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Cover: The 1902 Binns organ of St Stephen’s Parish Church, 
Comely Bank, Edinburgh. (Photos by John Riley)

.…the next Console…. 
The closing date for contributions for publication in the next issue,      
December 2021, is 31 October. 

Contributions 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:secretary@ESO1913.com
http://www.edinburghorganists.org
mailto:john.riley58@blueyonder.co.uk
http://www.edinburghorganists.org
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Saturday 2 October 2021 2.30 p.m. The Parish Church of St Cuthbert 
The Elgar Society and ESO Joint Meeting focusing on Elgar’s Organ Sonata in G 
Op. 28. Dr Martin Firth will talk about the sonata before Dr John Kitchen 
performs it in The Parish Church of St Cuthbert, Edinburgh.  
Contact: John Kitchen;  j.p.kitchen@btinternet.com 

October - Event: details to be confirmed in forthcoming Syllabus and Members 
List (published in September). 

Tuesday 16 November 2021 7.30pm:  Palmerston Place Church 
Andrew Caskie, managing director of Nicholson & Co. organ builders, will take 
us on a tour of the inside of an organ, explaining how organs work, typical forms 
of mechanism, and how designs have evolved over centuries. 

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, time TBC: The Parish Church of St Cuthbert 
Choral Workshop with Frikki Walker, (Director of Music, St Mary’s Cathedral, 
Glasgow). 

SYLLABUS 2021-22

mailto:malcolm.macrae@hotmail.co.uk
mailto:j.p.kitchen@btinternet.com
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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  
                                                                                    
Virtual Organ Crawl: As we were unable to make any visits  in the 
syllabus year 2020-21 the Council decided to create a ‘Virtual Organ 
Crawl’ instead with a series of videos introducing and performing on a 
number of instruments, particularly those that have not featured in visits 
by the ESO in recent years. So far we have included Colinton Parish 
Church, (Norman & Beard, R&D, FPO, II/25); Merchiston Castle School 
(Ingram/R&D, III/38); and Wellington Church, Glasgow (F&A, R&D, 
Nicholson, III/44), Marchmont House (III/29), and St Stephen’s Parish 
Church, Comely Bank, (Binns, II/23).  It is hoped to add more in the near 
future. 

IAO - President’s Recital  and                                     
IAO - RCO Organ Competition.   

The events due to take place at St Cuthbert’s Church had yet again had to 
be cancelled as live events.  However, John Kitchen’s President’s Recital  
and the Competition can be accessed at any time on:           
www.iao.org.uk/competition/ 

The online format does have the advantage of being able to hear the 
competitors playing a variety of magnificent instruments across the UK 
and Europe, and the standard of the young competitors is extremely high. 

N.B. For those with a ‘Smart’ TV, the YouTube videos of these events can 
be generally accessed in higher definition and better sound than would be 
found via the computer. Search terms: ‘IAO President’s Recital’ and   
‘RCO  Organ Competition’.

mailto:j.p.kitchen@btinternet.com
http://www.iao.org.uk/competition/
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Calum Robertson 

I hope you’ve all been enjoying something closer to normal life and by the time 
you receive this we will have had several weeks of congregational singing!

I have just finished watching on iPlayer a documentary on the                    
building/re-building of Coventry Cathedral. There was lots of archive footage of 
the dedication with a packed cathedral singing out (very slowly) Come Holy 
Ghost our souls inspire. Rachel Mahon’s (DoM) recording on the Delphian label 
is well worth a listen with performances of works by Healey Willan, Ruth Watson 
and a fantastic symphony by Rachel Laurin. I also just discovered some music by 
French organist and composer Rolande Ginabat-Falcinelli (1920-2006) who 
performed all of Marcel Dupré’s music from memory(!)  Speaking of brilliant 
organists, I encourage you to look up the IAO website for the online competition 
which was to be held in Edinburgh last year. You can watch over three hours of 
virtuoso organ playing on a variety of instruments.

At the end of May our secretary Donald Maclagan announced to Council that he 
wished to step down. I’d like to thank him for everything he’s done over this last 
year and wish him all the best as he takes a step back from formal roles and can 
simply enjoy his membership! I am grateful to Nicola MacRae for stepping in 
until we find someone to fill the role; could this be you!? Please get in touch if so. 

Our syllabus is taking shape with trips, talks, workshops and dinners planned; the 
first being October 2nd for our Elgar event in St Cuthbert’s. More details of all 
these events will be published at the end of August. 

Enjoy another packed edition and my thanks to all who contribute to our society’s 
publication.

PRESIDENT’S LETTER
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New members (whom we welcome) 
Mr Christopher J B Jack, 7 Clerwood Gardens, Edinburgh, EH12 8PT,  
07771 002453, chrisjbjack@gmail.com 
Anthony Hammond, PhD FRCO MA ALCM HonFOGM, 1 Glenlea Cottages, 
Edinburgh, EH11 2RS, 07879651864, anthony@anthonyhammond.com, and is 
available as a deputy and teacher. 
Imogen Morgan BA Hons (Dunelm), FRCO, Assistant Master of the Music,  
St Mary’s Episcopal Cathedral, Edinburgh, imogenm.morgan@outlook.com, and 
is available as a teacher. 
Mr Andre Theng, amdretheng@gmail.com, +65 81281518 and is available as a 
Deputy. 

Changes of address, position, email etc and errata: 
Andrew Elders’ address is now 9/2 Glendevon Park, Edinburgh, EH12 5XD, and 
his email address is andrew.elders@hotmail.co.uk 
Angus Tully has been appointed Organist at Inverleith St Serf's Church, and 
should be removed from the Deputy list. 
Congratulations to Tom Wilkinson on the successful completion of his doctorate 
at the University of Edinburgh; his thesis was 'The Music of J. S. Bach and the 
Evolution of Romantic Aesthetics’. 
Alan Buchan’s address is now 50-52 Seafield Street, Cullen, AB56 4SW, 
telephone 01542 841123; he is no longer at St Bride’s Parish Church, 
Newtonmore. 
John Blaber’s telephone number is now 01555 666905. 
Many congratulations to Ciaran Walker who achieved with Distinction an ARSM 
diploma in organ performance. 
Adam Wilson is no longer at St Mary’s Episcopal Cathedral. 
Sandy Chenery is now Director of Music at St Michael and All Saints Church. 

Resignations
Joseph Beech

Deaths
Lindsay Sinclair – 30 March 2021 (See tribute on p.9)
James D Paterson – 16 July 2021 (A tribute will appear in next Console)
Elizabeth (Bessie) Bell – 19 July 2021 (See tribute on p.9)

MEMBERSHIP NEWS - Summer 2021
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TRIBUTES 

LINDSAY SINCLAIR
 
We are sorry to record the death of  Lindsay Sinclair in March of this year.  In her 
day,  Lindsay did a great deal for the ESO and was President from 1978–80;  she 
was a leading  light in Edinburgh musical life as organist, pianist, accompanist  
and teacher.  Lindsay was organist variously of  the  Reid Memorial  Church, 
Palmerston Place Church of Scotland and St Andrew’s and St George’s. For many 
years, she was involved in running the organ classes in the Edinburgh 
Competitive Festival.  Lindsay  was also the driving force behind the long-
awaited restoration of the Usher Hall organ;  readers may remember the 24-hour 
marathon  organ-playing session she organised in StAGs to raise awareness of the 
issue. Latterly,  Lindsay was much  involved in St Mary’s Episcopal Cathedral.   
Duncan Ferguson intends to organise  a memorial service for her in St Mary’s in 
due course when restrictions allow.

ELIZABETH BELL

Elizabeth (Bessie) Bell died in July at the great age of 98. Bessie was a highly 
efficient ESO treasurer in the  early 1990s, and also served on the Council as 
Assistant Secretary.

She was organist for many years of Corstorphine Old Parish Church, and  
apparently found it difficult to resign from the post: she was so well-liked that the 
church were reluctant to let her go.  Thereafter  she was on the ESO deputy list 
for a short period, before moving to Elgin in 2001.  She and current ESO member 
Elizabeth Stewart played both organ and piano duets on a number of occasions, 
and on 10 December 1996 gave a duet recital for the ESO which included three 
pieces from Samuel Wesley’s Duets for Eliza, which Wesley wrote for his 
daughter.    ESO members may remember this concert.

John Kitchen
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ROGER FISHER (1936-2021) 

Most ESO readers will  know that  the renowned English organist, Roger Fisher,  
suffered a severe stroke in January 2019 from which he sadly never recovered;  
he died on 3 June 2021. My brief comments which follow are in no way intended 
to form a full  obituary—that has been done elsewhere, not least in Kenneth 
Shenton’s fine piece in the Church Times on 2 July this year—but to mention 
something of Roger’s work in Edinburgh. 

