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Cover: The Conacher organ of St Columba’s by the Castle, 
Edinburgh. (Photo by John Riley)

.…the next Console…. 
The closing date for contributions for publication in the next issue,      
April 2022, is 8 March. 

Contributions are always welcome from members, and should be 
presented, ideally in MS Word, and in the ‘house’ format for Console: i.e. 
A5 format; Times New Roman font, size 11; single spaced between 
sentences and single spaced between lines.  Together with prior checks for 
all aspects of punctuation etc., this will greatly speed the production of 
Console. Contributors are asked to note the length of articles, event write-
ups etc. in previous issues and use appropriate judgements as to length of 
their contributions. The editor reserves the right to edit or refuse 
contributions; items may be reserved for future issues. Please send the 
completed material to:- john.riley58@blueyonder.co.uk 

www.edinburghorganists.org ~ Registered Charity SC013728 
All contributions published in Console represent the views of individuals 

and do not necessarily reflect the collective opinion of the ESO.

KEEPING IN TOUCH
The ESO appreciates the opportunity to keep 
members as informed as possible on ESO-related 
events and news.

If you wish to be included in email 
communications, and are not so already, please 
let the Secretary know on:- 

secretaryESO@outlook.com 

You can also keep up to date with Society news through       
our website, Twitter or Facebook:-

www.edinburghorganists.org

            @ESO1913 

mailto:john.riley58@blueyonder.co.uk
http://www.edinburghorganists.org
mailto:secretary@ESO1913.com
http://www.edinburghorganists.org
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Saturday 29 January 2.30pm: Astoria Centre, Corstorphine
Visit to see the Ingram cinema organ, including a brief talk.  Coffee and tea will 
be provided and with an opportunity for some wine. Members are encouraged to 
bring along their left-over Christmas sweets!
Contact: Malcolm MacRae; malcolm.macrae@hotmail.co.uk 

Friday 18 February 2022:  ESO recital and dinner 
6.30pm recital in St Mary’s Episcopal Cathedral,  to be given by Daniel Cook,   
Master of the Choristers and Organist at Durham Cathedral,  finishing at 7.15pm 
7.30pm  drinks at the Scottish Arts Club. 8pm  dinner,  followed by after-dinner 
speech by Daniel Cook. 

St Mary's choir will be singing Evensong at 5.30pm that evening, and ESO 
members are invited to attend that service,  prior to the ESO events. 
Contact: John Kitchen;  j.p.kitchen@btinternet.com

Saturday 26 March 2022, 2pm: The Parish Church of St Cuthbert
Choral Workshop with Frikki Walker, (Director of Music, St Mary’s 
Cathedral, Glasgow).

Saturday 23 April 2022: Newcastle organ tour 
8.00 train from Edinburgh (8.30 also possible).  Organs will include St Nicholas 
Anglican Cathedral (Nicholson organ); King’s Hall, Newcastle University 
(Aubertin organ); St Basil’s and St James’s, Fenham (Walker organ). 
Contact: John Riley; john.riley58@blueyonder.co.uk  

Saturday  21 May 2022 at 2pm in St Cecilia’s Hall,  Cowgate: AGM,  
followed by harpsichord/organ recital by David Gerrard. 
Contact: John Kitchen;  j.p.kitchen@btinternet.com 
                                                                                   

SYLLABUS 2021-22

mailto:malcolm.macrae@hotmail.co.uk
mailto:j.p.kitchen@btinternet.com
mailto:j.p.kitchen@btinternet.com
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Calum Robertson 

It feels only the other week I was writing the last letter, which I’m taking as a 
sign that things are busy again! I feel that I’ve had a mini-tour of the Episcopal 
Church during the last couple months including a trip to play for the installation 
of the new Bishop of Argyll and The Isles at the Cathedral of the Holy Spirit on 
the island of Cumbrae, a very special place with architecture by Butterfield and 
an organ by Holt.  

This mini-tour ended on St Cecilia’s Day where a good number of Edinburgh 
musicians and others gathered for a memorial concert to Lindsay Sinclair who 
was a past president 1978-80. This was given by John Bryden on piano and 
finished by John Kitchen playing the Overture and March from Handel’s Ode for 
St Cecilia’s Day. Many stories were told of Lindsay’s life in Edinburgh as a 
teacher and colleague. My own first memory of Lindsay is of when I entered the 
Edinburgh Competition Festival organ class where she was the secretary for that 
class; she was delighted that two(!) people had entered but annoyed not more 
had!  

We’ve had three varied and enjoyable events since September and I thank all 
those who were involved in organising these; you will find write-ups in this yet 
again full edition including articles celebrating anniversaries of Percy Buck, 
Michael Praetorius, Pierre Labric; also one on Déodat de Séverac by Anthony 
Hammond to whom we are particularly grateful for yet another very substantial 
and scholarly article. We congratulate him on his new appointment in America, 
although we are sad to see him leave us after too short a time in Edinburgh! 

I hope you are all enjoying the wonderful feast of music this season brings. I wish 
you all a reflective Advent, a merry Christmas and happy New Year!  

PRESIDENT’S LETTER
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New members (whom we welcome) 
Andre Theng, 21/4 Guthrie Street, Edinburgh EH1 1JG, other details as per the 
list of members 
Nicholas Edwards, details as per the list of members but whose address is now 
CH202, Churchill House, 7 Richmond Place, Edinburgh, EH8 9ST 
Tiger Li, Tigerli12@outlook.com 
John R Duffy details as per the list of members 
Joseph W J Lord, jwjlord@icloud.com, who is available as a Deputy 
Greg McHugh, Dip Arts and Humanities, 4 Cortmalaw Loan, Robroyston, 
Glasgow, G33 1TL, 07561 310114, greg-mchugh@live.co.uk, St Augustine’s 
Church, Coatbridge 

Changes of address, position, email etc and errata: 
Rebecca Poon’s address is now 25 Greyfriars Road, Exeter, EX4 7BS 
Dorien Schouten’s address is now Musicallaan 39, 3543 ER Utrecht. The 
Netherlands 
Anthony Hammond has been appointed as Director of Music at St Peter’s 
Church, Morristown, New Jersey, U.S.A. 
Alan Buchan has been appointed organist at Buckie Methodist Church 
Congratulations to Tom Wrench who has achieved an MSc. 

Philip Redfern has retired as Choral Director, St Michael and All Saints, 
Edinburgh, and is now available as a deputy any day of the week. 

Resignations 
Ian Thomson 

Deaths 
Ian N Gillespie 

Total number of members (1 December 2021): 208 

ESO MEMBERSHIP NOTES - Winter 2021
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TRIBUTES 

James David Paterson (10 June 1932 – 16 July 2021) 

Jim was organist and choirmaster for 30 years at Colinton Parish Church, (having 
been previously Organist at St Andrew’s Parish Church, Peebles, and took over 
from Tom Sommerville in 1962, and I deputised for Jim between 1974 and 1993. 
Jim was a quiet, courteous and thoughtful man although quite capable of 
speaking his mind too!  His work as a Sales Director involved much time on 
overseas visits which meant that I had the pleasure of having sufficient playing at 
Colinton to give up deputising elsewhere!  Wearing his gown and hood for most 
services, in his day Jim was a fine organist, well regarded by his peers. When our 
organ was rebuilt in 1976 he had it enlarged with stops that were typical of the 
time and which made it very suitable for playing early French music such as 
Balbastre, Couperin, Lebegue and Daquin, of which he had a large repertoire and 
played very effectively.  His choice of music for organ and choir was always 
carefully made Jim’s choir rehearsals were held on a Sunday morning at 9.30am 
and he rehearsed, with great attention to detail what was a larger and slightly 
more youthful choir than we have now!   He retired as organist and choirmaster 
in 1993. Jim was also a long-standing treasurer of the ESO. After he retired from 
Colinton, Jim deputised most Sundays at the organs of various other churches 
around the city, but in the past 15 years or so he had more or less stopped playing 
the organ regularly, and enjoyed playing piano music, including for his fellow 
residents at the Care Home in Pencaitland, I believe.   Jim was very interested in 
the 2015/16 rebuild of our organ (of which he approved even after he discovered 
that many of his 1976 additions were removed!) and he had several visits to play 
it after its completion.  His hearing impairment became a concern for him latterly. 

Alistair Beattie 
  
I knew Jim Paterson as a fellow organist but also as a colleague at Macfarlan 
Smith, the manufacturer of opiate pharmaceuticals, where Jim was Commercial 
Manager.   His principal mentor as an organist was Herrick Bunney and when 
Jim retired from Macfarlan Smith in 1994, Jim’s farewell dinner was preceded by 
a private organ recital given in Jim’s honour by Herrick at St Giles’ Cathedral.  It 
was a memorable event, with a programme carefully chosen by Jim, including 
Howells’ Psalm Prelude Set 1, No. 2, Mendelssohn’s 2nd Sonata and Vierne’s 
‘Carillon de Westminster’ 

James Cook 
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Jim Paterson was Treasurer of the ESO from 1972 to 1985. It was a pleasure and 
privilege for me to work with him as ESO Secretary at that time. Jim was 
exceptionally efficient, while seemingly doing his best to create the opposite 
impression! At the AGMs he often presented the accounts in a rather laid-back way, 
with an outward impression of vagueness ("give or take a few hundred 
pounds.......perhaps we could move this amount.....no need to worry about the 
shortfall in Hollins House....."), so much so that at one point the President 
discreetly asked me if Jim really knew what he was doing! Without hesitation, I 
confirmed that he knew exactly what he was doing, and that we could not have a 
better Treasurer. Jim was also an extremely agreeable colleague and provided all 
the encouragement I needed as new Secretary. There was always a great sense of 
bonhomie on our expeditions to Bo'ness for Baird Ross Trust meetings and on other 
occasions.  

