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PIPE ORGAN CONTROL SYSTEM

integratedorgantech.com
877 462 4684

Integrated Organ Technologies, Inc, proudly announces the completion of the installation 
of its Virtuoso control system for The Church of Jesus Christ of Latter-day Saints in the 
organs in both the Tabernacle and the Conference Center at Temple square in Salt Lake 
City, Utah. These instruments are used for daily concerts and weekly live broadcasts that 
reach millions of listeners around the globe. The Virtuoso system handles all aspects of 
the organs’ combination action, couplers, and switching in one compact, integrated 
package.
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This book is dedicated to 
Joseph Ridges

(1827–1914)
•

An immigrant and frontier pioneer, 
practicing organbuilding with 

discernment on the edge of civilization, 
with a scarcity of materials.

Nomenclature: The European standard for note and key compass nomenclature is used throughout this book. 
When citing harmonic numbers, the Pedal pitch basis is 16ʹ and the manual is 8 ,́ for pitch No. 1.

CCC (32 )́, CC (16 )́, C (8 )́, c0 (4 )́, c¹ (2 )́, c² (1 )́, c³ (1/2 )́, c4 (1/4 )́, etc.

Organ Numbering: Every effort has been made to use the numbering nomenclature specific to each firm’s us-
age, and to avoid the ubiquitous and often incorrect use of “Opus” where not specifically appropriate. The various 
companies involving Ernest Skinner used “Organ No.” or “No.” on contracts and engineering documents, and 
Aeolian-Skinner continued the same usage from Skinner. Internally, both companies would often refer to an in-
strument only by its three-digit number, using the word “Opus” occasionally in correspondence and on the later 
signature plates. Since the various incarnations of the company used “No.” in technical documents and “Opus” in 
various ancillary documents, either term is correct, and they can be used interchangeably. 

The primary typefaces used in this publication are Garamond Premier Pro and Futura.
Garamond Premier Pro was designed by Robert Slimbach on the model of the 

roman types of Claude Garamond and the italic types of Robert Granjon. 

Futura is a geometric sans-serif typeface designed by Paul Renner and released in 1927.
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  Board members are responsible for communicating with the first committee in their columns.
  Committees are chaired by the first person listed.
  Board and some committee terms expire following the annual convention in the year listed.
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Joe o’donneLL

503�238�3987
president@pipeorgan�org

TREASURER APPOINTED
CHArLes KeGG

330�877�8800
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f i n A n C i A L  r e v i e W
Review AIO financial records and  

report to the membership at  
annual  business meeting

JiM steinBorn

VICE PRESIDENT ’24
BenJAMin YoUnG

360�256�8466
benyoung@syndyne�com

M e M B e r s H i P
Receive and review  nominations for 

 membership, recommend action 
to board� Seek new  members, 
recommend action regarding 

inactive members

SECRETARY ’26
JiM steinBorn

970�227�5699
jim@steinbornorgans�com

r e s o L U t i o n s
Review by-laws, minutes of  
board and  annual  meetings�  

Review proposed  amendments
 to the Bylaws

JiM steinBorn
MArK HotsenPiLLer

JoHn PAnninG

BOARD MEMBER ’25
JoHn riester
405�625�7540

rrpocjohn@yahoo�com

e d U C A t i o n
Administer training programs,  
plan educational content of 

conventions and mid-year seminars

MAnUeL rosALes
CArL HersoM

sCot HUntinGton
MAt t PArsons

BOARD MEMBER ’25
rYAn MUeLLer

414�581�8033
mueller�96@hotmail�com

e X A M i n A t i o n s
Establish criteria, 

scope and procedure 
for the AIO Examination

JoHn-PAUL BUZArd ’25
fredriCK BAHr ’24

riC PArsons ’26

BOARD MEMBER ’26
sAMAntHA KoCH

540-447-1563
skoch@greenleaforgans�com

e t H i C s
Receive enquiries regarding ethics 

matters; recommend action to Board

steve rePAsKY
dAvid CHAMBerLin

dennis MiLnAr

BOARD MEMBER ’26
JosePH ZAMBerL An

740-512-2357
jgz@jzamberlan�com

P U B L i C A t i o n s
Procure and review articles,  

oversee Journal and  
convention book production

sCot HUntinGton
AndreW forrest

rYAn LUCKeY
JoHn PAnninG

JoeL vAnderZee

BOARD MEMBER ’25
niCK WALL ACe

207�839�7621
david�nicholas�wallace@gmail�com

o U t r e A C H
Further the goals of the AIO 
through outreach projects

rYAn BoYLe
sCot HUntinGton
MiCHAeL L AUffer
LUKe teGtMeier

CONVENTION OVERVIEW
Hold annual review session to 
evaluate  previous convention�  

Help new convention committees with 
organization and hotel negotiations

LUKe teGtMeier CoordinAtor

MArK HotsenPiLLer
CHArLes KeGG

MAnUeL rosALes

WEBSITE RESOURCES
Develop a comprehensive online  
website resource for pipe organ  

service information

MArK HotsenPiLLer
rYAn BoYLe

dereK verveer
BenJAMin YoUnG

NOMINATING
Select candidates 

for the annual election

2024
sCot HUntinGton
MiCHAeL L AUffer

rYAn LUCKeY
riC PArsons

BenJAMin YoUnG

EXECUTIVE SECRETARY
MArK HotsenPiLLer

PO Box 1695
Grass Valley, CA 95945

415�385�8204 — execsec@pipeorgan�org

JOURNAL EDITOR
JiM steinBorn
1319 Silk Oak Drive

Fort Collins, CO 80525
970�227�5699 — aio�journal�ed@gmail�com
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ON THE COVER

The Salt Lake Temple, begun in 1853 
and dedicated 1893�

Truman Angell, architect�

image RORY WALLWORK 

THE INSTITUTE

The American Institute of Organbuilders is an educa-
tional organization dedicated to advancing the art of organbuilding 
“by discussion, inquiry, research, experiment, and other means.” 
AIO members are professional organbuilders, service technicians, 
and suppliers who subscribe to the Institute’s objectives and its Code 
of Ethics. 

In 1973, a group of organbuilders met in Washington, D.C. to 
explore the possibility of forming a professional association. A pro-
visional board was established, and a constitution committee was 
appointed. In September 1974, a convention was held in Dayton, 
Ohio, which adopted a constitution and bylaws, signed charter 
members, and elected a Board of Directors. Since that time, conven-
tions have been held each year in cities throughout the United States 
and  Canada. These meetings are structured around a full schedule of 
technical lectures, visits to local organ shops and instruments, prod-
uct exhibits, and business meetings. The opportunity to meet other 
builders, technicians, and suppliers to share ideas and information is 
another important benefit of each convention.