Roger was a frequent visitor to Edinburgh, and over the years gave a number of 
recitals  here. John Riley invited him to play in St Paul’s and St George’s in 
January 2001, and Roger and his wife Gill were offered accommodation with 
Martyn Strachan—which was the beginning of their long friendship.  Roger also 
played at various times in St Mary’s Episcopal, St Cuthbert’s, the McEwan and 
Usher Halls, and in the Reid Memorial Church where he also recorded.   He 
became a good friend of the late Jeremy Cull,  who was responsible for some of 
these recital invitations. Roger was guest artist  for the ESO Organs of Edinburgh 
book,  since Jeremy, who should have been playing, had  unfortunately suffered a 
fall on the ice, breaking his arm. In addition to all this, Roger was one of our ESO 
after-lunch speakers at a lunch in Craighouse Campus, Napier University.   
Jeremy,  Roger, Martyn and  I enjoyed a number of curry evenings, generally at 
The Everest in Home Street which was a favourite restaurant of Roger’s, or 
sometimes at the Bombay Bicycle Club in Brougham Street.   

Roger was heavily involved as independent consultant for the restoration of the 
McEwan Hall organ, completed in 2014. His extensive experience of this sort of 
consultancy proved invaluable, both in terms of the specific details of the work 
carried out, and  also in assisting the cordial negotiations with University officials 
responsible for funding and overseeing the project. He was also extremely 
supportive of Forth Pipe Organs, who undertook the restoration.

Roger was a fine musician, a knowledgeable organ technician and a congenial 
companion.  We extend our sympathies to  his widow,  Gill. 

John  Kitchen (with  Martyn Strachan) 

A recording of Roger’s recital at St Paul’s and St George’s Church in 2000 can 
shortly be found on the ESO website; well worth hearing: 
https://www.edinburghorganists.org/sounds/ 

https://www.edinburghorganists.org/sounds/
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Susan Landale 

It is not easy to give true and 
realistic picture of a person one 
has never met, even if the person 
was a genius, surpassing her 
contemporaries on every level 
and acclaimed worldwide. Jeanne 
Demessieux was all of this, and 
her simplicity, her sincerity and 
her sweet nature could only 
enhance her extraordinary gifts 
and bring her to the heart of those 
who knew her. Having missed the 
one opportunity I had of meeting 
her, after a recital in the McEwan 
Hall in 1954, I have had to rely 
on the testimonies of friends and 
contemporaries, hoping my 
readers will forgive me for 
quoting certain of these at length.  

 A review which Bernard Gavoty, 
under the name of Clarendon, 

wrote in the columns of Le Figaro, of Jeanne  Demessieux’s  recital on the grand 
organ of the Salle Pleyel on 25th February 1946,  gives us a picture of the brilliant 
young  organist: 

“In the world of art, a fairytale is either exasperating or delicious. One cannot but 
accept this when the unique and prodigious person is a young lady aged just 24, 
who in her first public appearance, imposed an irresistible radiance of absolute 
perfection”.1 The life of Jeanne Demessieux was, in fact, hardly a fairytale! 

JEANNE DEMESSIEUX (1921-1968) 
A centenary tribute

Jeanne Demessieux at the organ of the 
McEwan Hall in 1954
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Rather, indeed, a life of work, combat, triumph, and what her biographer, 
Dominique Tréfouel2 described as “a frightening solitude”  

Born in Montpellier on 14th February 1921, Jeanne grew up in a musical climate: 
her parents, inveterate concert-goers, sacrificed everything to her education, 
moving to Paris, as soon as the resources of their southern province became 
exhausted, to satisfy the development of the extraordinary gifts which they 
discerned in their daughter. 

From the age of three, Jeanne showed a fondness for the violin, learning the 
rudiments until her sister, 13 years older and herself an excellent pianist, tore her 
away from the realms of Paganini and forced her to study a polyphonic 
instrument. From then on her instruction at the Conservatoire of her home town 
continued; she won a first prize in theory and ear-training then, aged eleven, a 
first prize in piano, after which she performed, in public and with orchestra, the 
work composed for the competition: Widor’s ‘Concerto’ for piano and orchestra. 

In Paris, aged 12, she was appointed organist of the church of the Holy Spirit, a 
post which she held faithfully until 1962, when she succeeded Edouard Mignan at 
the grand orgue of the church of  La Madeleine.       

The doors of the Paris Conservatoire opened to welcome the young virtuoso; from 
1937-41 she obtained a first prizes in harmony, piano, counterpoint and fugue, a 
certificate of merit in composition and finally, a first prize in organ. 

Her professors all held her in constant  affection; other distinguished personalities 
in the world of music,  and eminent composers -  Poulenc as well as Messiaen -  
all testified their fervent admiration.  

The day after her first prize in organ, crown of her imposing prize list, she left the 
Conservatoire, and her professor, Marcel Dupré, took her in hand for five years at 
his residence in Meudon, where she became part of the family circle, practising 
and having lessons of the organ that had been that of Alexandre Guilmant.  Here 
Dupré kept her in the shadows, and she developed an unprecedented technique, 
explored the principal forms of improvisation; without forgetting to compare the 
diverse aesthetics of organ building, both French and foreign. During the dark 



13
years of the German Occupation she worked incessantly -  sometimes up to 18 
hours a day! -  striving to perfect a subtle virtuosity to the service of her brilliant 
intelligence, which was later to reveal her art to the musical world in the 
sensational recital in the Salle Pleyel, on 25th February 1946. Here the first 
audition of her Six Etudes (Studies), 
immediately imposed an aspect of her 
genius upon the audience.1 After the 
recital, Maurice Duruflé, captivated 
by her pedal technique , sa id 
“compared to Jeanne Demessieux, we 
a r e l i k e e l e p h a n t s o n t h e 
pedalboard!”2  She was to give a series 
of six recitals (on Mondays) in the 
Pleyel concert hall.  

This was the starting point of more 
than 700 worldwide concerts; after 
dazzling Paris, France and Great 
Britain, she performed successively in 
Spain, Portugal, Belgium, the 
Netherlands, Switzerland, Austria, 
G e r m a n y, D e n m a r k a n d t h e 
Scandinavian countries.  In 1953 she 
embarked for North America, where 
she made a complete tour of the 
United States including the Pacific 
coast; a tour that was followed by two 
more, in 1955 and 1958. Echoes of the 
praise following her triumphant transatlantic recitals did reach France, but with 
infinite discretion. Rare, in fact, were those who could have read the brilliant 
testimony of admiration after her recital in New York cathedral: “Jeanne  
Demessieux is without doubt a highlight of the glorious French organ tradition. 
Having heard most of the great organists of our time, from Widor, Joseph Bonnet 
and  Louis Vierne to  Dupré,  I could only think of these masters as emulators of 
this extraordinary virtuoso musician”.2                                                                                      
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She had indeed, the wonderful gift of transfiguring everything she played; under 
her fingers, the most varied works touched on the sublime. Who else will ever 
express the emotional splendour of her admirable interpretation of the ‘grand 
romantics’; animated with a passionate vital spark, in which transcendent power 
and caressing delicacy combined in a perfect balance and scrupulous respect of 
the text.1                

René Dumesnil,3 who went to listen to her one Sunday at the Church of the Holy 
Spirit, was amazed by her talent of improvisation: “I had brought her”, he said,    
“a fugue subject: the opening bars of the final chorus of  Claude Delvincourt’s 
Lucifer. The resulting experience was unforgettable: for quarter of an hour a 
complete symphony in three movements, crowned by a prestigious fugue was 
improvised in front of me. And this miracle – for what other word can be used for 
this extraordinary gift developed through study – was accomplished with such 
ease and simplicity that I thought I was dreaming! But no, Jeanne Demessieux 
completely ignored the short phrase I had brought; the series of 12 notes was 
enough to plan and construct a whole work. I had often been present at sessions 
of organ playing and heard many organists improvise, but there was something 
here I had never felt before, a  freshness, a sort of masterly ingenuity, an art so 
pure, so natural, so sincere and profound that I was bowled over”.1 

For the 50 years of the great Cavaillé-Coll organ in the Abbey Church of Saint-
Ouen in Rouen and the inauguration of the restoration work on 26th October 
1941, Dupré composed a piece entitled Evocation, in which he aimed to evoke, in 
music, the three characteristics of his anxious, tender and proud father, Albert 
Dupré. While writing the piece, Dupré told Jeanne that she should play it, and 
gave her the manuscript. A first reading sufficed for her to understand the 
technical difficulties, a second to penetrate the spirit of the work, and the third to 
perform it from memory; such were her incredible abilities! A few weeks later, at 
the beginning of 1942, she gave a private recital in Saint-Ouen for some ten 
privileged guests, playing the Evocation with flame, brio and an incomparable 
ease. While the distant echoes were still vibrating under the centennial vaults of 
the vast nave, Dupré, beside her, was moved to tears and said “my little Jeanne, I 
didn’t recognise my piece!” 1 
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In the midst of her most brilliant triumphs, whether at the Wanamaker 
Auditorium, in New York Cathedral, the Albert Hall London, at St Sulpice under 
the ecstatic eyes of  Dupré, at Edinburgh Cathedral [we do not know which one 
this refers to -Ed.], or the Victoria Hall in Geneva, Jeanne  never abandoned that 
natural simplicity which radiated so much charm when meeting her. The 
international press, much more so than in France, published its unreserved 
admiration, esteeming her to be already a legend. 1 