Alan Buchan 

Elizabeth ‘Bessie’ Bell ARCO 

Further to the tribute in August’s Console: Bessie was a Senior Executive Officer in 
one of the UK Government departments which required her to take up postings 
round the country. It always seemed amazing how she had flitted around Scotland 
with such ease. Before her Edinburgh days, the postings included a stint in Angus, 
when she was Organist & Choirmaster of Brechin Cathedral.  She joined the ESO 
in 1977, was on Council from 1979, Assistant Secretary in 1981-82, Membership 
Secretary from 1982-83 to 1985-86.  She was O/C at Corstorphine Old from 1978 
to 1986, then retired to Kirkcudbright, when she was appointed O/C at the now 
closed St Andrew's Parish Church, Castle Douglas.  By 1987 she had returned to 
Edinburgh and was reappointed to Corstorphine Old, retiring from there in 1993. In 
the ESO she returned to office as Assistant Secretary in 1989-90 and Treasurer 
from 1990-91 to 1991-92.  She left Edinburgh for Elgin in 2001 but in 2011 moved 
to Banchory.   

Bessie Bell was very efficient and the membership lists were immaculate and 
thorough, which was probably influenced by her working life as a civil servant. 
Regular phone calls (the principal means of communication in those days) sorted 
out any queries and always became long chats about many varied topics. She 'got 
things done', with a brisk no-nonsense and very efficient approach, but was also 
friendly and supportive.  

Alan Buchan and David Stewart 
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LETTER TO THE EDITOR 

Further to the photos of the three Edinburgh organs in last issue’s ‘Which 
Organs?’, Colin Menzies writes: 

I’m glad that I managed to identify the former Braid Parish Church (Organ ‘A’): 
my parents were friendly with the lovely Hebridean minister Roderick Smith, 
who retained his soft lilting accent all his life, He was the minister of Braid for 
quite a long time but was not the last: he died well before the church closed 
around 20 years ago. As he had been retired for quite a few years before he died, 
there must have been at least one minister after him. I had always remembered 
the organ as having originally been Brindley & Foster but Buchan & Stewart 
record it as Blackett & Howden. By the time I got to know it, it had been rebuilt 
by Compton with a fine new console. 
  
I never got into the then Viewforth Parish Church (Organ ‘B’)… it’s quite a big 
building, I remember, overlooking a busy crossroads but surprisingly 
straightforward given that its architect was Frederick Pilkington (he of Barclay 
Church which is, typically, crazy in architectural terms). There were two C of S 
churches almost next to each other (though originally they had been built for 
competing Presbyterian denominations). St David’s (whose building no longer 
exists) closed in 1973. It may have had no organ until 1958 when it obtained the 
relatively large 1904 F&A from the redundant (originally United Free) church on 
Queen Street. As a student Michael Chibbett was briefly organist in St David’s. 
St David’s closed in 1973 and merged with the church over the road, the organ 
was transported there in 1976. I think the organ itself was removed about 15 
years ago, leaving the empty case (as at Braid, above). 
  
My only visit to  what is now Bruntsfield Evangelical Church (Organ ‘C’) when 
it was still C of S was almost 60 years ago. Architecturally it’s rather an 
interesting building (especially the exterior). I never heard the Norman & Beard 
organ which I suspect may still be there (not just the case). I believe that the 
Evangelical congregation continued to use it when they first took over but the 
subdivision of the building more than a quarter of a century ago effectively put an 
end to that. 

…………………….. 

Saint-Saëns Organ works Part III by Gerard Brooks: Please note that this article 
originally scheduled for this issue will now appear in April’s Console  
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‘Meet and Greet’ Recital by Imogen Morgan followed by open console.         
Saturday 30 October at 11:00am, St Mary’s Episcopal Cathedral. 

ESO members will doubtless be aware 
that  last year Harrison & Harrison  
carried out a clean and overhaul of  the 
Willis/Harrison organ in St Mary’s 
Episcopal Cathedral. The work was due 
to be completed in  August 2020,  and 
despite lockdown and other restrictions 
everything  was more or less finished 
according to schedule.  Of course,  for 
some time thereafter opportunities to 
hear the organ were limited.  This 
changed with the  welcome resumption 
of full choral services, and Duncan 
Ferguson arranged several recitals in 
August 2021. 

Members will probably also know that a 
new Assistant  Master of the Music was 
recently appointed,  Imogen Morgan. So 
the ESO meeting on 30 October was  a  
joint celebration: to meet Imogen and to 
hear her  play the refurbished instrument.  

Her recital  was  followed by an open 
console session   when members could have  a look at the organ, and a few 
played.   Imogen joined the ESO shortly after she came to Edinburgh,  and so it 
was a great pleasure to meet her  and hear her fine recital. 

She  has a first class degree from Durham University, and before coming  to 
Edinburgh was Organ Scholar at Peterborough Cathedral. She has also won a 
number of organ prizes,  both from the RCO and in the 2020 Northern Ireland 
International Organ Competition. For the ESO meeting, Imogen presented a 

ESO EVENTS
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nicely varied recital,  beginning with Bach’s Prelude and Fugue in C (the 9/8 
prelude)  BWV 547. We then heard  Mathias’s Processional (in about 1970 I 
remember we thought that piece was very daring), followed by three of the lovely 
Hovingham Sketches,  including Bernard Rose’s Chimes,  which is constructed as 
a very  clever musical palindrome. 

The substantial Passacaglia from Rheinberger’s Sonata no. 8 was splendidly 
played, with a real sweep and with plenty of colour and dynamic range.  Imogen 
concluded with Dupré’s Placare Christe Servulis, giving a suitably triumphant 
finale to a well-constructed programme. 

The organ itself, as Duncan said in his introductory remarks,  sounds ‘refreshed’.  
There are no new stops—unless you count the  new solo to swell coupler!  But 
there are elegant new manual keys, a new pedal board, and updated accessories, 
and of course everything was made good inside the instrument. For the first time 
in many years, there is absolutely  no wind noise, causing the player  who knew it 
previously to wonder if it has indeed been switched on.  Various members noted 
that the tuba has more fire and vitality, no doubt the result of cleaning. Of all the 
organs in Edinburgh, that in St Mary’s  is probably the most  heavily used,  and 
its welcome restoration will keep it in fine condition for  another few decades.  It 
was also good to hear it played by such a fine young player. Do go and hear any 
further recitals at St Mary’s;  and of course you can hear the instrument in its 
accompanimental role almost any day of the week at Choral Evensong. 
       

John Kitchen 

………… 

The Elgar Society and ESO Joint Meeting: Elgar’s Organ Sonata in G 
Saturday 2 October 2021 2:30 p.m. The Parish Church of St Cuthbert 

The Society's first meeting since the outbreak of Covid and all its consequent 
restrictions took place on Saturday, 2 October, in St Cuthbert's Church, at the 
city's West End. (A chance also for some of us to see the new, almost pew-less, 
nave.)  It was a joint meeting of the Elgar Society and the ESO, the focus of the 
occasion Elgar's Organ Sonata, op.28; and there was a good attendance, of both 
‘Elgarians’ and ‘organists’ - although of course some of us are both! 
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(Pictured, left to right is Ian Lawson - 
member of both the ESO and the 
Scottish branch of the Elgar Society, 
whose idea the event was; John 
Kitchen and Dr Martin Firth). 

The afternoon was in two parts; the 
first a fascinating talk on the subject, 
with plenty of illustrations, both aural 
and visual, by Dr Martin Firth, of the 
Elgar Society - the work from, as it 

were, an Elgarian perspective (rather than an organist's point of view). He gave 
us all plenty to think about: for example, did Elgar have a particular organ in 
mind when he wrote the piece? I, for one, had always assumed that it was written 
for the Hope-Jones instrument in Worcester Cathedral, but although some of the 
demands, registration-wise, the composer makes would not have been possible 
without the various technical innovations made by H-J (and as exemplified at 
Worcester), it would seem, from all sorts of evidence, that, ultimately, the 
composer wrote it simply ‘for the organ.’ 

Another line of speculation: how much may the work be viewed as an (for Elgar) 
early essay in symphonic form (cf, for example, the ‘sonatas’ of Mendelssohn or 
Guilmant, which are (manifestly) simply what they say they are?) The work is 
essentially orchestral in CONCEPT - Elgar always thought in terms of orchestral 
colour and texture (certainly the present writer does not find it hard to imagine 
even the early and charming ‘Vesper Voluntaries’, op.15, in (chamber?) orchestral 
terms); and how much does this compromise the work's - the Sonata's - success 
as an organ work? What ‘works’ in the orchestra does not always ‘work’ on the 
organ, and vice-versa. Is the work actually better realised as an orchestral piece 
(as orchestrated by Gordon Jacob?) Listen to Martyn Brabbins' account of same, 
and see what YOU think ... And there was so very much more ... 

One member of the audience said to me afterwards that they found the talk too 
long. I have to say that I, for one, most certainly did not. However, that being 
said, one person who MAY have found things a bit of a trial was Dr John 
Kitchen, who was to perform the work on the St Cuthbert's organ as the second 
half of the programme. It must for him have been quite un-nerving to know that 
sooner or later he was going to have to play the whole of this demanding work - 



14
AND before an audience largely made up of organists! (I remember once, some 
years ago, having to sit through the first half of a choir concert, in the full 
knowledge that the second half was to be the Duruflé Requiem, with yours truly as 
organist - not nice!) All the more reason, therefore, to sing John's praises for a 
SUPERB account of this long and often demanding piece - and of course the St 
Cuthbert's organ was the ideal medium for it, with its almost infinite variety of 
(orchestral-type) tone-colours. Small point, but the present writer found 
particularly effective the use of Pedal 32' tone, from time to time, even though not 
expressly called for in the score. A performance with which the composer himself 
(even if he did not particularly like keyboard instruments, the organ included) 
would surely have been pleased. (The liberties of a brief full organ chord, at the 
end of the first and final movements, would no doubt have met with his approval 
too - certainly they were effective.) 

