company. 

Minnick’s vision and dream of what a pipe organ should 
sound like mirrored the organbuilding greats such as Ernest 
Skinner and G. Donald Harrison. The Bunn-Minnick phi-
losophy believed that whatever was present in the original 
organ could be revoiced to be made new again, a philosophy 
demonstrated in instruments that they built in Florida, In-
diana, Kentucky, North Carolina, Ohio, Pennsylvania, and 
West Virginia. In addition to his work in the pipe organ busi-
ness, Minnick was a founding member of the Ohio Village 
Singers; active member of the Columbus Mennechor, Broad 
Street United Methodist Church, the Theater Organ Society, 
the American Guild of Organists, and the American Institute 
of Organ Builders.

Gilbert F. Adams passed away early 
in 2015 at the age of 83. He was 
born in Occum, Conn., on Octo-

ber 10, 1932. After serving in the US Navy, 
he attended  the New England Conservatory, 
where he studied with George Faxon (and 
was a classmate of Yuko Hayashi). Deciding 
to be an organbuilder rather than an organ-
ist, he worked at Aeolian-Skinner (1958–63) 
as an apprentice, installer, and voicer. Adams 
and Anthony Bufano left Aeolian-Skinner 
in 1963 and started their own company in 
New York City, Adams-Bufano Organ Co. 
In 1965, the partnership was dissolved and 
Adams formed his own company, Gilbert F. 
Adams, Inc. The company’s most important 
project was rebuilding the Aeolian-Skinner 
of St. Thomas’ Church, New York, into the 
premier French Romantic organ in America. 
In 1969, he built the 84-rank French Classic 
organ in the rear gallery, a memorial to Mrs. 
Albert Loening. In 1976, he built his 121-
rank Opus 3 for Grace Church, Utica, N.Y. 
Around 1986, Adams worked briefly with 
the Reuter Organ Co. and then relocated to 
Charlotte, North Carolina. He established 
the John Street Organ Co. in Monroe, N.C., 
and by 1993 was active under his own name 
in Monroe. Gilbert Adams and his long-
time partner Robert James, were prominent 
members of the OHS for many years.

The Gilbert F. Adams gallery organ,
St. Thomas’ Church, New York
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A celebrated standard in pipe organ since 1873

P. O. Box 156
Orrville, Ohio 44667

www.schantzorgan.com
info@schantzorgan.com

800.416.7426

find us on 

For inquiries please contact:
Mr. Dave McCleary
Project Manager
dmc@parsonsorgans.com
585-831-6218

― For Sale ―

Stop List available at parsonsorgans.com

J.W. Steere,  OPUS 1, 1867

• Two Manual
• 20 Stops
• 24 Ranks



48     The Tracker

After five years as an organbuilding apprentice in 
Edinburgh, London-born David Marr (1882–1951) 
immigrated to the United States, working succes-

sively for Skinner, Hope-Jones, and Wurlitzer, where he be-
came factory superintendent. In 1915, he entered a partnership 
with John Colton, forming the Marr & Colton Organ Com-
pany in Warsaw, N.Y. The company ceased operation in 1932 
and Marr continued in organ maintenance.

In October 1926, Marr applied for a patent for an inven-
tion that provided an “improved stop mechanism . . . to make 
it easy for any organist to quickly select and render the correct 
tone colors for any desired musical action, mood or emotion,” 
thereby allowing the organist to “devote maximum attention 
to the technical requirements of the composition being per-
formed with a minimum amount of interruption in operating 
the stop keys.” These were stopkeys that operated as adjust-
able blind combination pistons. Each stop was labelled with a 
noun or adjective that described a scene in a silent film (Da-
vid Junchen mentions “anger,” “jealousy,” “excitement,” and 
“happiness”).1 The premise was that an unskilled organist or 
a player unfamiliar with the organ could instantly depress the 
stopkey that matched the action on the screen and the organ 
would instantly produce the requisite registration. That the 
organist had to play appropriate music, either composed or 
improvised, was not a consideration of the “invention.”

David Marr’s enthusiastic prose makes interesting read-
ing because he apparently never ran his idea by an organist 
familiar with the necessities or niceties of motion picture ac-
companiment. Here follow some excerpts.

[One object of such a stop mechanism is] that it may 
be easily and unerringly operated by an organist unfamiliar 
with the particular combination of stops connected with 
the stop keys. A further object is to provide an organ stop 
mechanism so constructed and arranged as to materially 
facilitate the operation of the same by an unskilled organ-
ist. Still a further object is to provide an organ construction 
particularly adapted and convenient for the accompani-
ment of motion pictures, and provided with stop keys, each 
having associated therewith, as by means of a descriptive 
word or words, the corresponding tone color, so that even 
an unskilled organist or one unfamiliar with the organ may 
quickly and correctly render the correct tone colors for 
each sense, emotion or action portrayed on the screen in 
accurately timed relation with the same. 

The modern organ is commonly provided with a se-
ries of stop keys . . . for controlling the tonal colors or 

1. David L. Junchen, Encyclopedia of the American Theatre Organ (Pasadena: 
Showcase Publications, 1985), 290.

An Organ Patent that Never Took Off

EndNotes    ROLLIN SMITH

David Marr
President of Marr & Colton Organ Co.
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   EndNotes

combinations. Such keys, however, have been commonly 
unmarked or merely numbered or provided with the tech-
nical names of stops or other musical instruments, the or-
ganist having to rely upon his memory as to the meaning 
in terms of actual tone color of such designations, as well 
as the combination of stops controlled by each key, and 
also to distinguish between the different keys, with the 
result that the attention has been distracted from the per-
formance of the composition to the operation of the stops. 