As a composer, she left  a considerable catalogue; as well as chamber music, 
vocal pieces and symphonic works, she wrote for organ: Six Etudes, (published in 
1946), Seven Méditations  on the Holy Spirit (1947), Triptyque (1948),  Twelve 
Choral-Preludes (1950), Poème for organ and orchestra (1952), Te  Deum (1959), 
Prelude & Fugue (1965), and Responses for the liturgical calendar. There is also a 
Song of Roland (1951), for which she wrote both the music and the words. Her 
works for organ brought new means of expression to the instrument’s literature, 
expanding its technical possibilities to convey the aesthetical richness of her 
inspiration.1  

Through her masterly teaching, she revealed across the world the prestige and 
brilliance of our organ tradition: her students at the Liège Conservatoire became, 
in their turn, professors at the University of Texas, in Austin USA, the Santiago 
Conservatoire in Chile, the Luxemburg Conservatoire, the Vervier Conservatoire 
in Belgium and the Maastricht Conservatoire in the Netherlands.2  

In June 1947 Dupré  undertook  a tour in the United States. Jeanne went to the 
station where the train left for Le Havre, to wish him “Bon voyage”. He said to 
Jeanne “I am no longer your Maître…I am your – one time  - friend and I will 
remain so”. The train departed and, Jeanne said, “Dupré has left my life”. On his 
return, Dupré refused to speak to her, to answer her letters or telephone calls. 
When he spoke of his pupils he ignored her and the five years at Meudon are 
absent from his ‘Memoirs’.                                                              
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The reasons for this rupture are known today, and are hardly to the honour of 
Dupré, but no explanation was ever given to Jeanne. It was an immense 
bafflement and a desperately cruel disillusionment. But Jeanne rearmed her 
courage, and without ever pronouncing a word against Dupré, continued her 
magnificent and triumphant career.  

Today, on the centenary of her birth, her art is emerging from decades of semi-
oblivion and we can hear her recording of the Douze Pièces of César Franck 
(Grand Prix du Disque in 1960), as well as Bach, Handel, Liszt, Widor and 
Messiaen. More recently, a complete recording of  her organ works by Pierre 
Labric (Disques Solstice: 1971-1974) is a magnificent testimony of her art. 

To us all, she remains an example: may her courage and understanding, her  
temperament, technique, simplicity and sincerity never be forgotten, nor her 
place as one of the greatest organists of the 20th century. 

1.  Pierre Labric: Hommage à Jeanne Demessieux (1969) 

2.  Dominique Tréfouel: Jeanne Demessieux ISBN 2-906196-14-2 

3. René Dumesnil (1879-1967): physician, musical and literary critic,                        
distinguished author of works on music. 

An eight CD boxed set of many of her recordings: ‘Jeanne Demessieux, the 
Decca recordings’ (though also including some unpublished BBC broadcasts) 
has just been released. Most of these are also available on Spotify as is Pierre 
Labric’s recording of the Demessieux’s complete organ works; (see following 
page- Ed.). 
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………………………. 

Further to Ian Lawson’s article in April’s Console, Susan Landale writes: ‘I also 
saw the excellent article on the organ of the church of the Good Shepherd, 
Murrayfield Avenue. This was the church used daily for morning prayer by 
Lansdowne House school of which the gymnasium and the gardens were adjacent 
to the church grounds. Being a pupil at Lansdowne I knew the church very well 
but, most important for me, this was the church where I had my first organ 
lessons and the first organ bench I ever sat on, with the horror of discovering a 
pedalboard (which I did not know even existed) and the conviction there and then 
that the organ was definitely not for me. Fortunately Dr Robert Head so scared 
me that I was never able to confess that I had made this horrible mistake!  I have 
to confess that I did not recognise the console, which in those days was tucked 
away behind the choir stalls on the north side perhaps of the 1905 photo? This 
was at the end of the 1940s. It was fascinating to read what the instrument has 
now become!’

Pierre Labric and Jeanne Demessieux 
(front row, second and third from left). 
Date and location unknown. 
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Morley Whitehead 

Our Editor has suggested that I might like to contribute to Console something 
about my time as Assistant Organist at St Giles', 1979 - 1991. If I have not got 
every last detail absolutely correct, please accept my apologies: it was quite a 
long time ago! 

To begin at the beginning. January 
1979. I was in my last year as a 
student at the RCM, and one day 
(FRCO diploma examinations were 
imminent, I was hard at work 
practising ‘tests’ on the piano in my 
digs), the 'phone rang. It was my 
organ teacher at the RCM, Richard 
Popplewell, and he was calling from 
the College, where Herrick Bunney, 
also on the staff as an organ teacher, 
had asked him if he had any pupils 
about to leave and who might be 

interested in becoming the new 
Assistant at St Giles', Edinburgh. It seemed that the previous holder of the post, 
Andrew Armstrong (also a product of the RCM), was moving on, after 10 
years, to become the Organist at Dunfermline Abbey. At that stage I had no 
plans really as to what exactly I was going to do when I left the RCM in the 
July, except, I suppose, to be an organist of some sort somewhere. As Gordon 
Reynolds points out, you don't aim to be ‘an organist’, you aim to be ‘a 
cathedral organist’ - so this sounded a promising opportunity.  
It was arranged that I would travel to Edinburgh at the first mutually 
convenient opportunity - as it transpired, a weekend in March - for a look 
around, and to see more fully what the job was all about. Until then I had never 
been further north than Whitby (a family holiday), and certainly never to 
Scotland. Of course, people in London and the South-east tend to think of 
Birmingham ‘up north’, and Scotland as impossibly far away, but in the event 
the journey proved much longer than even I had anticipated. I was just leaving 

FROM COLLEGE TO HIGH KIRK

The new Assistant Organist in 1979
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home when a flatmate told me that an announcement had been made on the radio 
that there was some sort of emergency on the East Coast Main Line from Kings 
Cross, and that would-be passengers were being advised not to travel, or, if their 
journey was absolutely essential (I supposed that mine was) they should go to 
Euston and await further announcements. So to Euston I went. Suffice to say that 
after travelling on four different trains I arrived at Waverley about 10.00pm, and it 
was by then snowing hard. Herrick met me (the wearing of the gold and blue 
RCM scarf was my means of identification on a still quite busy station 
concourse), and we drove to 3 Upper Coltbridge Terrace, where Mary Bunney 
provided a warm welcome, and some by then much-needed refreshment. 
The next morning Herrick had left early to play for the 9.00am Communion 
service, and I was called for by one of the choir and driven to St Giles' in time for 
the 9.45am choir rehearsal. I shall never forget my first real sight of Edinburgh as 
we drove along Princes Street - everything sparkling in the bright sunshine that so 
often follows a blizzard. The Athens of the North indeed! 
I spent the morning in the organ loft, where Henry Wallace was doing sterling 
work as temporary assistant; and Herrick, I noted, liked to do a certain amount of 
the playing himself. The main morning service, whilst of course focused around 
the (very good) sermon, seemed to draw on several different traditions with 
something of a deliberately ecumenical flavour to it all; and there was plenty of 
music, and that well performed by the mixed choir of some 25 voices in their 
distinctive red robes. It all seemed (to me) to ‘add up’. Lunch back at 3 UCT, 
where I met a number of the choir, an afternoon being shown the sights of 
Edinburgh (including being allowed to try the (then) brand-new Ahrend organ in 
the Reid School of Music - rather different from the Willis in St Giles'!), and then 
it was time to catch the sleeper back to London to be in time for a rehearsal of the 
Saint-Saëns Requiem at the RCM on the Monday morning. Herrick had 
meanwhile asked me if I would like to come to Edinburgh, and I had said ‘yes’, 
gladly; and it was arranged that I would arrive in the July, and in good time for the 
beginning of the Festival. 