Thanks to all sorts of folk for making the afternoon the success it undoubtedly 
was. And not least to Oscar Kelly, of St Cuthbert's, who had worked so hard and 
so successfully to set up video screens and the like. And finally (but not leastly!) 
to Malcolm MacRae, who organised drinks (and ‘fellowship’, as they say in the 
Church of Scotland(!)) afterwards; the social side of our meetings, as always, a 
delight. 

Morley Whitehead 
………… 

‘Under the Bonnet’ - presentation and talk by Andrew Caskie 
Tuesday 16 November 2021, 7:30pm. Palmerston Place Church. 

Around 30 members attended a most interesting and informative talk on  the 
workings of the pipe organ by our Former President (2009-11) Andrew Caskie in 
Palmerston Place Church. Andrew was Director of Music there for 12 years prior 
to his departure in 2016 to Nicholson & Co. of Malvern, of which he is now 
Managing Director. 

Andy’s talk encompassed all the main aspects of the technical side of the organ. 
Starting with a consideration of the different types and constructions of pipes, 
clear illustrations on screen helped us understand the characteristics of speech, 
and how this is affected by nicking, for instance. 
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From here, he moved on to explain the anatomy of soundboards and unit chests, 
highlighting the fact that the former requires one valve per note as opposed to the 
one valve per pipe required on the latter. This led to an explanation of the 
extension principle, as used by theatre organs in particular. 

This led naturally to explanation of the various mechanisms used to activate the 
notes by pulling down the pallets that allow wind ingress to the channels or 
pipes. Whilst we are all probably familiar with the basic distinction of 
mechanical or pneumatic actions, we had a very clear diagram-aided explanation 
of the difference between the different versions of pneumatic action, variously 
deployed by different organ builders at different times. This started with the 
Barker lever system, as famously employed by Cavaillé-Coll, the charge 
pneumatic system favoured by Binns, and the different ways of making exhaust 
pneumatic action, where the wind pressure escapes to atmosphere when the key 
is depressed. There were many photographs showing the intricate lead tubing 
required for these systems in specific organs, and indeed some pictures of less 
robust methods or repairs effected by unnamed builders of questionable repute, 
where even lengths of garden hose had been deployed! 
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Focus then moved to the methods of 
providing the air pressure, from hand 
pumping, a video clip to show the 
working of a hydraulic blower 
system, and the evolution of the 
electric blower over the 20th century. 
Of particular interest was the 
discussion of how desirable, or 
otherwise, was the provision of 
unsteady wind. An organ on which 
Andy had recently given a recital in 
London actually had a device to 
enable the player to choose whether 
the wind should be unregulated, as it 
would have been in the baroque, or 
steady, as often favoured for later 
music. Andy commented on how the 
nature of the unsteady wind had 

affected the way in which he had needed to articulate, and the changes he made 
to his playing to accommodate this musically. We saw the main means of 
enabling this steady wind supply, such as schwimmers, with the physics behind 
how they worked demonstrated. 

The point above regarding the organ affecting interpretation was pursued in a 
consideration of approaches to restoration or conservation, and the sometimes 
philosophical as well as practical matters to be taken into account. Should one 
preserve something because it had historical merit if this is to the detriment of 
musical merit, for instance? We were left with the thought that whereas a 
continental player might think “What does the nature of this organ tell me about 
how I need to approach playing it?” the British approach was (often regrettably) 
“How can I change this organ to make it do what I want?”. 

It is impossible to convey the wealth of information that Andy imparted in this 
short article, but I know that everyone who attended was full of admiration for 
both Andy’s knowledge and his ability to communicate it so well to his audience. 
It was a most successful evening. 

David Turner 
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Book Review 

ASSIST OUR SONG by Douglas Galbraith 310pp 
St Andrew’s Press, R.R.P. £19.99 or e-book  

Douglas Galbraith is a key figure in the church music 
scene in Scotland and known well beyond these shores 
too.  As ordained minister and professionally trained 
musician with a lifetime’s experience in church music, 
he is very well-placed to write with authority and 
empathy on all matters regarding music in worship. 

The book systematically explores just about every main aspect of the 
philosophical and theological basis of music in worship, plus the important 
historical and musical contexts of the music that we use today.  In addition, the 
book is full of practical advice behind the various musical and administrative 
skills involved in the performance, leadership  and planning of music within 
worship, including the all-important relationships between musicians and clergy.  
He also covers more recent issues of the impact of technology, such as screens 
versus hymn books, and even streaming of services, (something that has gained 
particular traction in the recent pandemic). 

As anyone involved with church music and wider church life will be all too 
aware, disagreements over styles of music and worship have the potential to 
provide a catalyst for schism, and disharmony among a congregation (and indeed 
between music leaders and clergy) just as much if not more so than the theology 
preached.  Douglas Galbraith covers many important aspects of the various 
traditions found in churches today with admirable even-handedness and 
understanding; the reader feels very much that the author has ‘been there’ too and 
will find many resonances with the situations that he describes; yet he also 
provides challenge and highlights both strengths and weaknesses within various 
traditions and styles of music within worship.  Organists will find much of direct 
relevance as the author addresses such concerns as the engagement of 
congregations with organ music and the need for it to be more than just ‘cover’ 
for other distractions. Pipes versus electronic is also touched upon, as are aspects 
of organ maintenance. 

The book is a wise, comprehensive, invaluable - and very timely publication, 
which everyone involved in church music should read.  Highly recommended!  
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Andrew Macintosh (Director, RCO Scotland and Northern Ireland,  
and Administration Manager) 

Many of you will be familiar with the work of 
SCOTS—the Scottish Churches Organist Training 
Scheme—which has been active since the late 
1990s supporting those who find themselves, often 
with little or no experience, playing the organ in 
parish churches. 

SCOTS was an informal partnership between 
several bodies, including latterly the Royal College 
of Organists. It has been apparent for some time 

that the looseness of the partnership (with no formal constitution or reporting 
structure) was unsatisfactory, and that it would make sense for SCOTS to be 
adopted formally by one of the existing partners. So, with the agreement of the 
SFO and the RSCM, SCOTS was relaunched in September 2021 as part of the 
RCO. 

While we have made some changes to procedures and the content of the syllabus, 
the structure should be familiar—participants still navigate SCOTS at their own 
pace with the aid of an Adviser. Assessments remain at Stages 1, 2 and 3, now 
assessed remotely via a video recording which is invigilated by the Adviser. A 
pass at a SCOTS stage can now be used as an exemption towards the equivalent 
stage of RCO Certificate of Accredited Membership, and we have introduced 
comprehensive assessment criteria for the benefit of participants and assessors. 
Instead of paying a SCOTS subscription, participants become Affiliated SCOTS 
members of the RCO (at the same price, £25). 

This allows full access to iRCO, the RCO’s online resource portal, and means 
that we can begin to provide customised material aimed at SCOTS members in 
that place. We can also manage events bookings and membership online, a long 
overdue development. 

S.C.O.T.S. finds a new home with the RCO
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Our programme of local organ workshops resumed in Dunblane on 23 October; 
our next day will be in Edinburgh on 26 February (Canongate and Old Saint 
Paul’s), generously supported by the ESO, with a further date in the Borders to be 
confirmed later in the spring. Further information about the Edinburgh day, and 
booking information, can be found at www.rco.org.uk/events/scots-edinburgh  

The partnerships that underpin SCOTS remain important, and we are grateful to 
SFO societies for their continuing support. While this support can be financial, as 
it is with the ESO’s generous donation towards the costs of our Edinburgh day, it 
can take other forms too. We rely on individuals within the organ community to 
be advocates for SCOTS. If you are asked for advice by someone starting out in a 
church, perhaps a pianist with no organ experience, please let them know about 
SCOTS and point them to our new website at www.rco.org.uk/scots . Perhaps 
you might be willing to offer your services as an Adviser? SCOTS Advisers act 
as mentors (not teachers) to participants in the scheme on a voluntary basis, 
meeting with them annually to offer advice and guide them through the scheme. 
We are always keen to expand our list of advisers, particularly in more remote 
parts of the country. 

The RCO is extremely enthusiastic about all these developments, and we look 
forward to the scheme developing and prospering in the years to come. We 
w e l c o m e a n y f e e d b a c k — f e e l f r e e t o c o n t a c t m e d i r e c t l y 
(andrew.macintosh@rco.org.uk) or speak to my colleagues on the SCOTS 
committee (Ruth Irons, Simon Leach, Steven McIntyre and Ian Munro). 

    

Ian  Munro,  RSCM Scottish Regional Manager 

The Royal School of Church Music is the heart and home of Church Music. Over 
the past year the RSCM has gone through a period of change. Local Area 
Committees have now been disbanded and reformed as Area Teams, and a new 
Education Plan has been launched which offers a range of courses covering 
Organ, Congregational, Ministerial and Choral strands which areas are being 
asked to incorporate into their event plans.  

The RSCM in Scotland
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The Scotland Area Team consists of volunteers, led by Matthew Beetschen 
(Master of the Music at Dunfermline Abbey) who are joined by a Provincial 
Representative (appointed from the Scottish Episcopal Church) and a 
Denominational Representative (appointed from the Church of Scotland and 
whose appointment is imminent) to lead and guide the team’s work. Plans for 

2022 are under wraps for just now but 
the Scotland Area Team has an 
ambitious programme of activity 
which will see them bring the RSCM’s 
mission across Scotland. For more 
details and to subscribe to our local 
newsletter, please visit:   

www.rscm.org.uk/areas/scotland-
area-team/ 

The new RSCM Education Plan is an 
exciting programme developed by the 
RSCM which outlines their vision for 

the future and how they can support you specifically in your work. The RSCM is 
a Christian charity founded in 1927 on a bedrock of education who believes in 
the need to support, nurture and train all those who are involved in the world of 
church music. Effective music in worship, performed to a high standard, does not 
simply happen spontaneously: it requires effort and input. The RSCM is uniquely 
placed to guide and to provide the education required to meet these standards. We 
work with every age and stage, from children to experienced clergy and music 
leaders. 