AIO midyear seminars provide further opportunities for profes-
sional growth. These weekend seminars are held in shops through-
out the country and are structured to provide hands-on training in a 
 variety of small group settings.

JOURNAL OF AMERICAN ORGANBUILDING

The Institute publishes a quarterly journal featuring 
technical articles, product and book reviews, and a forum for the ex-
change of building and service information and techniques. Subscrip-
tions are provided free to AIO members and are available to non-mem-
bers through the main office at $50 per year, U.S. addresses only.

MEMBERSHIP

AIO membership is open to those currently engaged in 
full-time organbuilding or organ maintenance work. Affiliate mem-
bership is open to those who are not full-time builders or technicians, 
as well as non-North American builders and those in allied profes-
sions supporting the pipe organ industry. Prospective members must 
obtain the nominating signature of a current AIO member and pro-
vide a brief summary of their work history on the nomination form. 
Further details about membership categories and annual dues are pro-
vided on the form.

WEBSITE

there are Several AIO resources available online at  
www.pipeorgan.org. The membership roster includes links to the web-
sites of companies employing individual AIO members. Members can 
change personal contact information at any time, as well as search 
for information of AIO colleagues, by signing into their individual 
accounts. Past and present convention information, seminar descrip-
tions, past copies of the AIO Journal, and a copy of the membership 
application can also be found here. Enquiries may be made of the  
Executive Secretary:

Mark Hotsenpiller
PO Box 1695

Grass Valley, CA 95945
415.385.8204

 execsec@pipeorgan.org

WWW.PIPEORGAN.ORG



WELCOME TO SALT LAKE CITY

The first Mormon pioneers arrived in the valley of the 
Great Salt Lake in 1847. Twenty years later the famous tabernacle, 
an engineering marvel in its day, and its remarkable organ were com-
plete, at least enough for the Church of Jesus Christ of Latter-day 
Saints to hold its semi-annual General Conference in October, 1867. 
With the completion of the first transcontinental railroad in 1869, 
Salt Lake City began to become less of a refuge for Latter-day Saints 
and more of a cosmopolitan city. Within the next two years its first 
Roman Catholic parish was founded, St. Mark’s Episcopal Cathe-
dral was built, and Methodist and Presbyterian churches were orga-
nized, followed by Lutherans and others.

Still, as late as 1948, G. Donald Harrison complained that it was 
hard to get a good cup of coffee anywhere in Salt Lake City! Rest 
assured, that is no longer the case. (Latter-day Saints are taught to 
abstain from alcohol, tobacco, coffee, and non-herbal tea). Much 
has changed in the last quarter century. The 2002 Winter Olympics 
provided the impetus for major infrastructure improvements, such 
as the new airport and a great light-rail system. Salt Lake City has 
become a vibrant, dynamic city. It is once again hosting the Win-
ter Olympics in 2034. Utah advertises that the mountains near Salt 
Lake offer the best powder on the planet. However, don’t bring your 
skis to Salt Lake in August!

CONVENTION HOTEL

The Hilton Salt Lake City Center Hotel is the host ho-
tel for this year’s convention. The Hilton is located just a couple 
blocks south of Temple Square, allowing conventioneers to visit on 

foot if they choose. Many of the amenities to which we are accus-
tomed are included: Wi-Fi is complimentary throughout the hotel. 
Parking, normally $29/day, has been discounted to $10/day. Guest 
rooms are comfortable and offer the usual accoutrements. Spencer’s 
Steaks and Chops, one of Salt Lake’s finest dining establishments, is 
located off the hotel lobby and offers exquisite lunch and dinner fare. 
Trofi Bistro features a breakfast buffet. 

WEATHER

Salt Lake City is located in a high-elevation desert 
valley at 4300 feet above sea level. High temperatures in August can 
exceed 90 degrees, but it’s a dry heat! Nighttime temperatures com-
monly cool into the 60s. Very little rain occurs in the summer except 
for a rare afternoon thunderstorm.

GETTING THERE

The Salt Lake City airport (SLC) is served by all major 
airlines. It is an important hub for Delta Airlines with about 70% of 
total air traffic. The airport is located 8 miles northwest of the city.

Getting from the airport to the Hilton is easy and inexpensive if 
you use the light rail system, TRAX. Trains depart every 15 minutes 
during the day. One-way fares are $2.50, or $1.25 for seniors. To find 
the station at the airport, follow the signs for Ground Transporta-
tion. Once outside, turn left and go to position “1A”. Fare machines 
are located there which accept credit cards and cash; payments are 
not accepted on the trains. Once in the city, exit at Gallivan Plaza 
station. Walk left to the corner, turn right on 300 South and proceed 
to the next intersection. Turn right on West Temple where you will 
find the Hilton. Of course, taxis and ride shares are also available. 

AIO 2024 CONVENTION
Salt Lake City, Utah

headquartered at

Hilton Salt Lake City Center Hotel
255 South West Temple

Salt Lake City, utah 84101

(801) 328-2000

David Chamberlin convention chair
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Amtrak serves Salt Lake City (SLC) via the California Zephyr. 
The train station is intermodal. Catch the TRAX Blue Line, which 
begins its route at the Amtrak station. Exit at Gallivan Plaza as 
above.

TRAX features a “free fare zone” in the central portion of the city. 
This will allow you to easily access Temple Square and its visitor’s 
centers and Family History Library, the Clark Planetarium, and 
City Creek Shopping Center among other venues.

The street naming convention in Salt Lake City, Utah, is based on 
a grid system that uses a numerical coordinate system. The streets 
are named in relation to their distance from the city’s center, the 
intersection of Main Street and Temple Square. The city is divided 
into blocks, with each block representing 100 units. For example, 
200 East is two blocks east of Main Street, and 300 South is three 
blocks south of Temple Square. This grid system makes navigation 
and addressing easier for residents and visitors.

TOURS

The schedule for this year’s convention deviates from 
our normal routine. Each day will feature lectures during a portion 
of the day followed or preceded by an excursion away from the hotel. 
Since this is the case, there will not be an official “Spouse Tour”. The 
pre-convention tour on Saturday will visit the Golden Spike Nation-
al Historic Park in Promontory where we will see the beautifully rep-
licated locomotives, the Jupiter and No. 119, emerge from their en-
gine houses under their own steam. We will then visit Union Station 
in Ogden and the various museums there in addition to an optional 
side trip to the Hill Aerospace Museum. The post-convention tour 
will focus on five organs in Salt Lake City.