But - rather like that initial train journey north of the Border - things did not go 
according to plan. I had arrived on a Tuesday (very comfortable ‘digs’ in the Ann 
Street house of Jean Lindsay, retired headmistress of St George's School), and 
attended the full choir rehearsal on the Thursday with the Festival Service 
looming. But I had not felt terribly well. Tiredness? Strange new surroundings? 
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However, it soon became obvious to me, and to the Doctor who was called to 
attend me, that all was far from well. Some sort of 'flu-like germ? It was never 
properly established as to what exactly was wrong, but suffice to say that St 
Giles' Cathedral (including the special service for the opening of the 1979 
Festival) saw nothing more of me for the next three weeks or so. I eventually 
made it back of course, but even then it seemed that the gods were against the 
smooth running of music in the High Kirk. I believe that Herrick and I had but 
one(!) Sunday on duty together, after which he went down with a serious bout of 
hepatitis. I was suddenly left in sole charge of the music - although I must record 
that I was most ably assisted by Kate Mantle, a member of the choir, and at that 
time Head of Music at St George's School for Girls. I seem to remember that my 
first Sunday alone comprised: 
9.00 am - Communion Service 
9.45 am - Choir rehearsal 
11.00 am - Morning Service 
3.00 pm - rehearsal for ‘St Giles' at Six’ 
6.00 pm - St Giles' at Six 
8.00 pm - Evening Service 
Quite a baptism of fire. And whilst you never go into church music for the 
money, I might mention that my salary at that point was £600.00 per annum, after 
deduction of Base Rate Income Tax!  
Enough perhaps of how I got there and how I started. What might interest readers 
more is some account of the ‘old’ organ, which for many will be nothing more 
than history. Basically, the instrument was a typical example of the British 
tradition of continual rebuilding. It has begun life as a two-manual Harrison & 
Harrison of 1878, grown into a somewhat larger Ingram in 1891, and then been 
taken over by Henry Willis & Sons in 1939/1940, who rebuilt it as a large and, 
for its time, typically cathedralesque four-manual of (ultimately) 76 speaking 
stops. Situated in the somewhat stubby south transept, the instrument presented a 
rather dull and ‘flat' appearance, really just an ‘organ screen’ to hide the 
instrument proper, with a few pipes let into it to show you what it was. The 
instructions to Willis' had been quite explicit - that the new instrument must 
allow the re-opening of the east-west vista along the south side of the building, 
which the Ingram organ had effectively blocked. Henry III was unhappy at 
having to confine his new instrument into such a tightly-packed space, and 
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apparently warned the authorities that the end result would be less than 100% 
effective. He was right: the instrument itself, close to, could, if needs be, be very 
loud indeed, but the sound failed to spread in any real way throughout the length 
and breadth of the whole building. (Although it is an ill wind, so they say: a 
senior Law Lord once told of how, despite being completely tone-deaf, and as a 
result being banned by his family from any sort of singing at home, whenever 
coming to worship at St Giles' he always made a bee-line for a seat immediately 
beneath the organ case: there he could sing at the top of his voice, in the sure and 
certain knowledge that nobody at all would be able to hear him!) 
Despite the outbreak of war, work went ahead, and the ‘new’ organ was ready for 
use in 1940. Given the crisis then facing the country, there had been some 
discussion as to whether it would be better to store the instrument temporarily in 
Willis' workshops or to go ahead and install it anyway. Henry III argued that it 
would be safer in a stone building in Scotland rather than a brick building in 
London, and had his way - and just as well, in that the Rotunda Organ Works 
received a direct hit during the Blitz. (Arguably, the firm never really recovered 
from this.) 
There were 75 speaking stops (later, 76, after the addition of a powerful Tuba 
Magna 8' to the Solo organ), and presented a specification very typical of a large 
instrument of its time, although with plenty of features unique to the firm's work. 
The Great went from two 16' stops, via no fewer than four(!) Open Diapasons, 
and a very beautiful Claribel 8', up to two different kinds of chorus mixture, and 
the usual 16, 8, and 4' reeds. 
The Swell was again typical in scope, and seemed rather to dominate the whole 
instrument. A very bright five-rank mixture had at some stage replaced the 
original - and most successful it was, blending well with the rest of the 
department, and adding (much needed?) brilliance; and the ‘Full Swell’ was very 
exciting indeed - you had a choice of a smooth ‘English’ Cornopean 8', or a 
slightly louder and rather ‘French' Trompette 8'. And the box was very effective. 
The Choir, sadly, was something of a disappointment. There were, it is true, some 
‘forward-looking’ mutation stops, Nazard, Tierce, and so on, but these, along with 
the rest of the department, were too quiet to be of any real use (they were 
certainly not Classical mutation stops). However, mention should be made of two 
stops where quiet, gentle voicing was very much an advantage: the Dolce and 
Unda Maris 8' - quite exquisite in tone, and when you gradually closed the box on 
them the sound very nearly disappeared into silence. 
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The Solo, like the Swell, was typical of its time. I remember particularly two 
lovely broad-toned flutes 8' and 4'; and the chorus of ‘Tubas’, 16, 8, and 4' (really 
large Trombas) made for a very good secondary and rather smooth-toned Full 
Swell. 
Finally, the Pedal organ gave the instrument amazing gravitas. Amongst all the 
usual things there was a splendid pair of Open Woods, 16' and 32' (the 32' ‘real’ 
right down to bottom C), both of which I believe had come from the original 
Harrison instrument, and mention has to be made too of the wonderful Bombarde 
32' (Willis 1940) - a full-length resonator reed, only mf really, but which 
underpinned the tutti to very telling effect. It is an indication of the quality of 
these three stops that they were all retained when Rieger installed the new organ 
in 1992.  
A North Gallery section had been planned, but was never built; surely it would 
have been very difficult to keep this in tune with the main organ, on the opposite 
side of the building(?), and a modest two-manual console had been installed in 
the Moray Aisle in the building's south-west corner, but this saw little use and 
was eventually removed. 
The instrument's main console was positioned on the north gallery, opposite to, 
and some 90 feet from, the organ itself. This was fine in so far as it enabled the 
player to hear the effect of the whole instrument, and to judge balance, but less 
good in that there was a considerable delay in the sound's coming back to the 
player, and I guess that if anything the delay had got worse over the years. 
Certainly, the present writer found that this took some getting used to, especially 
when accompanying. But that said, the console had, in its day, been a handsome, 
quality affair. Matt black jambs set off the solid ivory stops knobs to fine effect, 
and these in turn seemed to be just the right distance from one another. The 
manual keys were faced with ivory too, and the action had a very good ‘feel' to it 
- somehow you didn't seem to play many wrong notes! There were eight 
adjustable pistons - and a cancel piston - to each department, and these, placed 
fairly close together, were easy to negotiate. There were any amount of couplers 
although half of these I never ever found a use for - who needed a Choir to Great 
16'? These all operated via distinctive Willis tabs placed in a long row underneath 
the music desk, which itself in turn, seemed to be set at just the right height       
(cf . McEwan Hall!)  
The three swell pedals were of the Willis ‘infinite-speed-and-gradation’ type, and 
there were any amount of what might be termed gadgets, intended, I suppose, to 
make organ management easier - although until you were used to them they were 
probably more trouble than they were worth. (I'll mention just one: a key 
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underneath the left hand side of the Great manual, called ‘Pedal stops off’ - which 
did what you might reasonably expect. In all the years I was there I found but one 
use for this curious gubbins: which was in the Gloria of Howells' Coll. Reg. Mag, 
and Nunc: at one point there is an awkward page-turn, and when the 
accompaniment is manuals only. You flicked this tab to ‘off’, took the LH part 
with the pedals, thereby giving you a spare hand with which to turn the page, and 
then immediately you flicked the thing back ‘on’ to carry on with what came 
next...) 
So, all in all, a good, if not altogether wonderful, cathedral organ of its time. True, 
one which was unsuitable for the playing of a large proportion of the repertoire (it 
was nigh-on impossible to devise two contrasted choruses, let alone three(!), 
essential to the proper performance of so much Classical literature) and one not 
ideally positioned; but it nonetheless made a good sound - the tutti was very 
exciting, for example. And it had all the right sounds for effective 
accompaniment, both of choir and congregation. But the instrument had seen a 
great deal of use since 1940, and by 1979 it was in pretty poor shape. And of 
course, inevitably, things over the next 10 years or so simply got worse... Some of 
the most obvious defects:- 
i) the noise of escaping wind was quite terrible, and the instrument had to be 
turned off at every available opportunity during a service (which meant a fair 
degree of skill in knowing exactly when to turn it back on, so that the next hymn 
(or whatever) did not sound like a set of bagpipes being warmed up);  
ii) a number of stops were permanently ‘off', due to warping of soundboards and 
so on.  In all the years I was there I never heard the Solo French Horn 8'; 
iii) a number of notes were ‘off’ too, although others when pressed played the 
octave above too; eventually, the only effective way of playing the Swell was to 
couple it to the Choir; 
iv) what the pistons brought on or took off was becoming ever more a matter of 
luck - and the adjustable mechanism had long since ceased to function in any 
meaningful way; 
v) and the infinite speed and gradation swell pedals had taken on a life of their 
own: often slowly opening or closing when the organist's foot was nowhere near 
the pedals. 
I could go on and on. But just imagine trying to accompany something like Britten 
Festival Te Deum in E (a popular choice for ‘big’ services) whilst labouring under 
all of the above - and, of course, with a formidable time-lag, and the choir on the 
opposite side of the building. However, somehow one did it! Early on, Henry 
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Wallace said to me that in his opinion there was playing the organ, and there was 
playing the St Giles' organ... Obviously, a thorough rebuilding, or (better still) a 
completely new instrument was becoming ever more and more an absolute 
necessity; although, as luck would have it, I had left St Giles’ for Morningside by 
the time a new instrument arrived in 1992.  
I had intended to write something about working alongside the late Herrick 
Bunney, and life in general at St Giles' during what were, looking back, years of 
considerable change, but I have probably outstayed my welcome already! 
Something along these lines for a future edition of Console, perhaps… 

The organ as new in 1940 - the case pipes (largely the Great/Pedal Geigen 16') 
soon lost their sparkle in the smokey atmosphere of the city in those days!
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Philip Sawyer
It’s always good to be invited back to play. Over the years I have made repeat 
visits to many places, including: Sint Laurens, Alkmaar; Sint Bavo [the Grote 
Kerk], Haarlem; the Westerkerk, Amsterdam; the English Reformed Church, 
Amsterdam; Monaco Cathedral; Westminster Cathedral; Tokyo and Karuizawa 
(Japan). More recently, Northern Ireland, Tallinn, Thaxted and Basildon have 
been revisited. 