The RSCM has a very active publishing department and has recently produced a 
beautiful flexible mass setting by Peter Nardone entitled The Kilcreggan Mass. 
This piece has been taken up by churches across the UK and is a great success. A 
new book of Christmas Carols for S A Men has also been released and is ideal for 
smaller choirs. For organists there is a wealth of organ materials available as 
well. Please visit www.rscmshop.com for more information and have a browse.  

For more information about the work of the RSCM please contact myself at 
imunro@rscm.com or on 07821 125548. I’d be delighted to have a chat.  

mailto:imunro@rscm.com
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Susan Landale has sent these details of the 2021 ‘L’Orgue des Jeunes’ 
competition:                                       
The second edition of the competition ‘L’Orgue des Jeunes’, postponed from 
2020, took place in the western suburbs of Paris, on Tuesday and Wednesday  
26th and 27th October 2021, at Saint Genevieve's Cathedral, Nanterre and the 
church of Saint Clodoald, Saint-Cloud. 
Organised by the Academy André Marchal, this competition aims to encourage 
and promote the talent of young organists under 18.  In the spirit of the preceding 
competitions organised by the Marchal Academy, this competition seeks to 
increase the motivation and experience of young musicians by offering special 
moments of music, of meeting with others, of conviviality, the discovery of 
organs and repertoire.   
The candidates were divided into two age-groups: Benjamins (under 14) and 
Juniors (from 14-17). They presented very varied programmes inspired by  
recent anniversaries: in 2020 the 150 years of the births of Louis Vierne and 
Charles Tournemire, the 40th anniversary of the death of André Marchal 
(27/08/1980) and in this year 2021 the 30th anniversary of the deaths of Jean 
Langlais and Gaston Litaize. 
There were 13 candidates: 3 Benjamins and 10 Juniors. The Juniors were in two 
categories, according to their choice of programmes : Juniors I and Juniors II 
Special prizes were offered by Marie-Louise Jacquet-Langlais and the 
Association Gaston Litaize. 
The jury, presided by Veronique Le Guen, was composed of Philippe Brandeis, 
David Cassan, Françoise Dornier and Haru Yamagami-Espinasse 
The artistic director was Susan Landale.     
 For further details, including those of the winners, visit:- 
www.academieandremarchal.org/concours-lorgue-des-jeunes.html   
                                                    ………….                     
A very substantial and fascinating interview by Susan Landale on many aspects 
of her long career can be found in the December issue of Organists’ Review.  The 
interview is itself worth the price of a copy, but there is also the usual range of 
excellent articles and reviews, including much material marking the centenary of 
the death of Camille Saint-Saëns.  Highly recommended reading! - Ed. 

ACADEMY ANDRÉ MARCHAL 
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   Philip Sawyer 

Tallinn 

Anne and I visited Tallinn (Estonia) 
for the first time in the early 2010s; 
We were there to meet members of 
our extended family, one of whom 
was born in Estonia and still has 
relatives in Tallinn. During our visit 
we did lots of sight-seeing, attended 
part of the famous Song Festival, 
and went to the Lutheran Cathedral 
(the ‘Dome Church’) to hear a recital 
by the organist of Sint Bavo’s 
Roman Catholic Cathedral, Haarlem.  

In 2016, Ilari Laakso, a Finnish 
friend - made as a result of the 
much-lamented Erasmus exchange 
programme - from whom I had 
commissioned a rather good piece 
for flute and organ, arranged the 

finances with a philanthropic arts foundation in Tampere (Finland) for the flautist 
Andrea Kuypers and me to play concerts in Tallinn, Tampere and Edinburgh; flute 
and organ duos from Estonia and Finland were also involved in this wonderful (all 
expenses paid!) three-venue concert tour.  

The Tallin concert was in the Lutheran Cathedral; the concert in Finland was in 
Tampere’s Lutheran Cathedral; the Edinburgh one in St Michael and All Saints.  
Andrea and I played: 
•Flute sonatas by Oswald and Handel; 
•the slow movement of a flute concerto by Reinecke; 
•Dialogue of Flute and Organ – Eddie McGuire; 
•Prelude for solo flute – Eddie McGuire; 
•Towards the Light (for solo organ) – Ilari Laakso; 
•Sonata da Chiesa for flute and organ – Frank Martin. 

HAPPY RETURNS 2 

The organ in the Lutheran Cathedral, 
Tallinn. Photo: Marina Kamenskaya 



23
Details of the huge 1878/1913 Ladegast/Sauer organ in Tallinn can be found at: 
http://toomkirik.ee/toomkirik/muinsusvaartused/orel/ 

The organ is beautiful, its pneumatic action amazingly responsive; the instrument 
is, however, a nightmare to play for those of us accustomed to adjustable pistons 
and sequencers. In common with many instruments of its type, it uses the Freie 
Kombination (Free combination) system; the console has, below its stops-tabs, 
three rows of switches that duplicate the tabs and on which the next major 
changes of registration can be prepared. It’s rather like having the stops plus three 
hand-prepared general pistons, but no divisional ones. I needed two assistants, 
because it is impossible for one person to pass behind the organist from one side 
of the console to the other. My two assistants (the cathedral organist, Mrs Kadri 
Ploompuu, and Anne) had a lot of rehearsing to do! I had even more because I 
had to get to know the organ, decide on my registrations, get them all written 
down, rehearse with my assistants – and then rehearse with Andrea! 

After a ferry crossing from Tallinn to Helsinki and a train journey from Helsinki, 
we followed the same routine in the Lutheran Cathedral in Tampere on the 1929 
organ by the Kangasala company. I needed only one assistant; Anne was able to 
move from left to right with ease. Unfortunately, the layout of the stops and the 
lighting arrangements meant that only the organist was in a position to see 
everything clearly. My responsibilities on this occasion included keeping my 
assistant calm! 

As a result of the Tallinn concert, the organist of the cathedral invited me back to 
give a solo recital in 2018. It was a real pleasure to be in Tallinn again. My 
programme was: 
•Paean – Kenneth Leighton 
•Theme and Variations – Jessica Hui 
•Master Tallis’s Testament – Herbert Howells 
•Pièce d’Orgue BWV572 – JS Bach 
•Trivium – Arvo Pärt 
•Passacaglia BuxWV161 – Dieterich Buxtehude 
•Meditation – James MacMillan 
•Aus tiefer Not schrei ich zu dir – Piet Kee 
•Voluntary on HSAE – Piet Kee 

The routine? Lots of rehearsing; preparation of registrations which had to be 
written down for my assistants (again Kadri and Anne); rehearsals with the 
assistants; some final practice prior to the recital. 
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The cathedral organist loved the 
programme, and, always on the lookout 
for useful liturgical music, was very 
taken with the Hui and Howells pieces. 
I left my copies with her, and know 
that she has played both pieces. I know 
also that Jess Hui (who is from 
Edinburgh) is delighted that her music 
has reached Estonia! 

The organ console in the Lutheran  
Cathedral, Tallinn. 
Photo credit: unknown

The organ in the Lutheran Cathedral, Tampere, Finland 
Photo credit: unknown
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Morley Whitehead 

It was my good fortune during four 
years at RCM (1975 -1979) to study, one 
way or another, with some singularly 
gifted and remarkable people I think of 
Richard Popplewell, first study organ 
teacher (he was SO encouraging!); Sir 
David Willcocks, singing under whose 
direction of ‘RCM Chorus’ was such a 
marvellous experience; Christopher 
Grier, whose scholarship and  melifluous 
voice made lectures in History of 
We s t e r n M u s i c , 1 5 0 0 - 1 7 5 0 s o 
memorable; and one could go on and on. 
But perhaps, in his way, the most 
memorable of all was Herbert Howells - 
for ‘paperwork’.                                                      

It seems incredible to me now, that my 
often somewhat bungled attempts at 

Bach Chorales, Haydn/Mozart Quartets, and the like, were corrected by a man 
who, in his time, had been a pupil of Parry, Stanford, and Wood, and who was 
undoubtedly a distinguished composer. In my humble opinion, his music was, and 
still is, underrated - think of Hymnus Paradisi, written in memory of his son, 
Michael ... I am not sure exactly what he meant by this, but Alan Ridout always 
insisted that Howells was POTENTIALLY a greater composer than either Tippett 
or Britten! (Discuss...) 

I arrived at RCM knowing that HH was an old man, of course, and until I met him 
I pictured him as a rather big man, a bit like RVW. But although he was 
undoubtedly old - he was 82, and I was 20 - he looked no more than (say) 55 or 
60, and was in fact small, neat, and dapper - he ALWAYS wore a suit, and was 

LEARNING WITH HERBERT HOWELLS

Portrait of Herbert Howells by 
Leonard Boden, commissioned for the 
RCM in 1974
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always beautifully "turned out". He was still a handsome man too, with a very 
striking bone structure to his face. His manners and general demeanour were ever 
those of a polished gentleman, whilst his well-modulated voice still retained 
traces of his native Gloucestershire. Impeccable manners, when required: one day 
during a lesson the door opened and in came (I learned later) Sir Keith Faulkner, 
retired Director of RCM, and in his day one of these islands' most distinguished 
singers. "Ah, Keith," said HH, "Good to see you. May I introduce a very good 
friend, and one of my best pupils, Mr Morley Whitehead?" He was as skilled with 
words as he was with notes, and his various writings (radio scripts, specific 
articles for books and magazines, obituary notices, even programme notes) are 
well worth tracking down as examples of how to use words in an imaginative, 
indeed, poetic, way. 