I would like to extend my sincere appreciation to the following for their 
invaluable assistance and contributions to this book: Curt Hawkes and the 
Austin Organ Co., Michael Fazio, President; Michael Bigelow and David 
Chamberlin, M.L. Bigelow & Co.; Mark Lively and the Lively-Fulcher Organ 
Co.; Jack Bethards and the Schoenstein Organ Co., Anne Walkenhorst and 
Sean Cureton, The American Organ Archives of the OHS; Nick Bergin, 
editor, The American Organist; St. Mark’s Cathedral; Richard Elliot and John 
Longhurst of the LDS Tabernacle; Bill Hesterman, Mark Hotsenpiller, Len 
Levasseur, Gabrielle Terrone, Kenneth Udy, James Wallmann, and the AIO 
Publication Committee.
 — Scot Huntington, Editor
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SATURDAY, AUGUST 17 
HOTEL ACTIVITIES

 7:30 AM Registration Desk open
 8:00 AM Exam Review Session I
 12:00 PM Lunch on one’s own
 1:00 PM Exam Review Session II and Examination
 5:00 PM Free Time
 6:00 PM Dinner on one’s own
 7:30 PM Board of Director’s Meeting I

SUNDAY, AUGUST 18
 8:00 AM Exhibitor Setup
 9:00 AM  Board of Director’s Meeting II, if necessary
 9:15 AM Music and the Spoken Word, Live Broadcast 

from Conference Center, on your own
 11:00 AM Registration Desk open
 11:00 AM Lunch on one’s own
 12:00 PM lecture James Wallmann

Salt Lake Tabernacle Organ History, 1867–1948
Joseph Ridges, a carpenter-cum-organbuilder from 
England who came to the Utah Territory via Aus-
tralia, built the first Salt Lake Tabernacle organ in 
1867 with metal pipes and other parts purchased from 
Wm. B.D. Simmons of Boston. The pioneer organ 
was enlarged in 1885, then rebuilt by W.W. Kimball 
Company in 1901 and rebuilt again by Austin Organ 
Company in 1916. Using sources not previously con-

sulted by organ historians, this lecture will review the 
history of the Tabernacle organ before 1948.

 1:30 PM Walk or bus to Tabernacle at Temple Square
 2:00 PM daily organ recital Tabernacle
 3:30 PM Walk or bus to Cathedral of St. Mark, Episcopal
 4:15 PM evensong at Cathedral of St. Mark, Episcopal
 5:15 PM Walk or bus to Hilton
 6:00 PM Dinner and Exhibitors Night
 6:00 PM 40 and Under Dinner
 11:00 PM Exhibits close

MONDAY, AUGUST 19
 7:30 AM Registration Desk open
 8:00 AM Annual Business Meeting
 9:00 AM lecture  John Bishop

Preservation and Relocation of Pipe Organs

 10:30 AM Coffee Break
 10:45 AM panel discussion

Control Systems for Complicated Pipe Organs

 12:30 PM Lunch at Hotel. Exhibits open
 1:30 PM Walk or bus to Tabernacle
 2:00 PM lecture Jonathan Ambrosino

Summation of Style: G. Donald Harrison and 
the Tabernacle
Perhaps the most mythologized yet misunderstood 
20th-century U.S. organ builder, G. Donald Harrison 
came from London to Boston in 1927 to impart to 
Skinner organs the tonal ideals of his former employer, 
Henry Willis III. In reality, Harrison adopted just as 
many patterns of his namesake Harrison & Harrison 
before striking out on his own highly personal path. In 
this he was influenced partly by older English and 
French organs, and partly by the ideas of those around 
him, but principally from his own fascinations, convic-
tions, trials, and errors. The slow Depression economy, 
financial reserves, collaborative customers, and the tal-
ented Aeolian-Skinner workforce all allowed Harrison 
a rare opportunity to evolve a new style, which found its 
apotheosis at Salt Lake City. Jonathan Ambrosino 
traces that style, showing how Opus 1075, meant to 
sum up, still offered a platform for experimentation.

 3:00 PM lecture Bill Hesterman
Overview of changes made to the Tabernacle 
organ since 1948 

 3:30 PM demonstration Aeolian-Skinner Op. 1075, 
1945-48 (V/206) — Richard Elliott

 4:15 PM Chamber Tour

SATURDAY, AUGUST 17
PRE-CONVENTION TOUR
 7:30 AM Registration Desk open
 8:00 AM Buses depart for Golden Spike National 

Historic Park
 9:30 AM Tour of Golden Spike NHP, Arrival of 

CPRR Jupiter & UPRR No. 119
 11:30 AM Buses depart for Ogden
 12:30 PM Arrive at historic Ogden Union Station. 

Lunch on one’s own
  Railroad, classic car, and firearms 

museums
 1:30 PM One bus departs for Hill Aerospace 

Museum, optional
 4:00 PM Buses depart for Hilton
 6:00 PM Dinner on one’s own
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 5:30 PM Walk or bus to Hilton
 6:00 PM Dinner at Hotel and Exhibits open
 6:00 PM APOBA Dinner
 10:00 PM Exhibits close

TUESDAY, AUGUST 20
 7:30 AM Registration Desk open
 8:00 AM Buses depart for American Fork. Divided into 

two groups by bus
 8:45 AM Group A  Bigelow Shop Tour,  

Op. 44 (III/39) under construction
   table talks
 8:45 AM Group B Alpine Tabernacle,  

Austin Op. 1130, 1923. 
  presentation Victor Hoyt

What the Heck is a Punjab?
An informal discussion and Q&A concerning the 
mysteries and unique language of Austin Organs 
maintenance and repair.

 10:00 AM Groups change places. Walk or bus.
 10:15 AM Group A Alpine Tabernacle
  Group B Bigelow Shop
 11:30 AM All buses depart for Provo Central Stake 

Center
 12:15 AM Box Lunch at Provo Central Stake Center
 1:00 PM lecture/demonstration 

David Chamberlin
Bigelow’s “Either/Or” Stop Action

 2:30 PM Buses return to Hilton Hotel
 3:30 PM lecture Craig Hilton and Chris Boone

Protecting Your Craft
Insurance and Risk Management for Organbuilders

 4:45 PM lecture John-Paul Buzard
Demystifying the Exam

 6:00 PM Dinner on one’s own

WEDNESDAY, AUGUST 21
 7:30 AM Registration Desk open
 8:00 AM lecture Lynn Dobson

Designing The Organ of the Future

 9:15 AM lecture John Seest
Structural Basics for Organbuilders
This presentation will review the basics of how struc-
tures behave and misbehave.