Northern Ireland 
In the late 1970s the ‘Music in May’ series at St Malachy’s Parish Church in 
Hillsborough was looking for someone to play a recital of French Classical  
Music; an old RCM friend in Belfast remembered that I had studied French 
Classical organ music in Nice with René Saorgin, so the organisers invited me. 

The organ, originally by Snetzler, had had a substantial amount of work carried 
out by the Wells-Kennedy Partnership. The recital of music by Couperin, 
Marchand, de Grigny and Daquin was well-attended, and was followed by a 
reception in Hillsborough Castle. It was on this visit, my first to Northern Ireland, 
that I met Christopher Gordon-Wells and David McElderry. 

The Wells-Kennedy Partnership was established in 1966 by Christopher Gordon-
Wells (1932-2007) and Philip Kennedy. David joined W-K in 1973 immediately 
after leaving school, soon becoming a Director when Philip Kennedy left the 
company to join a religious order. On hearing of David’s death, Philip is reported 
to have said that, within a short time of joining W-K, David seemed to know 
more about organs than the two founders! 

HAPPY RETURNS, 
with a tribute to 

David McElderry (1956-2021)
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Hillsborough Parish Church 

One of the results of that visit to Northern Ireland was my invitation to 
Christopher and David to build a practice-organ for me, with the stipulation that it 
should have suspended mechanical action. Their immediate response was along 
the lines of “We’ve never built action like that, but we shall do some research;” 
the final result was a triumph of sensitivity. My W-K organ led to commissions 
for instruments from three other organists in Edinburgh, and from the University 
of Edinburgh’s Faculty of Music. 

A larger and more exciting project was the commissioning of a new organ for the 
church of St Andrew and St George (we called it StAGs) in Edinburgh. The 
Session was persuaded by the assurance that some ranks of pipes from the old 
organ would be incorporated. This instrument was followed some time later by 
the new organ – in the beautifully-restored case, in Palmerston Place Church. 

Another result of the recital in Hillsborough was an invitation from the Ulster 
Society of Organists & Choirmasters to play, in March 2017, François Couperin’s 
Messe pour les Couvents on the Kenneth Jones organ in St Peter’s Roman 
Catholic Cathedral, Belfast.  
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I was de l igh ted tha t the 
cathedral’s Schola Cantorum, 
directed by Nigel McClintock, 
w o u l d b e i n t e r s p e r s i n g 
C o u p e r i n ’ s m u s i c w i t h 
appropriate plainsong chants. 
The organ has a huge range of 
sounds suitable for the French 
classical repertoire. It was a 
m o v i n g o c c a s i o n f o r a l l 
concerned; Nigel McClintock 
was obviously doing great 
things with his singers. I needed 
a p a g e - t u r n e r, s o D a v i d 
McElderry, with typical good 
grace, kindly offered his 
services and proved to be an 
ideal page-turner i.e. he was 
reliable and almost invisible. 

I was always impressed by the 
care that Christopher Gordon-

Wells and David took with all 
aspects of the design of organs:   

case; voicing, composition of mixtures etc. On his first visit to STAGS, 
Christopher made a sketch of a case-design that he thought would suit the 
building; more sketches followed, but his first idea was the one used. 

Christopher and David were interested in the organ repertoire. When the organ in 
STAGS was at the design stage, Leon Coates (the organist) and I (the director of 
music) mentioned a few things that we should like: 
*  A Great Principal chorus that would ‘sparkle’ not shout. 
*  A generously-scaled two-rank Cornet (22/3, 13/5) that could be used both as part 
    of Cornet registration and in a Jeu de Tierce. The resulting stop was also very   
    effective in adding some ‘bite’ to the reed-less Great chorus. 
*  Pedal 8 & 4 stops that would perfectly balance the Great Principals 8 & 4.          
   (I had BWV 660 in mind!) 

St Peter’s RC Cathedral, Belfast
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Two visits to the completed STAGS instrument have stayed in my mind: 

1.   Peter Collins, having heard the instrument asked to see inside; he described it 
as ‘not bad.’ This was, I am told, great praise from that particular organ-
builder. Christopher and David always took great care that the interior of their 
organs should be well-organised, clean and tidy. 

2.   Nicholas Danby, then organist of the Farm Street Jesuit Church in Mayfair, 
contacted me to arrange to see some of the W-K work in Edinburgh. We 
ended up at STAGS, where I played to him, amongst other things, BWV 660.  
He commented that he had never heard such a perfect balance between the 
Great and Pedal 8 & 4 Principals. 

David ran W-K after Christopher’s death in 2007, and continued the high 
standards that had been set. When I was organist of St Michael and All Saints, I 
asked W-K to take on the tuning and maintenance of the organ; the result was 
never anything but complete satisfaction with the company’s work. After a tuning/
maintenance session, I would arrive at the church to be told by David McElderry 
and his colleague Jim Stewart that they had finished what they had to do earlier 
than anticipated, so, because we were paying them for a defined period of time, 
they had done some extra work to put the instrument into a better condition. The 
extra work might go as far as the revoicing of pipes that were not speaking well. 

Christopher and David had formed a strong bond over the years; they were an 
ideal team, with similar views and aims in their chosen profession – and a similar 
sense of humour! The world of organ-building is a poorer place without them. 

David McElderry
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Philip Wilby 

Matthew Owens served as Organist and Master of the Music at St Mary’s 
Episcopal Cathedral, Edinburgh from 1999-2004. Born in 1971, Matthew studied 
at Chetham’s School of Music and was subsequently Organ Scholar at The 
Queen’s College, Oxford. From Edinburgh he moved to Wells Cathedral, and 
now continues his career in his wife’s family home in Northern Ireland, at St 
Anne’s Cathedral, Belfast. In addition to his many musical accomplishments, as 
performer and conductor, Matthew leads the way as a commissioning agent for 
church music that attracts admiration from all quarters. 

How many of us involved in writing new music for the British church look back 
to a golden age when musicians were expected to perform, compose, and train 
others to follow in their footsteps.  Tudor composers of the Chapel Royal and the 
later generation surrounding the Restoration created new pieces of high fashion 
and immense quality that still forms the bedrock of the classical canon widely 
performed today. By contrast, in twenty-first century Britain, composers tend to 
be specialists, who work in very different social situations from those enjoyed by 
previous generations. Whereas royal expectations for new music were part of the 
everyday life of church musicians in Purcell’s day, the growth of publishing, and 
of Boyce’s ground-breaking Cathedral Music in 1760, quickly led to a museum 
culture for church repertoire.  To speak in the broadest generality, anyone who 
chooses can look at a Cathedral music schedule from 1920 and find a facsimile of 
the scheme offered by the same institution one hundred years later. On the one 
hand, the quality of the old music is supremely suited to the worship. On the 
other, today’s composers have been denied the opportunity to develop suitable 
skills as liturgical collaborators, and have found other outlets for their spiritual 
music. Concert programmes and publishers’ catalogues are well supplied by 
excellent choral repertoire, but church commissions have become increasingly 
rare. 

There are, of course, significant exceptions to this overly broad view, and the 
continuing work of All Saints Northampton, since its commissioning of Britten’s 
Rejoice in the Lamb in 1943 until the present day is remarkable. Michael 
Nicholas, organist at All Saints, subsequently served at Norwich Cathedral from 

COMMISSIONING THE MUSICAL FUTURE: 
Commissions by Matthew Owens
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1971 – 1994, and continued this tradition by a series of new music festivals and 
conferences. My own Vox Dei, subsequently sung at the installation of Justin 
Welby as Archbishop of Canterbury, was written for just such an occasion in 
1993. As Michael Nicholas pointed out at the time, such examples serve to 
illustrate the possibilities available to directors of music, but they also represent 
rare exceptions in the current musical climate. 

Just such an exception was and is Matthew Owens. My first encounter with him 
dates from his years in Edinburgh, when he commissioned a setting of the Advent 
Processional for St Mary’s. During his subsequent relocation to Wells, he 
continued to commission new music, and solved the two most significant issues 
surrounding music commissions: finance and public support.  

‘Cathedral Commissions’ is a scheme which enables the cathedral choir to 
commission new works from pre-eminent British composers. ‘New Music Wells’ 
is a festival which offers a retrospective of the last forty years of music as well as 
featuring many premieres. The scheme invites members of the community to 
contribute a small annual grant towards the scheme in return for which they have 
an opportunity to attend rehearsals, performances, meet the composers, and when 
appropriate, receive a signed copy of the score. The success of this is remarkable. 
In Festival week, evensong is full, and the annual Palm Sunday Passion 
performances are events not to be missed. Wells is justifiably proud of its choir. 
In 2011 an international jury for Gramophone named Wells Cathedral Choir, 
under Owens’s leadership, as the best choir in the world with children, and the 
sixth greatest overall. 