This has been particularly the case in the operation of 
strange organs and in performances by unskilled organists, 
and these difficulties are present to a still greater degree in 
playing an accompaniment for motion pictures, where the 
tone colors must be quickly and abruptly changed to corre-
spond with the changing emotions portrayed on the screen.

It has been found that these difficulties may be effec-
tively solved by selectively grouping the organ stops to cor-
respond with the range of musical moods and emotions and 
providing the keyboard with a stop key for each combina-
tion visually marked to clearly describe the tone color of 
the same in terms of a mood or situation, as by means of a 
clearly descriptive word or words or an appropriate color 
marking . . . so as to be conveniently and quickly read by 
the organist. 

Of course an organist may select and combine the 
stops with the different keys to suit his particular taste, 
and such a stop key system greatly reduces the attention 
which must be devoted to it at the expense of proper han-
dling of the technical difficulties of the composition being 
played. . . . . Thus even an unskilled organist, playing a 
strange organ to accompany a motion picture film, upon 
a sudden change in the action or situation as, for exam-
ple, the portrayal of a riot scene, does not have to first 
translate this situation into the technical terms of the usual 
organ stops or to recollect and select combinations of the 
same, but may immediately press a stop key marked “riot” 
or with some other word directly and. immediately ex-
pressive of the particular tone color desired, which may 
thus be unerringly and readily produced in an appropriate 
and well balanced tonal combination. The invention thus 
greatly facilitates the playing of an organ particularly as an 
accompaniment for the rapidly successive scenes of motion 
picture projection, especially by an unskilled organist or 
one playing an unfamiliar or organs.

The combinations are described as adjustable, but obvi-
ously not from the console; they would have to be rewired by 
an organ technician. Organs so equipped were sold as “sym-
phonic registrator” organs though Marr & Colton did not sell 
many. The Patent
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L A W R E N C E  P H E L P S
LAWRENCE PHELPS (1923–1999) set the 
North American Organ Reform movement 
on its edge with articulate notoriety follow-
ing the mid-1952 culmination of the new 
Aeolian-Skinner organ for the Extension of 
Boston’s First Church of Christ, Scientist — 
The Mother Church. Entrusted with the mon-
umental instrument’s tonal design, Phelps 
specified the scales and spent months 
tonal finishing on-site. Subsequent articles 
on the design and use of compound stops, 
advocacy for a return to slider windchests, 
and more empirical scaling created no small 
degree of controversy. Perceived as a radical 
upstart, Phelps clearly embraced the task 
of pushing organ reform beyond the trails 
so daringly blazed by Walter Holtkamp and  
G. Donald Harrison.

BURTON TIDWELL’S study chronicles 
the prolific work of Lawrence Phelps from 
its beginnings in his native Boston, his pio-
neering work as tonal director of Casavant 
Frères—embracing full encasement and 
mechanical action, and the organs created 
under his own banner as Lawrence Phelps 
& Associates. Profusely illustrated, the book 
pays homage to the quest of one musician 
to realize his vision of an ideal vehicle for 
communicating the great body of idiomatic 
organ literature while inspiring other musi-
cians and composers. The author worked 
closely with Phelps in the first drafts of this 
book and has built a compelling text incor-
porating the subject’s own prolific writings 
to illuminate this significant contribution to 
our musical heritage.

ARP SCHNITGER
AND HIS WORK

C O R N E L I U S  H .  E D S K E S  ~  H A R A L D  V O G E L

N E W L Y  T R A N S L A T E D  C O L O R  E D I T I O N

ARP SCHNITGER (1648–1719) is celebrated as the greatest organbuilder of 
the northern European baroque, perhaps the greatest builder of all time. From 
his Hamburg shop, nearly 170 organs were installed in northern Germany and 
the Dutch province of Groningen, in addition to those that were commissioned 
much further afield.

This new book offers first-rate scholarship of Schnitger’s work and the res-
torations of the past 40 years. The late Dutch organ historian Cornelius H. Ed-
skes, and the German organist Harald Vogel, discuss Schnitger’s life and activity. 
They examine his 45 remaining instruments including complete stoplists, color 
photographs, and information about the lost instruments of the 20th century. 
Produced by the Arp Schnitger Gesellschaft and Stichting Groningen Orgelland 
in collaboration with Falkenberg Verlag and GOArt in Sweden, the German and 
Dutch editions are now joined by Joel Speerstra’s fine English translation.

MEMBERS $49.95 | NON-MEMBERS $59.95
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Historic Organs of Australia  
T O U R  H O S T E D  B Y  M I C H A E L  B A R O N E

OCTOBER 31 – NOVEMBER 13, 2017
MELBOURNE AND SYDNEY

AN AUSTRALIAN ADVENTURE FOCUSING  

ON EXQUISITE 19TH AND 20TH CENTURY  

BRITISH AND LOCALLY BUILT INSTRUMENTS

DETAILS AT  

PIPEDREAMS.ORG/AUTUMNTOUR

www.ohscatalog.org

A 4-CD
COLLECTION!
HISTORIC ORGANS OF THE CAPITAL DISTRICT, NEW YORK
A 4-CD set | 21 Organs | 21 Organists

The long-awaited 2006 Convention CDs!
The Historic Fiftieth-Anniversary Celebration of the OHS
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