You sooner or later heard all the famous HH stories, which everybody heard - like 
that of his very first composition lesson with Sir Charles Stanford, wherein the 
older man discoursed at some length on - of all things - architecture, with 
particular emphasis on the importance of windows. The young Howells was then 
told to go away and write a movement for string quartet. On returning for a lesson 
the next week, CVS simply said: "I see that our lesson last week was completely 
in vain." Puzzled, as he might well have been, the pupil asked him what he meant. 
"I spoke about the importance in architecture of windows - and you have 
presented me with a whole instrumental movement with NOT A SINGLE REST." 

But sometimes there were observations, great and small, which seemed to be just 
for you. Once I brought along a Classical-style string quartet, of which I was 
modestly proud. But perhaps it was not very clearly written out: he looked 
through it for a while in silence, and then said: "Always use a SHARP pencil: a 
SHARP pencil makes for SHARP thoughts." I have never forgotten that! And 
another time I presented something in (an attempt at) Handelian style. "Ah," he 
said at one point, "You have used a seventh chord in its second inversion - Handel 
NEVER did that." Well, I was young, and spent hours thereafter looking for a 
6/4/3 in Handel, and eventually I found one - or so I thought. It was in the opening 
ritornello to the ‘Hallelujah Chorus’ in the Watkins Shaw edition of Messiah 
(vocal score with piano reduction) - and of course I took a copy along to my next 
lesson. All HH said was: "Hm. Merely editorial. Watkins Shaw should have 
known better." I looked up the full score, and of course HH was right! 

Normally one would sit at his left hand side at a table in his room (Room 19, a 
veritable ‘Holy of Holies’, which no other member of staff was ever allowed to 
use), and he paid you the supreme compliment of assuming that you could ‘hear 
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with the eye’ as well as he could. But sometimes he would go to the piano to 
demonstrate something. During a discussion on fugue, he played the Pedal part, 
in octaves of the final page or so of the ‘Great’ Fugue in B minor, BWV 544(ii) 
- which he said, for him, was like a great Leviathan arising from the deep. The 
poet at work again! (He was also fond of saying that for him the perfect 
diminuendo was demonstrated in some of the words of the 23rd Psalm: ‘Yea, 
though I walk through the VALLEY of the SHADOW of DEATH’ ...) 

But he was not a plaster-cast saint. He could, upon occasion, be cutting and 
dismissive. I do not recall his ever being so with me, but one day I witnessed it. 
A first study soprano interrupted a lesson, and asked if she could sing to him 
one his songs, which she was apparently studying; and, after her performance, 
and all effusiveness, asked him to sign her copy. HH did so, and offered one or 
two (unusually for him) bland observations about her performance. She went 
away delighted. However, the door had scarcely closed behind her when turned 
to me and said: "She hasn't the faintest idea of how to sing it." And that was 
that. I THINK that the song in question was ‘In green ways.’ 

I was with HH for three years. I felt toward the end of that time, and with FRCO 
paperwork looming, that I might benefit from a different approach, and moved 
for my final year, and with HH's blessing, to study with Alan Ridout, himself 
once a pupil of HH. Anyway, HH was not particularly fond of the RCO, and 
often used to say "You cannot EXAMINE an art." Looking back after all these 
years, it is hard to pinpoint exactly what you had learned from Howells. (He 
would never have wasted time explaining to you how (say) to use a ‘passing 
6/4’, or to show you what a Neapolitan Sixth was - for that there was always 
William Lovelock's ‘First, Second, and Third Year Harmonies’.) But at the same 
time, rarely did a lesson pass without some profound insight into something or 
another, not necessarily just a musical matter either! But whatever it was that 
you took away from those lessons, I would not have missed them for worlds. 
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 John Riley 

Percy Buck, (not to be confused with 
the American organist Dudley Buck 
of Variations on The Star Spangled 
Banner fame) held posts as organist 
at Worcester College, Oxford, Wells 
Cathedral and Bristol Cathedral, 
followed by a much longer tenure of 
Director of Music of Harrow School 
from 1901 to 1927. He combined this 
with posts of Professor of Music at 
Tr i n i t y C o l l e g e D u b l i n , a n d 
subsequently London University, as 
well as teaching at the Royal College 

of Music. From Harrow School he 
went on to be Music Adviser to the London County Council as well as continuing 
other teaching roles, even after retirement from London University. As educator, 
he wrote a range of publications including Acoustics for Musicians (1918) and 
Psychology for Musicians (1944), second-hand copies of which are readily 
available even today. His organ tutor, The First Year at the Organ (1913) has 
most remarkably never been out of print in over 100 
years. 

Percy Buck’s compositions include a number of 
chamber works and several piano pieces and songs. 
Many of his manuscripts though were destroyed when a 
WWII bomb fell on the London University library. By 
far his largest output was in choral music with a range of 
anthems, psalm chants and hymns. Of his anthems, 
perhaps the most memorable are The Lord is Gracious 
with its finely developed thematic and textural interplay 
and colouring between soloist, choir and organ, and 
They that Sow in Tears with its bold chromatic and 
harmonic shifts that are frequent hallmarks of his style.  

SIR PERCY CARTER BUCK 1871-1947
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Some individual touches apart, his output is predominantly conservative in style 
and with many of the stylistic characteristics found in the works of such 
composers as Stanford, Parry, Brewer, Blair and Elgar.  His choral works are 
never less than well-crafted not least in contrapuntal skill, and with some 
references to the 16th and early 17th century English choral tradition. (Buck was 
also on the editorial committee for the Tudor Church Music series published by 

Oxford University Press). 

His corpus of organ works is relatively 
small; three substantial organ sonatas, two 
short preludes on Christmas themes and 
Marche Militaire, all of which were 
composed between during the late 1890s/
early 1900s. Whilst none of the sonatas 
can quite manage the sheer distinction of 
t h e m a t i c m a t e r i a l , c o n c i s i o n o f 
development and overall memorability, of 
say the Elgar Sonata in G, they each 
possess many individual features and are 
well-worth being acquainted with. 

Very much in contrast in style to such 
works as the organ sonatas, Percy Buck’s 

most enduring legacy and stylistically forward-looking compositional output is 
arguably that of his hymn tunes, notably the Fourteen Hymn Tunes published by 
Stainer & Bell in 1913. Although this publication is long out of print, a number 
of these hymns have appeared in various other hymn books, most notably in The 
New English Hymnal. These were very much influenced by his work at Harrow 
School where unison singing was the rule and they depart significantly from 
traditional four-part harmony. In the preface to Fourteen Hymn Tunes, he wrote:  
“My first thoughts turned to plainsong, which I have always thought the most 
beautiful form of unison-singing conceivable. A few experiments, however, 
convinced me that this was too delicate a porcelain to be handled by such 
promiscuous (sic) body of singers”. (However)… “I found that a large body of 
untrained singers could readily learn to sing in irregular rhythm: that is to say 
that they relished the departure from the adamant four-bar phrases of the normal 
hymn tune. And I found, further, that they appreciated and sang well those little 
groups of notes on single syllables which are characteristic of melismatic 
plainsong.” 
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 The flowing lines, irregular phrase lengths and piquancies of harmony found in 
by far his best-known hymn tune, Gonfalon Royal are readily evident in such 
tunes as Draw Nigh, Dulcis Memoria, and Martins (above). In these he also 
eschews a climatic ending in favour of an arc-shaped melodic contour redolent of 
plainsong. 

Although Percy Buck may not generally be counted as being among the very first 
rank of composers that comprised the renaissance of English music composition 
in the later 19th and earlier 20th centuries, his achievement across a wide range of 
music and music education is not to be overlooked. The Priory Records 
recordings of his choral music (PRCD 835) and most of his organ output    
(PRCD 850) are well-worth acquiring. (Incidentally, John Kitchen is the 
performer on Volumes 1 and 2 of the Victorian Organ Sonatas series). Percy 
Buck’s small output of psalm chants can be heard on various volumes of Priory 
Records Complete Psalms of David (series 1 and 2), and several hymn tunes on 
volumes of The Complete English Hymnal.  All these are also available on 
Spotify; inputting ‘Percy Buck’ in ‘search’ should locate them readily.
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Michael Matthès 
(Translated by Susan Landale) 

Pierre Labric organist, recitalist, composer, 
improviser and teacher was born on 30th 
June 1921 at Conches-en-Ouche. 

He studied the organ with Marcel 
Lanquetui t , and la ter a t the Paris 

conservatoire with Marcel Dupré and Maurice Duruflé, obtaining his First Prize 
in 1948, at the same time as Pierre Cochereau. He then continued his studies with 
Jeanne Demessieux, and became her assistant at the church of La Madeleine in 
Paris as well as a remarkable performer of her organ works. For several years he 
also substituted for Pierre Cochereau at the grand orgue of Notre-Dame 
cathedral.  

In spite of his immense talent, he was never appointed titulaire of a prestigious 
organ, but remained faithful to the superb Cavaillé-Coll (1890) of the Abbey  of 
Saint-Ouen in Rouen. 

A man of great culture, deeply religious, even mystical, he celebrated his 
hundredth anniversary on 30th June 2021. His memory, lively and intact, enables 
him to tell the best stories of his musical career as well as those whose paths he 
crossed, male and female, with a touch of true and mischevious  humour. 

A demanding professor, his veritable students could tackle the great pages of 
Liszt, Widor, Vierne and, above all,  Jeanne Demessieux, of whom he is an 
inspired interpreter, as bear witness his numerous recordings. As a composer, 
Pierre Labric is the author of several organ works, of which among which the 
very fine Hommage à Jeanne Demessieux published in 1970.  

PIERRE LABRIC (1921-)  
A centenary tribute
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Anthony Hammond 

‘For some time now, amongst the young 
musical avant garde generation, there 
has been a return to old-style folksong 
taking place that is as interesting as it is 
unexpected… We cannot carry on living 
in drawing rooms, creating only minor 
sensations and scents of no particularly 
lyrical origins. Increasingly the fictional 
and the adulterated are making way for 
Nature. Francis Jammes came, and 
Cézanne writes immortal Georgics on 
his canvases. New musicians want to 
follow their Muse into beautiful 
landscapes where springs sparkle in the 
sun. They know how to lend an attentive 
ear to the confidences of old wells 
where love comes to gaze at its 
reflection in the evening, at dusk, whilst 
a sad bird watches and sobs.’ 