During Matthew’s time at Wells, he commissioned so much new work as to 
redraw the map of Cathedral repertoire, from Sir James Macmillan to Sir Peter 
Maxwell Davies, Johnathan Dove, Judith Weir, Judith Bingham, Howard 
Skempton, Michael Berkeley, and a host of others. Young composers from Wells 
Cathedral School, such as Owain Park and Rebecca Farthing also cut their teeth 
on the Festival. My own contributions included an anthem Ascension written for 
a Radio 3 broadcast, a new anthem Companions of the Lord for broadcast and CD 
recording with the Exon Singers. In 2017, he also launched a very wide-ranging 
plan to commission new settings of all 92 of Cranmer’s Collects. The first, by 
Francis Jackson, was premiered on the composer’s 100th birthday, in a service 
which included my own Wells Service for men’s voices. Out of this wealth of 
material, two projects stand out: the organ suite Organ Hours premiered in 2017, 
and An English Passion, published by RSCM in 2019. 
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Organ Hours ( 2017 : Fagus Music) 

Matthew had enthused about the Dutch organ builders Henk and Neils Klop for 
some years, and eventually took delivery of a house organ. With mechanical 
action over two manuals and pedals, and encompassing a small but carefully 
planned specification, Klop organs are renowned for their beautiful vocal quality. 
Thus, when Matthew asked me to compose a set of short fugues for his new toy, I 
was delighted to accept. Writing for a small instrument was a new challenge, and 
proved to be very refreshing. Wells Cathedral is home to one of the oldest clocks 
in England, and I happily turned to it for inspiration for my small collection of 
contrapuntal exercises. Organ Clocks were very popular in eighteenth-century 
Austria, and we have surviving  music by Haydn, Mozart, and Beethoven for 
these instruments. Indeed, Mozart's three compositions for 'OrgelUhr' count as 
some of the finest pieces of his last years.   
In my piece there are four separate sections:   
An opening Prelude and Fugue in perpetual motion is followed by a ground bass 
movement with an astronomical theme. Placing Earth at the centre, it portrays the 
Sun, Moon, and Stars in circular motion over three concentric dials. The third 
movement portrays the clock’s famous Automata. 'Jack Blandifer' is a humorous 
figure, who acts as 'QuarterJack', striking two bells every fifteen minutes.  His 
rustic humour is counterpointed on the hour with a sudden appearance of jousting 
Knights. The final fugue is the most pictorial of the set. Against the sound of the 
ticking clock, this last movement imagines the sound of the clock in the Cathedral 
at night.  The music's trajectory begins in the organ's highest register, gradually 
descending to a final ‘chime in the dark.’ (See p.33) 
Published by Fagus Music of Banchory, performances on larger instruments have 
now become standard. Margaret Phillips, who attended Matthew’s first 
performance on the main organ in Wells, has played the piece on a variety of 
instruments, including historic examples tuned in meantone, and enormous 
organs in northern town halls, effectively using dynamic marks as a guide to 
registration.  The set is due for a CD recording with Simon Leach on the 
Frobenius organ in Edinburgh’s Canongate Kirk when the pandemic subsides. 
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An English Passion according to St Matthew (2019 : RSCM) 
The following link will take you to view the complete score on the RSCM Shop 
website:  tinyurl.com/k97r97tk 
The crowning glory of the Wells Commissions were settings of the four Gospel 
Passion texts, performed on Palm Sunday over a six-year period from 2013 to 
2019. The first composer to accept this most daunting of challenges was Bob 
Chilcott, whose St John Passion set a pattern for subsequent works to follow. John 
Joubert’s St Mark Passion came next and was written in the composer’s 90th year. 
Philip Moore followed in 2018 with a setting of St Luke, and my own English 
Passion according to St Matthew was premiered in 2019. It was published by 
R.S.C.M. the following year, just before the pandemic struck all church 
performances, and is now being recorded by Resonus Classics for release in 2021. 
For each composer, the brief was the same. The work should fit into an hour’s 
service, must tell the narrative clearly, involve the listeners emotionally,             

Opening Prelude (excerpt)
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etc.

Closing section
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and provide them with the opportunity to respond physically with congregational 
hymns. From those direct and simple instructions, we all found individual 
solutions to the musical problems associated with large scale compositions. 
My own setting  followed the examples of Schütz and Buxtehude in choosing a 
tenor voice to represent Jesus, and sharing Matthew’s narrative between four 
other soloists (S, A, Bar, Bass). The choral music is written for double choir, and 
there are two organ parts, contrasting the high drama of the main organ with a 
chamber organ whose job is to accompany recitative.  
As has been said above, the commissioners’ requirements had specified the 
inclusion of hymns to be sung by the congregation, and here I sought the help of 
Canon Richard Cooper from Ripon Cathedral. At his suggestion we have chosen 
to use folksong hymns taken from the collection of English tunes, published in 
Vaughan Williams’ English Hymnal of 1906. For example, see the opening of the 
processional hymn, which uses RVW’s favourite melody ‘Kingsfold. (Page 8.) 
Further coverage of this work will be forthcoming later as the commercial 
recording is issued in 2022. It remains the most substantial score that I have 
provided in response Matthew’s multiple commissions. Beautifully sung by 
Belfast Cathedral’s vibrant group of young singers, with a stellar group of 
soloists, the socially distanced recording took place in late June, and ended 15 
months’ shared musical silence in a very special way.              

Encouraged to take up composition 
by Herbert Howells, Philip Wilby 
studied at Keble College Oxford, and 
was made Professor of Composition 
at Leeds University in 2002. Until 
recently, he lived in Bristol where his 
wife Wendy has been serving as 
Canon Precentor at the cathedral. In 
2008, he was granted a Dutch 
Government BUMA award for his 
innovative works for brass band, and 
in 2009 an honorary fellowship by the 

Royal School of Church Music. He is 
proud to have served as the musical associate at the Black Dyke Band for 30 
years, with whom he made his recent CD ‘Pilgrim’s Progress’, which was 
awarded best CD of the year in 2019.   

Philip Wilby
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Alan Buchan 

Late June 1830 saw the passing, after a long 
illness, of King George IV and the Courant of 1st 
July gives a long and detailed summary of his last 
weeks and the illnesses from which he suffered. 
Such quasi-morbid reports were quite normal at the 
time, not just of this king (the king who visited 

Scotland and caused great amusement by wearing pink pantaloons under his kilt) 
but of the most unfortunate criminals too. In the issue of 7i1830 we find that 
William Adams of Edinburgh (24) had been judicially obliged to leave the planet 
for the crime of robbery with violence. His last conversations with his parents 
and tearful grandmother are recorded in the newspaper verbatim and his hanging, 
in front of a large crowd of spectators, is also described in harrowing detail. 
About the same time two young Londoners were similarly dispatched for the 
crime of sheep stealing. Did you know that you could, in theory, still be hanged 
for sheep stealing in Scotland (but not England) until the early 1980s, long after 
capital punishment for murder was abolished?  So, if you decided to pilfer a tup 
from the top of the Cheviots, you had to be very careful on which side of the hill 
you made your descent! 

8vii1830: Advertisement - for sale, Birkhall estate near Ballater - eventually 
acquired by the Royal family. 

15vii1830: “To be sold by public roup [auction] within the Royal Exchange 
Coffee House, that elegant and well-furnished chapel in Gardner’s Crescent, 
capable of containing a large congregation.” This church had been opened in 
1828, but the congregation soon expanded and built what became Lothian Road 
Church. The original church became St. David’s, which moved to Viewforth in 
1912, whereupon the Gardner’s Crescent Church was demolished. 

7viii1830: “An organist wanted for St. Paul’s Episcopal Chapel, York Place, in 
place of Mr. [Robert] Müller, who has resigned.”

EDINBURGH EVENING COURANT - part 16
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Robert Müller (1804-55) was an internationally renowned concert pianist, born in 
the Lothians despite his German name. He was in fact succeeded at St. Paul’s by his 
younger brother Martin (1807-43), who was David Hamilton’s business partner. 
Their father had come to Scotland from Thuringia around 1800 and became 
employed as a musician by the Duke of Buccleuch, both in Dumfriesshire and at 
Dalkeith. Martin’s sole surviving daughter Thesa, who played the organ, lived into 
her eighties and died in Lausanne, Switzerland in 1922. 

In the same issue: “Soap works at Portobello (commodious) for sale, property of 
the late Mr. Wm. Creelman” ………and
“To Sportsmen, a powerful detonating double-barrelled gun, made by Joseph Egg, 
London, for sale. To be seen at the shop of Wm. Maclauchlan, gunmaker, 24 South 
Frederick Street.”

12viii1830: a robbery at Rosslyn Chapel was reported.

28viii1830: Advertisement - “To be exposed for sale at the Royal Exchange Coffee 
House, for £56,000, the Barony and Estate of Gigha, three miles from the coast of 
Kintyre, comprising, with the exception of three farms, the whole island and parish 
of Gigha. The estate contains 2363 Scotch acres [an English acre was apparently 
different] and consists almost entirely of arable and rich pasture. The cod and ling 
fishings may be carried on.”

30viii1830: “The London mail, by way of Wooler, was upwards of an hour behind 
her usual time, due to a broken wheel sustained on Soutra Hill.”