 10:15 AM Coffee Break, Exhibits open

 10:45 AM lecture Joe Nielsen
Voicing Repairs in the Field

 12:00 Noon Lunch at hotel, Exhibits open – Last Chance
 12:00 PM Board of Directors Meeting III with new Board
 1:15 PM Walk or bus to Conference Center at Temple 

Square
 2:00 PM daily organ recital Conference Center 
 2:30 PM lecture Jack Bethards, Louis Patterson

The Conference Center Organ:  
From Concept to Realization

 3:15 PM demonstration 
Schoenstein Op. 139, 2004 (V/130)

 3:45 PM Chamber Tour
 5:00 PM Walk or bus to Hilton
 6:00 PM Cash Bar
 7:00 PM Banquet and Awards

THURSDAY, AUGUST 22
POST-CONVENTION TOUR
 8:30 AM Registration Desk open
 8:45 AM Walk or bus to Cathedral of St. Mark, 

Episcopal
 9:00 AM demonstration 

 Bigelow Op. 35 (III/40)
 10:15 AM Walk to Cathedral of the Madeleine
 10:30 AM demonstration 

 Kenneth Jones (IV/80)
 11:45 AM Board buses for St. Ambrose Catholic 

Church
 12:15 PM Box lunch at St. Ambrose
 1:00 PM demonstration Bigelow Op. 36 (III/50, 

rebuild of Holtkamp No. 1820)
 2:00 PM Board buses for University of Utah,  

Libby Gardner Concert Hall
 2:15 PM demonstration 

Lively-Fulcher (III/67)
 3:30 PM Board buses for First United Methodist 

Church
 4:00 PM demonstration Bigelow Op. 38 (III/42, 

rebuild of 1906 Kilgen)
 5:15 PM Walk or bus to Hilton
  Dinner on one’s own
  Optional, on one’s own:
 7:30 PM Tabernacle Choir rehearsal — Conference 

Center, open to the public
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JONATHAN AMBROSINO

Jonathan Ambrosino is a tun-
er-technician, consultant, journalist, 
and tonal finisher. Together with Joe 
Sloane he looks after distinguished Bos-
ton-area instruments (Trinity Church, 
Old South Church, Church of the Ad-
vent, Groton School), many of which he 
has shepherded through some form of 
tonal restoration or reconstruction. As an advisor, he has consulted 
to more than 100 churches, universities and private schools, nation-
ally and abroad, on projects for new and restored organs, including 
Saint Thomas, New York City and Harvard University. Current 
consultation includes the three new organs for Trinity Church Wall 
Street, Schantz’s restoration of Möller Op. 8000 at Central Presby-
terian Church, Park Avenue, and Foley-Baker’s relocation of Skinner 
819 to Episcopal High School, Houston. Over the past 35 years, he 
has written widely on organ matters in the U.S. and U.K., lectured 
at numerous AIO conventions, written, and served twice as editor 
of the AIO Journal. As a tonal finisher, he has been involved in nu-
merous new and restoration projects (Longwood Gardens, St. John’s 
Cathedral, Denver), often also involved in the pipe restoration. His 
most recent such effort, in collaboration with Alden Organ Service, 
the late Richard Houghten, Joe Sloane, and Ortloff Organ Co., is 
the relocated 3/38 1927 Skinner, Op. 563, from New York City to 
Southern Methodist University in Dallas, completed this past Jan-
uary. He is currently working with Spencer Organ Co. on the ton-
al end of Aeolian-Skinner Op. 932, Calvary Church in Memphis, 
which is reconstructed largely to its 1935 state.

JACK BETHARDS

Jack Bethards, Chairman and 
Tonal Advisor of Schoenstein & Co., 
became an “organ nut” at the age of eight 
when Schoenstein electrified the organ 
in his church. In school and college, he 
worked for the San Francisco Möller 
installation and maintenance firm. Fol-
lowing his father’s advice, he pursued a 
career in business management and consulting before purchasing 
the Schoenstein firm in 1977. Jack’s musical training comes from 
decades of orchestral playing and conducting.

JOHN BISHOP

Since becoming director of the 
Organ Clearing House in 2000, John 
Bishop has managed the sale of around 
one hundred fifty organs. As the com-
pany had dismantled hundreds of in-
struments since its founding in 1962, 
John expanded the services by recog-
nizing that screws can be turned in two 
directions, and as OCH merged with the Bishop Organ Company, 
started offering comprehensive relocation projects, renovating and 
installing select instruments. This led to offering the services of 
the OCH crew to assist colleague organ companies installing their 
new organs. In the past ten years, the OCH, under the leadership of 
OCH President Amory Atkins, has helped with the installation of 
over twenty new pipe organs.

 John has a degree in organ performance from Oberlin. As a stu-
dent, he worked part-time for John Leek in Oberlin, becoming full-
time after graduation. He worked for Angerstein & Associates in 
Stoughton, Mass. from 1984–1987, and founded the Bishop Organ 
Company in 1987, restoring, renovating, and maintaining organs in 
the Boston area and throughout New England.

 John has written the monthly column, “In the wind…” for The 
Diapason since 2004. He has served on the board of directors of the 
Friends of the Kotzschmar Organ in Portland, Me. for twenty years. 
He lives in Newcastle, Me. and Stockbridge, Mass. with his wife 
Wendy and Farley the Goldendoodle.

CHRIS BOONE

Chris is Buckner Insurance’s Vice 
President of Producer Development and 
manages Buckner’s Utah County Office, 
located in Pleasant Grove. Chris has been 
in the insurance industry since he joined 
Buckner in 2018. He has industry spe-
cialties in construction, manufacturing, 
and professional services. Before joining 
Buckner, Chris worked in the construction industry for eight years. 
His background and licenses provide him with industry-specific 
knowledge and expertise that are extremely valuable to his clients.

Chris earned his bachelor’s degree in finance from Utah Valley 
University and later went back to complete his MBA, with a Finance 
Emphasis as well. He is a Certified Insurance Counselor (CIC) and 
is actively involved in several Home Builder and Contractor Asso-
ciations. Chris loves to spend time with his wife, Shelby, and their 
three children. He enjoys working with his hands and isn’t afraid of 
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hard work. He enjoys hunting, riding horses, fishing, playing sports, 
and anything that gets him in the outdoors with family and friends.