These are the words of Marie-Joseph-
Alexandre Déodat de Séverac (1872-1921), who was born into a noble family in 
Saint-Félix-de-Caraman, in the Haute-Garonne region of France. They are an 
expression both of his musical credo and of his tastes, tastes that were heavily 
influenced by the Renaissance polyphonic masters, the harmonic language of 
Debussy, and the landscapes and musical traditions of his native Languedoc-
Roussillon.  

Today Séverac’s name is little remembered – he is something of a footnote to 
French music history – but this is a sad underestimation of his talents as a 
composer. Those talents would, undoubtedly, have led him on to much greater 
renown had he not died at the tender age of 48. Where he is remembered today, it 

A FORGOTTEN ROMANTIC: 
The organ music of Déodat de Séverac (1872-1921)
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tends to be as a composer of pictorial piano music, and vocal and choral works 
that include settings of texts in the Occitan and Catalan languages of south-
western France. Choirs tend to know his name for his Tantum ergo, but nothing 
beyond that.  

His output is relatively small, even for one who died young, but it does include 
four operas or operettas, chamber music that includes pieces for string quintet, 
and some significant choral works that go far beyond the scope of the beloved 
Tantum ergo. But of direct relevance here is a small but beautiful collection of 
organ works, the most significant of which is the Suite en Mi. 

Séverac’s early musical studies were in his hometown, where his father 
introduced him to the harmonium. His trajectory towards the organ was thus set 
at an early age, and continued with organ lessons proper at the historic parish 
church in Saint-Félix-de-Carman with Louis Amile. The organ there, on which he 
was taught and on which he practised, was a fine 18th century instrument of three 
manuals by Rabiny that had been refurbished the year he was born. He attended 
middle school at the Dominican Collège de Sorèze in Toulouse between 1886 and 
1891, during which period it is known that he accompanied singers on the organ 
in the school chapel and continued his organ studies. Considerable musical talent 
having been amply demonstrated, the young Déodat then left the provinces to 
complete his education at the Schola Cantorum in Paris, where he studied under 
Vincent d'Indy and Albéric Magnard, took organ lessons with Alexandre 
Guilmant, and worked as an assistant to Isaac Albéniz.   

The Schola Cantorum had been founded by d’Indy, Guilmant and Charles 
Bordes, to offer training on a similar level to that offered by the Paris 
Conservatoire – necessary, since the number of places available at the 
Conservatoire each year was very small, and many extremely capable young 
musicians were missing out for no lack of talent. However, the institution soon 
acquired a particular association with the revival of ancient Gregorian chant led 
by the monks of Solesmes. That revival, a reaction in large part against the 
heavily adulterated and overly harmonized plainsong then in use in many French 
churches, espoused a return to the principles of many centuries earlier. The 
progenitor of the Solesmes revival was Abbé Canon Augustin Gontier (1802-81) 
in his Méthode raisonée de plainchant: le plein-chant considéré dans son rythme, 
sa tonalité et ses modes (1859). Gontier was followed by Joseph Pothier 
(1835-1923) who, in 1880, published Mélodies grégoriennes d’après la tradition, 
and finally by Pothier’s assistant Dom André Mocquereau (1849-1930) with his 
21-volume Paléographie musicale.  
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In reacting against over-harmonisation of chant, the Solesmes monks were seeking 
a freer, more flexible style of chanting in which the chants were allowed to come 
alive in their natural form instead of being forced into a metrical rhythm that was 
anathema to them. It is not hard in this to see parallels with the folksong revival of 
which Séverac speaks in the text at the beginning of this article, and the Schola 
Cantorum was the leading establishment in France at the time promoting the use 
of the Solesmes approach to chant in the creation of new organ repertoire.  

Joseph Pothier was a frequent performer and teacher at the Schola Cantorum 
during Séverac’s time there, and Séverac was a regular and enthusiastic attender at 
his classes. In 1900 the Schola organized a conference on religious and classical 
music under the artistic leadership of Guilmant, then arguably France’s most 
distinguished organ composer and recitalist and a famed improviser who placed 
plainchant at the very centre of his output. Guilmant and Pothier were friends who 
worked closely together, and the young Déodat de Severac was right there at the 
epicenter of this musical and cultural shift.  

Guilmant spoke and wrote of his frustration with the tendency of many organists 
of the time, when playing versets (musical interludes replacing verses of text) in 
alternatim with the choir during mass, to play short pieces that had no relation to 
the section of plainchant melody they were meant to be interpreting on behalf of 
the congregation. He taught his students to take a very different approach, and he 
was a famously excellent teacher. The records indicate that Severac’s lessons with 
Guilmant began in 1898. These most likely took place at Guilmant’s own church 
of La Trinité, but it is known that he also played other noted instruments around 
the city including the beautiful Cavaillé-Coll organ of Sainte-Clotilde that had 
been César Franck’s inspiration. 

From this period in his life comes Séverac’s earliest extant, and also his most 
substantial, organ work-  the Suite en Mi. This four movement work is dedicated 
to Guilmant, but it was strongly influenced by d’Indy as well. In one of Séverac’s 
letters to his parents he reveals that he had given the score to d’Indy prior to 
sending it to the printer: 

‘D’Indy returned to me my organ suite that I gave him before submitting it to 
the printers… I will transcribe for you a note written at the end of my score; 
“This is quite good.” In any case, this gives me great pleasure… Human 
weakness hopes that when one has seriously worked on a piece, it will be 
recognized as ‘good’ by competent people… Tomorrow, the printers begin 
printing it.’ 
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The Suite’s first movement was, in fact, published twice before it appeared in 
print along with the rest of the work. Charles Bordes selected it to appear in a 
collection of 500 works by various composers published between 1887 and 1899, 
and it then appeared again in the musical supplement to d’Indy’s monthly bulletin 
for the Schola Cantorum, La tribune de Saint-Gervais, in August of 1899. The 
complete work was published in 1901, and premièred by Georges Ibos. It should 
have been premièred by Juliette Toutain, a pupil at the Conservatoire, but owing 
to the fierce rivalry between the Conservatoire and the Schola, she was prevented 
from performing by Conservatoire Director Théodore Dubois. 

The Suite provides evidence of a confluence of styles: it contains both music that 
would suit the light and delicate actions of Classical organs such as the 
instrument he had known in his home town, as well as music more akin to the 
style of the leading French Romantic composers of the day. The cyclical and 
chromatic writing might be read as influenced by Vierne, except that it comes a 
little too early. At the time of writing Vierne’s only extant symphony was his first, 
which is certainly chromatic but not to anywhere near the extent attained by his 
works of 20 years later. It is thus more likely that the stylistic similarities are 
more the result of shared inspirations, in this case most likely a mix of the music 
of Franck (d’Indy was a pupil and ardent disciple of the maître of Sainte-
Clotilde), the harmony of Debussy, Renaissance polyphony and Gregorian chant.  

What is clear, however, is that in embracing a cyclical style of writing from the 
outset of his organ composing career Séverac positions himself more closely with 
Vierne than with Widor. Widor’s symphonies, all complete by that stage, had 
made use of genuinely cyclical writing akin to that found in orchestral 
symphonies late, and then only rarely. It is rather ironic that Widor called his 
works ‘symphonies’ when they were more properly ‘suites’, whereas Séverac’s 
Suite has rather more genuine symphonic pretensions despite its title.  

But there is one thing that Séverac does in this work that neither Franck, Widor or 
Vierne had done. He imbues his music with the flavour of his native region. The 
third movement ‘Fantaisie pastorale’, for example, evokes the type of bagpipe 
found in that part of France and the rhythms of folk dance. It is also interesting 
that he chooses to write as his finale a ‘Fugue’. By comparison, in Vierne’s entire 
output there is only one full fugue – the second movement of Symphonie 1, which 
the composer grew to dislike – and while Widor wrote them on occasion, treating 
one in this manner as a final movement somewhat foreshadows Marcel Dupré. 
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This necessarily brief overview of Séverac’s only major organ work will 
nevertheless, it is hoped, still make clear that here was a significant composer 
taking his first public step. In fact, for all his early interest in cyclical writing, 
almost immediately thereafter he began to take a different approach in 
composition and came to view the suite form as a much more free and rhapsodic 
vehicle.  

In 1912 his Petite suite scholastique, sur un theme de carillon languedocien 
appeared. This is somewhat removed from the earlier work, being in the form of a 
five-movement mass for organ and confined on two staves for organ or 
harmonium. The composition of such music was common in France at the time, 
and most of the leading organ composers wrote smaller scale compositions that 
were playable on more modest instruments by performers with less prodigious 
technique than was required for bigger works. Franck (L’Organiste) and Vierne 
(24 Pièces en Style Libre) produced perhaps the most distinguished examples, 
while it could be argued that some other composers rather ‘churned them out’ for 
the obvious attraction of the royalties more than the musical worth. Séverac’s 
suite, whilst of more modest scale than his first work, most definitely belongs in 
the top quality drawer. He was living in Catalonia at the time of composing it, so 
it is perhaps surprising that it does not make the overt references to the rhythms 
and sounds of folk music found in the Suite en Mi, but the entire work is based on 
the theme of a carillon known to him from the local area. The final movement is, 
once again, fugal. 

There only remain the five Versets pour les vêpres d’un confesseur non pontife 
[Versets for Vespers of a non-pontifical confessor]. Here we find direct reflection 
of Guilmant’s teaching and compositional example of what an organ verset 
played in alternatim should be, and another foreshadowing of Dupré (Fifteen 
Pieces for Vespers). Composing versets had more in common with Couperin and 
de Grigny than it did with Widor and Vierne, who would invariably have 
improvised their examples and showed little interest in helping the less 
spontaneously gifted church musician here. Séverac’s pieces are certainly not 
lacking charm or interest, but they are of limited usefulness outside their intended 
context and the organist wishing to discover what he had to say will find the two 
suites generally more useful.  