4ix1830: “Disgraceful Riot…..in Tullyallan [name of estate and church at 
Kincardine-on-Forth] on Sunday last…shortly after the commencement of divine 
service, the congregation was suddenly alarmed by a regular row in the gallery, 
between two different parties of colliers. The cause of the dispute turned out to be 
the supposed right of either party to certain seats in the gallery, and the combatants, 
regardless of the sanctity of the place, proceeded to maintain the superiority of their 
claims, by immediate battle. A strange[r] minister was preaching, when Mr. Bullock 
begged him to stop the service and interfered just in time to stop the parties coming 
to blows. After half an hour, tranquility was restored.”
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Gerard Brooks 

Saint-Saëns major works for organ 

Fantaisie (Eb) 1857 
Benediction Nuptiale Op.9, 1859 
Élévation ou Communion op.13, (1859) 
Trois Rhapsodies sur des Cantiques Bretons, Op.7 1866 
Trois Préludes et Fugues Op.99, 1894 
Fantaisie (in Db) Op.101, 1895 
Marche Religieuse Op.107, 1897 
Trois Préludes et Fugues Op.109, 1898 
Fantaisie pour Orgue-Aeolian, 1906 (written for a player instrument )  
Sept Improvisations Op.150, 1916-17 
Fantaisie (in C) Op.157, 1919 
Cyprès (from Cyprès et Lauriers for organ and orchestra) Op.156, 1919 

The Preludes and Fugues 

Saint-Saëns wrote two sets of prelude and fugues, op.99 and op.109, composed 
within the space of just four years. The composer gives no indication of 
registration: like Mendelssohn before him he relies only on dynamic markings to 
guide the player, along with proposed changes of manual. Thus, the player has 
considerable freedom in choosing colours, with the result that no two 
performances are likely to be the same. 

Trois Préludes et Fugues Op.99  

Written in the Summer of 1894 and published the same year by Durand, each of 
these preludes and fugues has its own clearly defined character, and the composer 
was satisfied enough with the results to include them in his recital programmes. 
They are dedicated to Widor, Guilmant and Gigout respectively, who as it turned 
out were to succeed one another as professors of organ at the Paris Conservatoire. 

THE ORGAN MUSIC OF SAINT-SAËNS (part II)
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It could be argued that the dedications are thoughtfully apt, mirroring the 
characters of the dedicatees: the first prelude and fugue with its rather formal 
style invokes the academic rigour associated with Widor, the second displays a 
whimsicality and lightness often found in Guilmant’s music, and the extravagant 
gestures of the third would have pleased Gigout!  

Prelude & fugue No.1 in E major is an exercise in civilised restraint: marked 
pianissimo, the prelude with its gently rippling theme intertwines arpeggios and 
scale passages in such a way as to remind one of Saint-Saëns’s own formidable 
piano technique, which was characterised by an evenness of touch that is very 
much a requirement in the execution of this prelude. The fugue, with its 
substantial subject derived from the opening motif of the prelude begins in a 
rather dry academic style, as one might expect from a composer steeped in and 
above all sympathetic to the classical tradition, but there is a strong sense of 
development and growing involvement as the music progresses. The light-hearted 
style of Prelude and Fugue No.2 in B major, reminiscent of salon music of the 
period explains its comparative popularity in concert programmes. Its oscillating 
triplets create a charming backdrop to a yearning melody heard in canon between 
the left hand and pedal. The fugue is upbeat, its rhythmic, almost cheeky theme 
providing the perfect foil to the prelude. After the comparative calm of the B 
major prelude and fugue, Prelude & Fugue no. 3 in Eb major announces itself 
with an explosion of jubilant arpeggios over a pedal point in what would again 
have been an ideal showcase for the composer’s famed pianistic technique.  

Trois Préludes et Fugues Op.109 

Composed in 1898 whilst in Las Palmas, these are dedicated respectively to 
Gabriel Fauré, Albert Périlhou and Henri Dallier. It is interesting to speculate 
once again that the distinctive character of each work in some measure reflects 
the characters of the dedicatees, two of whom (Fauré and Dallier) were 
successors of Saint-Saëns as organist of La Madeleine, Paris. In a letter to his 
publisher Durand, Saint-Saëns noted that the pieces were not easy to play, asking 
that the engraving should not be too tightly packed on the page in the interests of 
legibility. He was more expansive to his friend Albert Périlhou to whom the 
second is dedicated, commenting that the new pieces were ‘three times harder 
than the older ones and seventeen times duller’, adding words to the effect that 
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anyone tempted to consider him a frivolous composer after listening to them 
would be making a grave error. He was pleased nevertheless to have added to his 
previous set, making a group of six that he considered ‘sufficiently respectable’.  
Fauré did not share Saint-Saëns’ view, describing the works as ‘superb’ – 
although he added that he thought he would never be able to play them properly, 
a realistic reflection on their technical difficulty. 

In the ‘mists’ (as the composer described it) of the Prelude & Fugue no. 1 in D 
minor we find the most reflective of the entire six preludes and fugues. 
Lugubriously expressive, the prelude falls into two sections and the fugue is very 
much of a piece with the prelude in terms of mood, taking the prelude’s opening 
bar as inspiration for the fugue subject. Of the six, it is the one that most reminds 
us of the rigour and to some extent the style of J.S.Bach, with its episodic passage 
work and studious working out of the musical material.  Prelude and Fugue no.2 
in G major shows Saint-Saëns at his most whimsical. The sunny temperament of 
the prelude with its effective dialogue across two manuals could stand alone as a 
scherzo in its own right. The fugue, marked Allegretto scherzando continues in 
the same vein. Despite its appealingly cheerful tone, the fugue’s increasingly 
complex trio texture makes it one of the most technically demanding of the set.  
Prelude and Fugue no.3 in C brings the collection to a fittingly triumphant 
close. The prelude’s fanfare-like arpeggios set above a pedal theme require a 
certain ‘derring-do’ in their execution – small wonder the composer referred to its 
‘perilous splendours’!  

Trois Rhapsodies sur des Cantiques Bretons, Op.7 

Saint-Saëns composed these three pieces during a trip to Brittany he made in 
August 1866; one of his companions was his former piano pupil Gabriel Fauré, to 
whom the works are dedicated. They take the form of free and rather rustic 
fantasies based on Breton hymn tunes: the holiday spirit seems much in evidence, 
along with a certain whimsicality that is far removed from the rigours of the 
preludes and fugues, for example. Durand published them in the same year they 
were written, along with versions for piano duet, and harmonium. In 1891, Saint-
Saëns wrote a Rhapsodie Bretonne for orchestra based on themes from the first 
and third organ solo versions. 
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Rhapsodie no. 1 in E major begins with a plaintive melody played on flutes and 
the voix humaine stop, used in dialogue with both hands and feet. Rhapsodie no. 
2 in D major presents a very different mood: marked  Allegro moderato e 
pomposo, it begins with a loud fanfares across two manuals; there follows a short 
fugal exposition that ends with an energetic pedal passage over a held chord. 
Rhapsodie no. 3 in A minor begins gently with a yearning melody on flute and 
string stops; then follows a dialogue on hautbois and cromorne that evokes 
shepherds calling to each other; the rustic mood is developed further with a fast, 
exuberant and increasingly exciting procession that builds to the full power of the 
organ before coming to a sudden end, heralding a reprise of the mood of the 
opening.  

Three Fantaisies  

The three Fantaisies are very widely spaced in Saint-Saëns’ output: the first was 
written while the composer was in his thirties, the last right at the end of his very 
long life and as he once described it, ‘interminable career!’ Unlike the second and 
third which freely develop their themes in the manner one might expect of works 
so entitled, Fantaisie in E flat (1857) is a straightforward two-movement work 
taking the form of a prelude and toccata. It was the composer’s first significant 
organ work and remains his most popular. It was first performed at the 
inauguration of the organ at St. Merry, Paris in December 1857; the critic Henri 
Blanchard found it not so much ‘fantastical’ as ‘serious, elegant and religious’, 
which may seem surprising today.  Fantaisie in D flat Op.101 (1895), dedicated 
to Queen Elisabeth of Roumania (better known as the authoress Carmen Sylva), 
is, as Louis Vierne put it, a ‘splendid concert piece’. Saint-Saëns played it on a 
tour of Switzerland he undertook in 1896, and then in Holland, Belgium and in 
London in subsequent years, where he found it a very popular addition to his 
programmes. The work opens gently with a descending line that introduces 
rippling semiquavers supporting a romantic melody. Saint-Saëns is particular in 
his choice of colours in this work: the opening Andantino calls for voix céleste 
alternating with the hautbois. A contrasting passage based on repeated chords 
brings this ‘prelude’ to a close. There follows a restrained fugal Andante in F 
sharp minor, the theme of which is then used in a much freer and more 
flamboyant manner on full organ, this time in Gb major. A carefully graded 
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decrescendo leads to an atmospheric final page of staccato arpeggios and a gentle 
close.  Troisième Fantaisie Op. 157 (1919) in the key of C major was Saint-
Saëns’ last solo organ work.  Composed right at the end of life, it is the most 
reflective of the three works that bear the title ‘Fantaisie’; it is also the least 
demanding to play, because the work’s dedicatee, King Manuel II of Portugal who 
intended to learn the work was apparently no virtuoso. Writing to the publisher 
Durand in June 1919, Saint-Saëns observed: “The King Manuel has written to me 
that he is installing an organ in his house and wishes to have a piece of mine to 
practise: I have just written him one. I don’t know if I will send it to you; the 
king’s virtuosity being in doubt, I have had to avoid difficult writing; in addition, 
commissioned pieces are not my speciality.’ However, later that year, Saint-Saëns 
had obviously sent Durand the work, reporting that the printed copy contained 
‘not a single error... It’s miraculous…’ Despite its lesser technical demands, Saint-
Saëns was very pleased with the work in the end, and with good reason, for it is a 
piece of great charm, elegance and atmosphere. In some respects it could be 
argued that within this work we see the aged composer looking back and reliving 
some of his former glories. A reprise of the opening is then followed by a bravura 
toccata section, reminiscent of similar moments in the earlier fantasies, and one 
that may well have proved challenging to the work’s dedicatee! 