JOHN-PAUL BUZARD

John-Paul Buzard is the Artistic 
Director of Buzard Pipe Organ Build-
ers, LLC of Champaign, Illinois. He 
received his Master of Music degree in 
Organ and Church Music from North-
western University in 1980, and his 
Master Organbuilder Certificate (now 
Fellow) from the American Institute 
of Organbuilders in 1985. Prior to founding the firm, Buzard was 
Curator of Organs and Harpsichords at the University of Illinois at 
Urbana-Champaign.

John-Paul is a member of the American Guild of Organists and 
the Organ Historical Society; the Buzard firm is a member of the 
International Society of Organbuilders and APOBA. He is also a 
member of the Worshipful Company of Musicians of the City of 
London, having been sponsored by organbuilder Henry Willis 4 as 
the only non-English resident allowed into this ancient musicians’ 
craft guild. (This distinction entitles him to drive a herd of sheep 
across London Bridge and legally whistle a tune while doing so!) 

J-P has a long-standing passion for welcoming new people into 
our profession and marking their professional achievements in 
meaningful ways. This inspired him to develop an Apprenticeship 
Program for Organ Builders, which has been approved by the U. S. 
Department of Labor. The program’s academic aspect mirrors the 
AIO’s examination process, adding practical hands-on experience 
requirements to the curriculum, allowing successful participants to 
achieve Journeyworker and Master certifications. This program is 
being made available at no charge to any established organ builder 
who might like to formally train an apprentice.

DAVID CHAMBERLIN

David Chamberlin is vice-presi-
dent and tonal director of M. L. Bigelow 
& Co., Inc., Organ Builders, but most 
of his time at the shop is spent in me-
chanical design. He caught the “organ 
bug” early in life (age four) by “helping” 
his father remove a pipe organ (Murray 
Harris, he thinks) from a local church 
that had been condemned and slated for demolition. His father was 
a devoted amateur organist, and David spent most of his church time 

on the organ bench next to his father as an eager page turner and 
stop puller. At age fifteen he took his father’s place. After graduat-
ing from high school he chose to major in music (against his father’s 
better judgment), feeling neither qualified nor interested in a more 
sensible (!) pursuit. He graduated with honors from Brigham Young 
University and a few years later completed a master’s degree at the 
Eastman School of Music, a student of David Craighead. Between 
degrees, while his newlywed wife finished her music degree at BYU, 
he stumbled into a temporary job at Bigelow’s. After their two and a 
half years in Rochester, realizing he would not be the world’s great-
est organist after all (!), he telephoned Mike Bigelow who responded 
with “Sure, we’ll find something for you to do.” That was 39 years 
ago. Still there.

David has been the organist at Zion Evangelical Lutheran Church, 
Salt Lake City since 1987. Besides regular duties, he voluntarily pre-
pares musical psalm settings for every Sunday. In 1996 he was com-
missioned to compose a new setting of the liturgy, which is still in 
use, rotating seasonally with other settings known more widely. Be-
sides organ benches, his other favorite uncomfortable place to sit is 
on his mountain bike.

David has served the AIO as a member of the Board of Directors, 
currently as a member of the Ethics Committee, and (oh, yeah) chair 
of the 2024 Convention Committee.

LYNN DOBSON

Lynn Dobson is well known for 
lectures at several previous AIO con-
ventions. He began building organs 
under his own name in 1974. To date 
the company has built 98 new organs 
and restored or rebuilt many existing 
instruments. New organs may be either 
mechanical or electric action; proj-
ects involving existing organs range from the restoration of nine-
teenth-century instruments to the enlargement of the Schlicker 
organ in the Chapel of the Resurrection at Valparaiso University. 
The company he founded employs 20 people; notable projects in-
clude large organs for the Cathedral of Our Lady of the Angels in 
Los Angeles, the Kimmel Center for the Performing Arts in Phil-
adelphia, and Saint Thomas Church, New York City International 
projects include an organ for Merton College at Oxford University 
and an organ for St. James Church, King Street, Sydney, Australia, 
currently nearing completion. Lynn is a member of AIO, AGO, 
OHS; and Dobson Pipe Organ Builders, Ltd. is a member of APO-
BA and ISO. In 2020 Lynn sold the business and retired from full-
time work but still continues to do design work part-time for the 
company.
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WILLIAM HESTERMAN

Bill started taking piano les-
sons at the age of 9, and organ lessons 
at age 12. At the age of 14, lessons were 
started with Tabernacle Organist Roy 
M. Darley. Bill’s first Temple Square 
performance in 1968 was playing for the 
Sunday morning session of Stake Con-
ference in the Assembly Hall. Bill has 
been playing for events and meetings on Temple Square ever since. 
Bill has performed inaugural concerts on organs in Utah, Califor-
nia, New Mexico, and Texas. 

At the age of fifteen, Bill expressed interest in learning how a 
pipe organ “works.” Wayne Devereaux, then head technician of the 
Tabernacle instrument, agreed to teach him about the workings of 
the organ. This early technical training led to what would become a 
lifetime career for Bill. In 2005, Bill’s company, Rocky Mountain 
Organ Company, Inc. was contracted to protect the Tabernacle Or-
gan during the seismic remodeling of the Tabernacle. Bill is also the 
National Sales Director for Austin Organs, Inc. of Hartford, Conn. 

In August of 2013, Bill became a volunteer member of the Taber-
nacle Choir administrative staff serving as an assistant to the Taber-
nacle Organists. 

CRAIG HILTON

Craig has been in the insurance 
industry since 1989 and has been with 
Buckner Insurance since 2003. He has 
industry specialties of construction, 
financial institutions, hospitals, restau-
rants, manufacturing and professional 
services. Craig is on the 2020 Insurance 
Business America’s Top 100 Producers.

Craig’s favorite place to be, outside of work, is on the river fly fish-
ing or hunting and his favorite place to be is at his cabin near Clear 
Creek, Utah. His favorite movie is The Hobbit and he loves eating 
sushi. As a child, Craig enjoyed baseball, football, basketball, and 
fishing or hunting with his father. He considers marrying his wife, 
Sharon, as his greatest accomplishment.

VICTOR HOYT

Victor began his career as an ap-
prentice in a small tracker restoration 
shop in Florence, Massachusetts. After 
two years, he moved on to Austin Or-
gans, Inc. and fell in love with all the 
machines. He worked at Austin, both 
as an employee and a contractor, for the 
next thirty-eight years. He is currently 
the Associate Curator of Pipe Organs at West Point USMA.