Séverac died in Céret, Pyrénées-Orientales, Roussillon, aged 48, and left a 
frustratingly small catalogue of works for one who showed such compositional 
promise. It is known that he did compose other organ pieces. These include a set 
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of 20 versets for organ or harmonium of unknown date; an Elévation and a 
Prélude from as early as 1892; and several works composed while a student at the 
Schola. None made it beyond a manuscript version and are currently considered 
lost, although there is always the possibility of one being rediscovered. So are the 
works worth investigating by organists today? Resoundingly, yes. 

One major plus point can be declared immediately: both suites may be 
downloaded free of charge from IMSLP, so there is very little excuse not to take a 
look. The Suite en Mi is technically more demanding than the Petite suite, 
unsurprisingly, but it is not out of the reach of most players with a reasonable 
technique and a willingness to put in some careful preparation. Moreover, all four 
movements will work as stand-alone pieces for those who don’t wish to tackle the 
whole thing, although this means missing out on some of the cyclical appeal, of 
course. A reasonably sized three-manual instrument (as typical for much French 
Romantic repertoire) will be ideal, but it can work on two manuals with a little 
adaptation. The Petite suite fits an instrument of any size, including the very 
small, and, again, each of the five movements will work on its own. It is not quite 
sight-reading, however, so again some careful preparation would be rewarding 
and beneficial. The Versets, as stated, are beautiful, but of limited application and 
so may best be left to those who, having mastered both suites, wish to be able to 
declare with pride that they play the complete works for organ by Déodat de 
Séverac! 

Finally, for those interested only in hearing them, there are excellent recordings 
available on CD or download by Pierre Guillot, and Michelle Leclerc and Olivier 
Vernet. This year is, of course, the centenary of the composer’s early death. There 
could not be a better time to investigate some very beautiful music, and to help 
lift it out of the undue neglect in which in languishes at present.  
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John Kitchen 

Everybody knows at least one piece by 
Michael Praetorius: the carol Es ist ein Ros 
entsprungen. To be accurate, Praetorius’s 
well-known setting is not an original 
composition, but a harmonisation of a pre-
existing German carol melody which first 
appeared in print in shortly before in 1599. 
It’s probably worth mentioning at this point 
that a contemporary composer, Hieronymus 
Praetorius (1560–1629) was not related to 
Michael; there were a number of musicians 
with that surname. 

Praetorius’s extensive output contains much 
little-known but splendid music. Some years 
ago ESO member Les Shankland devised 

and presented an enterprising Christmas 
concert in St Mary’s Cathedral, involving the Chapter House Singers along with 
the Edinburgh University Singers. Included were a number of fine seasonal choral 
pieces by Praetorius, along with more recent repertoire. Some ESO members may 
have attended. 

Praetorius was a major figure in his day: a devout and committed Lutheran, church 
musician, organist, composer, court music director, and music theorist. He died 
400 years ago this year, at the relatively early age of 49. This seems partly to have 
been the result of overwork, for, like J.S. Bach, his life was characterised by a 
vigorous ‘Protestant work ethic’ and he set himself far more work, particularly in 
terms of composition, than his job required (so did Bach). He also published a 
great deal, an enterprise which introduced further labour in terms of preparing neat 
copies for the printer, proof-reading, marketing the music and so on. Since much 
of his choral music was for multiple choirs, this was all a huge undertaking.  

MICHAEL PRAETORIUS  (1571–1621) 
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Some of us were probably first made 
aware of Praetorius in the 1970s when 
David Munrow and his Early Music 
Consort of London recorded his catchy 
and attractive Dances from Terpsichore 
of 1612, using a range of recorders, 
cornetts, sackbuts, serpents, crumhorns 
and other instruments then little known. 
I still have my copy of Munrow’s LP, 
published in 1974, just two years before 
he tragically took his own life, and I 
used to play it frequently. This music 
and the sounds of these exotic 
instruments were a revelation to many. 
Praetorius was for many years employed 
at the court at Wolfenbüttel where these 
secular dances, arranged rather than 
composed by Praetorius, were probably 
performed. (He spent most of his career 
in Wolfenbüttel.) 

Most of Praetorius’s music is sacred, 
however, and I was introduced to some 
of it by a wonderful CD released in 1994 
by Paul McCreesh and the Gabrieli         
Consort entitled Praetorius:Lutheran       
Mass for Christmas morning. You can 
still buy copies of this CD new and 
second-hand online, and it’s also on 
YouTube and Spotify.  I do urge you to 

listen to it; some years ago when I was asked by Choir & Organ magazine to list 
the three most influential sacred music recordings I had heard, this was one of 
them. It’s revelatory, wonderfully performed, and the music is superlative.  It 
includes one solo organ piece which has since become a favourite: the chorale 
variations on Nun lob, mein Seel, den Herren.  I’ve been playing this for years 
now, and recorded it as part of the IAO President’s recital from St Cuthbert’s last 
July.  Its structure is two extended variations based on this chorale of praise; 
towards the end of the second variation, Praetorius gets quite carried away and 
repeats the final line eleven times, with increasingly virtuosic figurations. I’ve 

Es ist ein Ros entsprungen,  
as printed in the 1599  
Speyer hymnal
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played (and recorded) it on the Ahrend organ in the Reid Concert Hall, where the 
Werckmeister III temperament gives pure thirds in a chord of C major, the key of 
the piece. I remember telling an audience that when playing it in this 
temperament (or even better, in meantone) I got ‘high on the chord of C’.  It’s 
heady stuff. 

Sadly, he wrote few organ pieces; Klaus Beckmann’s 1990 complete edition for 
Breitkopf includes only ten works: three chorale fantasies, the set of chorale 
variations just mentioned, and six Latin organ hymns based on plainchant 
melodies. Interestingly, like his choral music, these ten organ works were all 
published in Praetorius’s day; most 17th- and 18th-century German organ music, 
including much Bach, has come down to us in manuscript copies, and often not in 
the hand of the composer. To some extent, Praetorius provides a link in organ 
writing to that of his slightly later contemporary Samuel Scheidt (1587–1654). 
The Dutchman Jan Pieterzsoon Sweelinck (1562–1621)—the quatercentenary of 
whose death we also mark this year—soon was a major influence in establishing 
the North German organ tradition. The organ music of both these composers is 
much better known than that of Praetorius—partly because there is a lot more of 
it.  At all events, the scintillating variations on Nun lob are second to none.  
In the words of Paul McCreesh, the Gabrieli Consort’s CD ‘presents a selection 
of Praetorius’s music as it might have been heard at a Lutheran mass for 
Christmas morning, celebrated at one of the major churches in central Germany 
around 1620’. What a feast of music it is—although the congregation were 
probably longing for their Christmas lunch by the end of it.  Remember, in the 
middle of the service (which probably began at about 7.30am) was an hour-long 
sermon (omitted on the CD); priests at that time often read out sermons by Luther 
rather than making them up themselves! The music contains the Kyrie and Gloria 
of the Mass, congregational chorales and other hymns, various motets and a jaw-
droppingly spectacular version of In dulci jubilo to conclude.  The choral music 
is drawn from Praetorius’s many publications which have fanciful Latin titles as 
was customary at the time: Musae Sionae (The Muses of Sion), Missodia Sionia 
(The Missody of Zion) and —my favourite— Polyhymnia Caduceatrix et 
Panegyrica  (The Peacemaking and Celebratory Polyhymnia). ‘Polyhymnia’ was 
the Muse of sacred hymns and poetry. These rather forbidding titles must not 
dissuade us from exploring the music which is immediately attractive, ranging 
from simple unaccompanied pieces to massive polychoral motets involving many 
groupings of voices and instruments – always including the organ to bind 
everything together.  
McCreesh uses a large instrumental group including strings, flutes, recorders, 
shawms, dulcians, rackets, crumhorns, trumpets, sackbuts, plucked strings, 
harpsichord and various organs.Type to enter text In the prefaces to his 



41
publications, and in his treatise Syntagma Musicum (1614–15), Praetorius left 
copious information about the variety of ways in which his music could be 
performed, the wide range of instruments which could be used, the way space in 
the building could be exploited and so on. He gives this as general information, 
rather than scoring up individual pieces; that is the job of the performers.  I doubt 
if things back in the day were ever quite so elaborate as in McCreesh’s recording, 
but his decisions are all based on Praetorius’s writings.  

Congregational singing of chorales was (and is) of course central to Lutheran 
worship, and this recording includes the chorales and hymns ‘Puer natus in 
Bethlehem’, ‘Vom Himmel hoch da komm ich her’, ‘Wie schön leuchtet der 
Morgenstern’ and ‘Quem pastores laudavere’.  These are all well-known tunes 
which we still use. Of the shorter motets, the most beautiful is the unaccompanied 
‘Uns ist ein Kindlein heut geborn’ which I have often used at Midnight Mass in 
Old Saint Paul’s. 

McCreesh recorded the music in 
Roskilde Cathedral, Denmark, which 
houses a wonderful historic organ 
used thrillingly in the recording.  Too 
often we hear 17th- and 18th-century 
liturgical music, including Bach 
cantatas and Passions, accompanied 
only by a puny 8’4’2’ chamber organ. 
They did use chamber organs, of 
course, but the main church organ was 
also used and adds a whole new 
dimension to the music.  This 
recording is a perfect introduction to 
Praetorius’s inventive and imaginative 
music. 