Sept Improvisations Op.150 

Saint-Saëns’s set of seven ‘improvisations’ are among his most personal and 
introspective works. With the exception of the fourth and seventh pieces, these are 
intense and meditative works, and as such rarely find a place in concert 
programmes today, although the composer played them on several occasions in 
1917-18. Eugène Gigout, for whom Saint-Saëns had been intending to write some 
music since 1912 and whom he described as ‘the greatest organist I have ever 
known’ and to whom they are dedicated, also played three of them regularly. As 
he considered the composition of these pieces, Saint-Saëns wrote in a letter to a 
colleague that he would seek inspiration in empty churches (mentioning 
Westminster Cathedral as an example), contemplating ‘silent’ organs. The works 
more readily find a place in a liturgical context than in concert; as well as 
eschewing great technical difficulty in their writing Saint-Saëns clearly intended 
them for use in church: he was pleased that ordinary organists would be able to 
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play them. The works are notable for their expanded harmonic language as well 
as, in the case of three of them, their use of plainchant. 

Improvisation no.1 (Molto lento) was described by Saint-Saëns as ‘très 
moderniste’ and is his only work to make use of the whole-tone scale, which is 
heard especially in its opening and closing sections. The second improvisation, 
entitled Feria Pentecostes (‘feast day of Pentecost’) is based on the first hymn 
sung at Lauds on Pentecost, Beati nobis gaudi.  Improvisation no.3 (Adagio) 
opens with a plaintive motif based on the interval of a ninth, which acts as a 
gently alternating backdrop to hymn-like melody heard on the voix humaine. A 
different mood is created with Improvisation no.4 (Allegretto), its cheerful 
quavers dancing along in the manner of a scherzo. No.5 Pro Martyris (‘For 
Martyrs’) uses three phrases from the Offertory of the Commune unius Martyris 
non Pontificus (Mass of a Martyr not a Bishop). No. 6 Pro Defunctis (‘For the 
Dead’) is based on the first phrase of the Offertory of the Requiem and is 
characterised by an offbeat rhythmic motif which serves to introduce the Domine 
Jesu Christe theme of the Requiem in the second section. Saint-Saëns ends in a 
more flamboyant style with Improvisation no.7 (Allegro giocoso), which takes 
the form of an exuberant toccata. 

Various minor works will be discussed in detail in Part III (December issue of 
Console). 

************ 

GERARD BROOKS:  

Gerard is Director of Music at Methodist Central Hall, Westminster, and Curator 
Organist of Christ Church Spitalfields.  Teaching roles include that of Professor 
of Organ at the Royal Academy of Music. Gerard also currently serves as 
President of the Royal College of Organists. Gerard’s four-CD set of Saint-
Saëns’s complete organ works can be ordered from Priory Records in the special 
offers section for £20, including p & p.  This valuable and very rewarding issue, 
as performances, music and instruments, is most highly recommended. Individual 
copies, as well as all of Gerard’s CDs and DVDs can be obtained from: 
www.gerardbrooks.org.uk/shop 

http://www.gerardbrooks.org.uk/shop
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SHAPING THE PHRASE
John Riley 

Are improvised interludes within the liturgy something that should merely 
demonstrate sufficient craft to provide an appropriate ‘ambience’ or ‘cover’ …
but not draw undue attention to themselves, (perhaps a consideration even in 
some choices of written repertoire)? Or do we aspire to create something more 
memorable and engaging that does indeed draw the attention to the music (for all 
the right reasons) and encompass as much as possible the expectations of a 
written piece of music? Let us assume the latter as our goal. And key to this is a 
sense of structure and direction, very often carried primarily through the melody. 
In this article we shall look very briefly at just a few basic ways in which melody 
might be structured. And if the opening phrases are essential in engaging the ear, 
and determining how the music should continue, then so is the ending in drawing 
the music to a meaningful and controlled conclusion. 

Beware though of the traps of endless strings of phrases that have little to do with 
one another. Rather, focus on establishing at least one prominent idea - i.e. a 
‘theme’,  and developing melodic shapes and rhythmic elements within this,  and 
indeed other stated material. Music of course does not always consist of neat four 
bar phases; (how narrow and limiting if it did!). However, irregular phrase 
lengths and mixed time signatures should be a result of intent, not accident. 
Phrases may be repeated, varied to lesser and greater extents, or mixed with 
complementary and contrasting phrases; modulation, decoration and 
reharmonisation are the main ways in which this may be effected. Beware too, of 
complex and constantly changing harmonies; wonderful if done well, but these 
can also be destabilising and take up valuable mental bandwidth that would often 
be better spent focussing on the essential melodic phrase structure. 

Shaping phrases then is an essential skill for any improviser. Creative freedom 
and spontaneity also has to be underpinned by internal discipline and sometimes 
even external and prescriptive guides. A useful way of developing an instinctive 
and subliminal facility for shaping phrases is through a template of a given metre 
and perhaps also a text. The expressive nuances within different phrases of the 
text might even help determine the same within the melody. One can easily 
progress beyond one note per syllable and incorporate passing notes and a 
greater overall mix of note values and rhythms, as seen in Prelude on a text 
(Ex.1). The harmony is based on just two bass notes with inner harmonies 
formed largely of parallel thirds or sixths, (always a usefully euphonious device).  
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Note how each phrase is different from the others whilst being related in mood 
and with some thematic cross-references. Note also the options that this format 
can provide for various types of extensions. Flexibility in matching length to 
liturgical context and overall choreography is a particular advantage in 
improvised music, and yet another very good reason for developing the art. 

Ex.1

�

�

�

�

�������

��

� �	
� ����� 	� �
�� ��� ���� �	�� ��� �	
� �����

���������

� ���� ���� ������� � �	�
 ����� 	� �	� ��� �	���

�

�
�

�
�

��	�� 	�� ���� ���� �	� ��� ����

�

������������	�

������

�

�
�

�
�

�

���������	�
�����

�

�

�����

�

�

�

	
��������
�����
����
����������������
��������������
�����������������

�

�

	
������������������������
���������������� �� ���!

�

�
�

�
�
�

� �

�
� �

�
�

�
�

�
�
�

�

�
�

� �
�

� �
�

�

�
� �

� �

�

�

�

�
�

�
� �

�
� � �

�

�

� �
�

� �
�

� �

�
�

� �
�

� �
� �

�
�
� �

�

�

� �
�

�

�

�

�
�

�
�

�
� �

� �
�
�

�
�

�
�

�
�

�

�

�
�

�

�
�

�

�

�

Words: Henry Faber (1814-63)
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A single phrase can be repeated but with some variation through decoration and 
augmentation of the melody, as with Processional Fanfare (Ex.3). Another way 
of shaping a series of phrases is through being built around a repeating bass or 
simple cadence pattern, as in Intrada on ‘Nun Danket’ (Ex.4). This could continue 
with a further phrase from the hymn and/or with repetitions in another key. 
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Ex. 2

A single, simple phrase can be made to work well over a short length, even with a 
minimum of variable elements.  In Meditation on ‘Love Unknown’, (Ex.2), a 
harmonic pendulum can help create motion and an almost incantational effect.  
There are many examples of hymn phrases that could be used as the theme. Such 
an improvisation could be used as the basis for a brief interlude and a 
commentary on something that has just been sung.  
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As we gain experience in shaping simple phrases and it becomes a more 
subliminal process within the creative act, then we can develop more complex 
phrases and metres. And with that greater coherence, engagement and variety.  
An augmented and downloadable A4 version of this article with further examples, 
and accompanying sound files can shortly be found on: 
www.johnrileyorganist.com  ‘Publications and Resources’ 
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Ex. 3

EX. 4

http://www.johnrileyorganist.com
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In this issue we have a triple treat of organs, or to be more exact, the remnants of 
organs, all in the Edinburgh area.

WHICH ORGANS?

Organ’A’ Organ ‘B’

Organ ‘C’

CLUES:  

Organ ‘A’ is in a part of town 
sometimes associated with fur coats. 
Anyone fancy a pizza? 

Organ ‘B’ is in a part of town where, 
as the name might suggest, you can 
gaze upon a large stretch of water. 

Organ ‘C’ is in a very prominent 
building near to organ ‘B’, and also 
still used as a church, though not the 
original denomination.

In order to get an honourable mention in the next issue of Console, you need to 
identify all three by each building’s current and/or former names. 

Answer to April’s Quiz: The Frobenius organ in Aarhus Cathedral, Denmark. 
Correct answers in the order received were from: Adrienne Campbell, Alan Ireland, 
Andrew Morley, Norman Mitchell, Douglas Bruce, Colin Menzies, Chris Nickol.
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