JOSEPH NIELSEN

Joseph Nielsen began his career 
in organ building with Quimby Pipe 
Organs. Combining a master’s degree 
in organ performance with years of car-
pentry experience, Joseph’s career in the 
industry has spanned nearly 24 years. 
He has worked all over the United States 
with various firms who recognize his ex-
pertise in designing, building, voicing, and maintaining pipe organs. 
In 2023, he began working for The Church of Jesus Christ of Lat-
ter-day Saints as the curator of pipe organs on Temple Square. He 
has the privilege of stewardship over G. Donald Harrison and Aeo-
lian-Skinner’s epic Op. 1075, as well as Schoenstein’s magnum opus. 
The creation of majestic sound, cohesion of tone, a variety of color 
and proper speech are at the core of his tonal philosophy. 

LOUIS PATTERSON

Louis Patterson, President of 
Schoenstein & Co., oversees all aspects 
of the company. He has over fifty years of 
organ building experience. Prior to join-
ing Schoenstein in 1999, Louis served 
ten years as a full-time church musician. 
He has also maintained a dual career in 
organ building and church music, spe-
cializing in service work, tuning, and managing organ projects.
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JOHN SEEST

John Seest is a Principal at ARSEE 
Engineers in Indianapolis. He has 
worked in various capacities at Goulding 
& Wood and periodically assists other 
organbuilders with structural engineer-
ing issues.

JAMES WALLMANN

James L. Wallmann grew up play-
ing Austin Op. 2008 (1938) in Berke-
ley, California. After studying music at 
Brigham Young University in Provo, 
Utah, Jim obtained a law degree from 
Georgetown University and recently 
retired after many years as a corporate 
attorney for an international building 
materials company in Irving, Texas. Since 1984, he has reviewed over 
650 books, most in foreign languages, for The American Organist. His 
other writings have appeared in that publication and in The Organ 
Yearbook, The Tracker, Het Orgel, Twentieth-century Organ Music 
(2012), and Journal of the Fellowship of American Bibliophilic Societies.

PRESENTERS

ORGAN, LLC

700 2nd Street • Waynesboro, Virginia 22980
P.O. Box 982 • 540.949.8737 
www.klannorgan.com • sales@klannorgan.com

KLANN ORGAN, LLCKLANN ORGAN, LLC

We are one of the oldest 
manufacturers of pipe 
organ components in North 

America today!

From complete console 
rebuilds to supplying 
components such as pistons, 
cymbelsterns, pedal valves, 
swell shoes, LED music  
racks & pedal lights or  
any other needs, call  
540-949-8737 or email us  
at sales@klannorgan.com.

• 40+ years in organ building.
• Expert in technical design, CAD layouts,

and CNC technology.
• Offering seamless 2D/3D workflow from

concept to shop-ready drawings.
• Background in shop work, tuning,

maintenance, tonal finishing, & installs.
• European trained, familiar with American

and European organ building.

Contact Thomas Rohlfs 
Mobile +1 (540) 243-1509 or at info@pipeorganservices.com

V I S I T  T H E  A M E R I C A N  I N S T I T U T E
O F  O R G A N B U I L D E R S  O N L I N E

W W W . P I P E O R G A N . O R G
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Recent clients include 
Schoenstein & Company, 
Patrick J. Murphy & Associates, 
the Noack Organ Company, 
Richards, Fowkes & Company, 
Paul Fritts and Company, 
Ortloff Organ Company, 
Emery Brothers

•  Consultation
•  Rigging and Hoisting
•  Special Commodities    
   Trucking
•  Dismantling and    
   Installation
•  Extra experienced  
   hands in your 
   workshop 

S P E C I A L I S T S  I N  P I P E  O R G A N  L O G I S T I C S

john@organclearinghouse.com   •   www.organclearinghouse.com   •   (617) 688 - 9290

Old St. Patrick’s Basi l ica, New York, NY. 
Dismantl ing 1868 Erben organ.
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CURATOR, J.W. STEERE 8c SON ORGAN 
THE BAPTIST TEMPLE, BROOKLYN, NY 

!J(eith !Bi99e't
227-46 I 14TH ROAD 

CAMBRIA HEIGHTS, NY 11411·1314 

HOME: (71 8) 528-9443 
E-MAIL: K_BIGGER@YAHOO.COM 

J.W. STEERE 
1825-1900 

• Custom Solutions to fit your unique needs 
• Quality and Reliable Products 

• Friendly and Helpful Customer Service 
• Handmade Products in the USA

800.416.7426 • ZephyrBlower.com • info@ZephyrBlower.com

LEN LEVASSEUR PHOTOGRAPHS HTTP://THENEOPRESS.MYPORTFOLIO.COM



13

CATEGORY HEAD

Plug and Play organs and pianos 
by Viscount Instruments

All the hardware you need for 
your Virtual Pipe Organ

Wireless MIDI transmission
 trusted by the biggest names

4-2800 John St
Markham ON

L3R 0E2
888-812-9717

Custom  built control systems
 for custom built organs
www.OrganWorks.com

www.MidiWorks.ca

www.midijet.com

www.Viscountclassicorgans.com

Control Systems to Make 
Your Life Easier

 MIDI keyboards with built 
in pistons

 AGO MIDI pedalboards
 Pre-wired toe studs and 

shoes available
 Touch screen capability
 Legacy Console Control 

Computer still available
 New  Maestro Linux based 

control system
 Over 40 years of 

experience

Casavant op. 3946 (Phase 1 @ 2m, 43r, 2023)
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ACOUSTICS AND SOUND SYSTEM CONSULTING FOR HOUSES OF WORSHIP

57 Granite Dr • Penfield NY 14526
M: 914-643-1647 • mail@claytonacoustics.com
www.c lay tonacous t ics .comA C O U S T I C S  G R O U P

C L A Y T O N

St. Philip’s is home to 3200 families, located in one of the fastest-growing areas of the 
country. But things didn’t start out that way. . .  The fledgling congregation held its first 
mass in November 1967 and built their first church in 1971. Larger churches were

built in 1977 and again in 1997, but within two decades the parish had outgrown their third
building. Phase 1 of a new parish campus, including the 800-seat rear half of the church nave 
was completed in 2022. Future plans include a 1000-seat Phase 2 parish hall plus completion 
of the church to add up to 1000 more seats.
We joined the project part-way through design and were delighted to find a pastor who em- 
braced time-honored building forms and championed traditional Catholic liturgical music led by 
choir and organ. A generous natural acoustic to support the liturgy and congregational singing 
was an essential component. The architects brought a solid understanding of historic church 
design as viewed through a 21st-Century aesthetic lens, and employed practical, affordable, 
modern construction techniques to realize an excellent compromise of the many competing 
architectural, engineering, liturgical, acoustical, musical and spoken word requirements.
The scale of this parish church is vast, even at half its final length: 95' long x 75' wide x 78' high. 
Walls are built up from multiple layers of cement board and dense drywall. The organ chamber

has four total layers on heavy-gauge steel framing isolated 
from adjacent offices. 3"-thick laminated tongue & 
groove southern pine is used for the exposed roof deck. 
The floor is polished concrete, and the walnut pews have 
no pads. Full-bandwidth reverberance exceeds 5 seconds 
(unoccupied). Phase 1 of a new Casavant balcony organ 
was completed in 2023. We also designed a speech-rein-
forcement sound system for intelligibility of the spoken 
word from the sanctuary, plus balcony voice-amplifica-
tion for cantors. Now, St. Philip’s can really grow!