The final In dulci jubilo already 
mentioned features five choirs (or groupings) of voices and instruments, and, just 
before the fourth and final verse, elaborate fanfares for six trumpets and drums 
are introduced. These would have been played by prominent (and well-paid) civic 
musicians of the day, who joined the church musicians on special occasions. 
Interestingly, Praetorius notes that they are best placed at a very great distance—
or even outside the church!     (Might Praetorius have also decreed similarly in the 
case of bagpipes?! - Ed.) 
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Alan Buchan 

9ix1830: “Balloon Ascent - Mr. Green the aeronaut 
made his 87th ascent from the gasworks at Leith on 
Monday. The unusual sight attracted crowds of 
spectators on Arthur’s Seat, but the Calton Hill was 
the place where the greatest assemblage was 
collected.” The balloon crossed Leith Walk, the 

New Town, Stockbridge, where it started to lose 
height, so Mr. Green threw out some ballast (too much) and the balloon ascended 
to a great height. It finally landed at Saughhill, four miles west of Edinburgh. The 
whole journey took only twenty minutes. The occasion was however marred by 
the behaviour of boys on Arthur’s Seat, who started pelting some well-dressed 
ladies with clods of earth and “in the rush which followed, many were seriously 
hurt.” The report does not say if the perpetrators were caught, nor does it explain 
why gentlemen did not come to the immediate rescue! 

13ix1830: “Wanted, for a boarding school, at a moderate salary, an English 
governess, who can teach French, Music, Drawing, etc. Apply to Messrs. Wood, 
Small & Co. [Music Shop], Waterloo Place.” 

30ix1830: “Miss W. Sutherland, teacher of music, begs to acquaint her friends 
she has removed from 2 Heriot Row to 85 Great King Street, where she 
commences her classes on 4th October” 
This is one of many advertisements by musicians and music teachers which 
appeared regularly at this time of year. In 1830 there were perhaps more names 
than usual, some clearly foreign settlers, all suggesting that there was great 
interest in learning the skills of music making. The names included: Mr. 
Robertson (back from London to take piano pupils), Mrs. Moodie (“experienced” 
piano teacher, Dundas Street), Mr. John Surenne (piano, Nelson Street), Miss 
Goold (piano, Great King Street, from London), Miss Stewart (ditto), Mr & Mrs 
Cruickshanks (drawing and music), Mr. R.M. Keith (piano and violin), Mr. Finlay 
Dun (singing, Howe Street, originally from Aberdeen), Mr. Henry Buchanan 
(piano, Howe Street), Mr. Schetky (singing, St. Vincent Street), Mr. Leacago 
(Spanish guitar, Cumberland Street), Mrs & Miss Orme (piano, guitar & singing, 
George Street), Mr. Taylor (pupil of Bochsa, harp, Queen Street), and Mr. 
Yaniewicz (piano, harp & singing).  

EDINBURGH EVENING COURANT - part 17



43
7x1830: This issue included an obituary for Colin Mackenzie of Portmore House, 
near Peebles. Mackenzie was a Writer to the Signet, closely involved in 
establishing St. John’s Episcopal Church at the West End out of the former 
Episcopal Chapel in Rose Street. He was partly responsible for arranging for the 
Father Smith organ from Rose Street (after nine years  in store at Bruce’s 
workshop) to go to the Episcopal Congregation in Peebles, which at first met in the 
town’s ballroom before moving to the present St. Peter’s Church in 1832. Although 
the Father Smith organ remained at St. Peter’s until 1882, no details of it have so 
far come to light. 

28x1830: “Precentor required for the Relief Congregation, James’ Place.” This 
church, like the Associated Synod church in Broughton Place mentioned in the 
extracts in Console no. 163, p. 25, became part of the United Presbyterian 
denomination when a major re-union took place in 1847, four years after the 
established C of S itself managed to split itself in two and cause further havoc. The 
James’ Place church closed in 1933, later became the hall for the RC Cathedral 
(virtually adjoining), then a store for John Lewis, then was recently for sale again.  

30x1830: A curious report appeared in this issue detailing a plague of locusts which 
arrived in the Orcadian port of Stromness. The locusts formed a cloud fully a mile 
wide as they approached, one early evening and the streets of the town were 
crowded with the curious. The locusts landed and “took possession” of a field of 
oats, newly cut. Four acres of oats were destroyed and the townsmen tried to stone 
them to death, in a vain attempt to save the vital crops, with only limited success. 
The locusts were reported as being about half the size of sparrows, clearly fatigued 
and very hungry, as it took four hours to get rid of them. They had apparently been 
seen by ships at sea, and were coming from the direction of Norway. The report 
mentions that the older inhabitants of Stromness recalled a similar event 35 years 
previously.   

25/27xii1830: The paper reported that the banks and public offices were now 
closing on Christmas Day. The Theatre Royal had put on Auber’s opera The 
National Guard with local performers, a monument to Bishop Sandford was 
consecrated and the temperature was 16 degrees F (so skating was under way 
again). Episcopal and RC churches had been celebrating Christmas (unlike the C of 
S), and at the Catholic Chapel in Broughton Street, the Christmas services were 
attended by ex-king Charles X of France (just deposed) and several French dukes 
(e.g. the Duke of Bordeaux) who may have been worried about losing their heads, 
only forty years after the Revolution. The Harmonists’ Society put on a concert, 
including music by (Prof-to-be) John Thomson.
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John Kitchen 

A number of ESO members were present at the well-attended recital I gave on 19 
November to celebrate the restoration of the James Conacher organ in St 
Columba’s by the Castle. It was first installed in the church in 1880 and was then 
situated at the east end of the building, in the sanctuary. In 1928 Ingrams moved 
it to a gallery at the back of the church. Organist Iain Thompson tells me that one 
reason for this was that, in its east-end position, the bellows-blower was all-too 
prominent, standing as he was among the clergy, servers and choir, and had to be 
vested appropriately!  Today the instrument is still at the back of the church, but 
since 1995 has stood on a plinth on the floor, rather than in the gallery.  

Many ESO members will associate the organ with Sir Ronald Johnson, onetime 
ESO President (1980–82) who played it for some 20 years from 1952 onwards. In 
1964 Sir Ronald instigated a renovation by Manders which, in the fashion of the 
time, sought to mitigate what were then seen as undesirable Victorian features, by 
introducing higher-pitched voices such as twelfths and larigots at the expense of 
celestes, oboes and so on. This was common practice at that time, and although 
we may not fully approve of it now, what Manders did then was well done. 
Ronald wrote in A Short History of St Columba’s Episcopal Church, ‘It is still a 
Victorian organ, but with many sprightly features’. 

In this manifestation, it continued to serve the church well for many years, but 
unfortunately a new heating system installed in 2018 caused considerable damage 
to the Victorian soundboards and other parts of the mechanism. (How often do we 
hear this depressingly familiar story?) Those at St Columba’s, however, were 
very eager that the organ be repaired, and a campaign to see this through was 
enthusiastically embraced. Jamie Lightoller, who has looked after the organ for 
many years, undertook the work. Although everything was delayed by the 
pandemic,  all has now been very successfully achieved. Tribute should be paid to 
those the church who have worked hard to do this, in particular organists Iain 
Thompson, Helen Smailes and Justin Nash (all ESO members), and to the Rector, 
David Paton-Williams, for his support.

THE CONACHER ORGAN IN ST COLUMBA’S 
BY THE CASTLE
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SPECIFICATION 

Pedal. Key action: Electro-pneumatic. Stop action: Electric  

1. Open Wood 16 
2. Bourdon 16 A    (Single extended rank) 
3. Flute  8 A 
4. Flute  4 A 
5. Flute  2 A 

Great. Key action: Tracker.   Stop action: Mechanical 

6. Open Diapason 8 
7. Stopped Diapason 8 
8. Dulciana 8 
9. Principal 4 
10. Nazard 22/3 

11. Fifteenth 2 

Swell.  Key action: Tracker.  Stop action: Mechanical 

12. Open diapason 8 
13. Rohr Flute 8 
14. Gemshorn 4 
15. Nason Flute 4 
16. Twelfth 22/3 

17. Fifteenth 2 
18. Larigot 11/3 
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John Riley 

For an introduction to a carol (or indeed a hymn) that is more than just a 
playover, we can use one that represents some relationship with the rest of the 
carol, even incorporating thematic material from the carol.  This process of 
transformation and of reimagining the themes  can show them in a new light, not 
least where there is a well-judged balance of the familiar and new in close 
juxtaposition, for example, in the reharmonisation of the near-adjacent melody 
notes.  In Fanfare on ‘O Come all ye Faithful’, the two chords in bars 3 and 5 
have many similarities but are essentially G minor7 moving to G major7.  Note 
also the use of other parts of the carol melody interweaved in the texture. 

MAY YOU DUTIFULLY PRIME …YOUR SINGERS

For a recording and downloadable score of this and various other Christmas melody 
concoctions …including one way of  transforming a raucous hit 1970s Christmas pop 
song from Wolverhampton into a prelude for evensong: visit www.johnrileyorganist.com 
‘Publications and Resources’ - ‘Christmas’ 
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WHICH ORGAN?

Answer to August’s Quiz: ‘A’ - Former Braid Parish Church (originally, Braid 
Presbyterian Church, Morningside), now Pizza Express; ‘B’ - Former Viewforth 
Parish Church (originally, Viewforth Free Church), now King’s Church;             
‘C’- Former Bruntsfield Parish Church, now Bruntsfield Evangelical Church.   

Correct three replies from: David Stewart, Alan Ireland, Simon Nieminski

This organ was built by 
Hamilton as a two-manual 
instrument with a choir 
division later added by  
Bevington and installed in a 
London church in 1893 by 
Eustace Ingram. The organ  
had however started life in 
Scotland. Its replacement 
there grew in subsequent 
decades to something very 
considerably larger, but was 
itself replaced in more recent 
times, albeit retaining some 
previous pipework and the 
celebrated case by a famous 
Scottish architect.  

Name the organ’s original 
Scottish location AND the 
London church where it now 
resides. 

The photos were kindly 
supplied by the vicar of the 
London church, (whose name 
is withheld as an internet 
search for it will instantly lead 
to the name of the church!)
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