C A T H O L I C  C H U R C H    Flower Mound, Texas
St. Philip the Apostle



Slider motor R50, for all sliders 

60mm x 60mm cross 
section and up to 35mm 
of travel. 50N of force. 
Available in 13.3Ω (14V) 
and 4.4Ω (24V).

Laukhuff  S.1 slider motor control 
with Heuss R50 slider motor 

Pulldown magnet, for slider chests 

17mm wide and 8mm 
of travel. 8.5N of force. 
Available in 25Ω (14V) 
and 50Ω (24V).

Direct pallet magnet

With discs up to 40mm.
Available in 58Ω (14V) 
and 135Ω (24V).

Slider motor R20, for small sliders

Just 40mm x 40mm cross 
section and up to 25mm 
of travel. 20N of force. 
Available in 6.6Ω (14V) 
and 20Ω (24V).

Drawknob solenoid

18mm or 26mm of travel. Soon in 
46Ω (24V). 14V coming later.

Laukhuff  swell engine control with 
Heuss swell engine motor

Action magnet, for cone chests

20mm wide and 7mm of 
travel. Available in 58Ω 
(14V) and 135Ω (24V).

Pipe organ components 
of the highest quality. 
For a full selection of our products, please visit our website.

We are pleased to announce that 
Otto Heuss has acquired exclusive 
rights to the S.1 Slider Motor and 
the Laukhuff  Swell Engine to 
continue these well-designed 
products and maintain quality 
standards just like Laukhuff . 

We combine the advantages of 
advanced Laukhuff  electronics 
together with precise and robust 
Heuss motor technology to create 
new superior products for new 
organs and compatible spare parts 
service for existing organs.

www.ottoheuss.deinfo@ottoheuss.de

Coming soon

Out now! Out now!



Matters, Inc.
pipeorgancontrol.com

Facade Pipes Meticulously hand-crafted
Unsurpassed structural stability

Mark 574.209.1520
Justin 605.431.3499

Seamless 3 to 6 micron reflectivity
Excellent acoustical properties

Electro-Mechanical Action
Pipe Organ Control System

Facade Pipes in Center Flats by Matters, Inc.
Pasi Opus 29 St. Mary’s Seminary Cincinnati
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Austin Organ Co., Opus 1130, 1923
New Austin console, 1976
source: Transcribed from the console.

Compasses: 61/32

II. GREAT
16 Bourdon [Ped]
8 Open Diapason
8 Gross Flute
4 Principal
4 Flute Harmonic
8 Tuba
 Chimes
 Great to Great 16, 4
 Great Unison Off
 Swell to Great  16, 8, 4
 Choir to Great 16, 8, 4
 
I. CHOIR
8 Geigen Diapason
8 Hohl Flute
8 Dulciana
8 Unda Maris
4 Flute d’Amour
8 Clarinet
 Tremolo
 Choir to Choir 16, 4
 Choir Unison Off
 Swell to Choir 16, 8, 4

III. SWELL 
16  Lieblich Gedeckt
8 Gedeckt
8 Gamba
8 Gamba Celeste
8 II Echo Celeste
4 Flauto Traverso
2 Flautino
8 Oboe
8 Vox Humana
 Tremolo
 Swell to Swell 16, 4
 Swell Unison Off 

PEDAL
16  Diapason
16 Bourdon
16 Lieblich Gedeckt [Sw]
8 Bourdon [ext]
 Great to Pedal 8, 4
 Swell to Pedal  8, 4
 Choir to Pedal 8, 4

ACCESSORIES
Manual divisional pistons: 1-8
Pedal divisional toe studs: 1-8
Divisional cancel bars
General pistons: 1-8
General toe studs: 9-16
Setter
Tutti toe stud
Crescendo pedal
Swell and Choir expression 

pedals
Reversible pistons: Gt-Ped; Sw-

Ped; Ch-Ped; Sw-Gt
Maas-Rowe chime volume 

roto-selector: Off, 1-6
Touch screen portal for digital 

combination system
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Bigelow & Co., Opus 16 (1987)
Two Manuals and Pedal
18 ranks: 13 voices (+2 transmissions = 15 stops)

MANUALS and PEDAL Manual I OR Manual II OR Pedal Pipe count
1. Subbass 16 30
2. Quintadena 16 16 58 

3. Praestant 8 8 58
4. Chimney Flute 8 8 58
5. Quintadena 8 from 16ʹ

6. Gamba 8 8 58
7. Celeste 8 8 from tenor-c 46
8. Octave 4 4 58
9. Conical Flute 4 4 58

10. Octave 2 2 58
11. Nazard/ 22/3 58

  Cornet III 2ʹ + 13/5ʹ from tenor-c 92
12. Mixture/ IV 232

  Quint 11/3
13. Dulcian 16 16 58
14. Trumpet 8 8 58
15. Trumpet 8 from man.

Total pipes 980

GENER AL
Manual I to Pedal 
Manual II to Pedal 
Manual II to Manual I 
Flexible Wind/Tremulant 
Cymbelstern
Vogelgesang
58/30 notes. Flat pedalboard. Keys of bone and ebony.
Self-regulating, suspended mechanical key action.
Mechanical stop action. Stops with pitches listed under two 

divisions are registered on one OR the other division by 
means of sliding stop levers, e.g.: I - Off - II.

Mechanically operated swell shades enclose all pipes except 
Praestant and Subbass.
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FLUE PIPE SCALES

C c0 c¹ c² c³
Subbass 16ʹ Diameter: 170x235 101x152 64x105 — —

Cut-up: 76.5 44.0 21.0 — —

Ouintadena 16ʹ Diameter: 130.0 82.0 51.0 33.0 22.0
1/4 mouth Cut-up: 35.4 21.1 11.9 8.4 6.3

Pracstant 8ʹ Diameter: 140.0 76.5 48.0 28.0 17.0
1/4 mouth Cut-up: 34.5 18.8 10.5 7.5 4.4

Gamba 8ʹ Diameter: 91.5 56.5 34.5 21 13.5
4/11 mouth Cut-up: 19.4 12.3 7.4 5.0 2.6

Celeste 8ʹ Diameter: --- 54.0 33.0 20.0 13.0
4/17 mouth

Chimney Flute  8ʹ Diameter: 111x120 70x77 51.5 32.0 20.5
4/11 mouth Cut-up: --- --- 16.8 9.8 5.8

Octave 4ʹ Diameter: 86.0 50.0 29.0 17.0 10.0
1/4 mouth Cut-up: 19.5 10.5 7.3 4.1 2.6

Conical Flute 4ʹ Diameter: 86/34.5 58/25.0 38/17.5 24.5/13.5 15.6/9.2
2/9 mouth Cut-up: 20.0 11.8 7.5 4.8 3.0

Nazard 22/3ʹ Diameter: 73/44 42/34 24.0 15.5 10
(Cornet III) Cut-up: 13.3 8.0 6.0 3.5 2.5
1/5 mouth

Open Flute 2ʹ Diameter: — 33.5 20.5 13.0 9.0
(Cornet III) Cut-up: — 6.5 4.6 2.9 2.0
1/5 mouth

Tierce 13/5ʹ Diameter: — 28/22 17.0 11.0 8.0
(Cornet III) Cut-up: — 5.8 4.0 2.5 1.8
1/5 mouth

Octave 2ʹ Diameter: 43.5 26.0 15.0 9.0 5.5
4/17 mouth Cut-up: 10.9 7.0 4.3 2.6 1.6

Mixture (2 )́ Diameter: 40.0 24.0 13.5 8.5 5.5
Unisons 4/17 mouth Cut-up: 10.0 6.0 3.8 2.5 1.4
Quints 2/9 mouth
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REED PIPE SCALES

C c0 c¹ c² c³
Trumpet 8ʹ
    Resonators: Hammered lead, thickness C = 1.5 mm. Voicing slots approx. one diameter from pipe 

tops. Double-length (harmonic) from f#².
Diameter: 107.0 73.0 55.0 49.0 48.0
Length: 2220 1150 560 256 256

Shallots: C: Tapered with lead face
c¹: Parallel, domed with lead face
c²: Parallel, domed, open

Diameter: 14/16 10/13 8.0 6.5 6.0
Length: Normal length, determined by pipemaker

Tongues: Medium-hard brass
Thickness: 0.44 0.31 0.22 0.12 0.10

Boots: Metal. French double-block construction from f#°, i.e. boot extends upwards to meet 
and support the resonator.

Dulcian 16ʹ Resonators: Cylindrical; C-B zinc, remainder hammered lead. Short voicing slots, approx. 1/3 
diameter, at the top of the pipe.

Diameter: 65.0 49.0 38.5 32.0 26.0
Cyl. length: 2385 1080 552 245 104
Cone length: 450 315 200 130 68

Shallots: C: Tapered with lead face
c¹: Parallel, domed with lead face
c²: Parallel, domed, open

Diameter I.D. 18.0/23.0 13.0/16.7 11.6 8.7 6.6
Length: Normal, as determined by pipemaker

Tongues: Medium-hard brass
Thickness: 0.82 0.53 0.37 0.28 0.24

Boots: Metal. French double-block construction from c¹
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ESSAY BY DAVID CHAMBERLIN

Bigelow & Co., Inc. was founded in 1978 by Michael Bige-
low after serving an apprenticeship with John Brombaugh in Mid-
dletown, Ohio. The company specializes in mechanical-action 
instruments that are both historically informed and innovative. It 
was, therefore, a bit surprising for this firm to be asked to tackle the 
rebuilding of what had once been a tubular-pneumatic instrument. 
Let’s just say we have learned a lot in the process.

First United Methodist Church, Salt Lake City, dedicated their 
new building on May 22, 1906, with the organ’s dedication fol-
lowing about six months later on December 7th (quoting from the 
church’s website). The oldest document in the church’s archives per-
taining to the organ is a contract with the firm of “Geo. Kilgen and 
Son,” dated January 29, 1924, in which the first item reads: “To elec-
trify the organ now located in their church using the most modern 
type action with silver contacts, brass encased magnets and paraffine 
[sic] cables.” The 1924 contract included several “modernizing” tonal 
changes as well, such as replacing the Great Mixture with a Flute 
Celeste, replacing the Dolce Cornet with a Vox Humana, etc.

Using the 1924 contract stop list and other physical clues as a point 
of departure, it is possible to reverse engineer the 1906 stop list:

GREAT SWELL
16ʹ Dbl. Open Diapason* 16ʹ Bourdon (t.c.)*

8ʹ Open Diapason* 8ʹ Open Diapason*
8ʹ Viol d’Gamba* 8ʹ Salicional
8ʹ Dulciana 8ʹ Aeoline
8ʹ Melodia 8ʹ Stop Diapason*
8ʹ Dopple Flute [sic]* 8ʹ Quintadena
4ʹ Octave* 4ʹ Fugara*
4ʹ Flute d’Amour* 4ʹ Flute Harmonic*

22/3ʹ Twelfth 2ʹ Flageolet*
2ʹ Fifteenth* Dolce Cornet III

Mixture III 8ʹ Cornopean*
8ʹ Trumpet* 8ʹ Oboe*

PEDAL
16ʹ Open Diapason*
16ʹ Bourdon*

8ʹ Violincello [sic]*

*Historic ranks extant with most or all of their pipework intact, 
although several may date from 1924

A photograph from 1915 reveals a handsome case and stenciled 
façade pipes covering an opening sixteen feet wide and twenty feet 

high. In conjunction with a 1960 “Sanctuary and Chancel Beauti-
fication Project,” the beautiful oak casework was discarded and the 
stenciled façade pipes (all speaking and previously painted gold) 
were hidden from view. The organ was thoroughly overhauled and 
further modified at that time. By the 1980s the old chests and ac-
tions were failing again, and an electronic imitation provided a tem-
porary solution. After the current organist, Scott Mills, was hired 
ca. 2009, an effort was made to resurrect a portion of the pipe work, 
including a low-cost approximation of the original façade. Hearing 
real pipes again inspired the congregation to pursue a more compre-
hensive restoration of their historic instrument, including a faithful 
reconstruction of the oak casework and stenciled facade.

Realizing that many of the original pipes had been discarded or 
seriously altered, the church purchased nearly forty ranks of vintage 
Kimball and Austin pipework, including the harp and chimes, from 
the nearby Masonic temple (Austin, 1915), whose organ had been 
sitting unused for over twenty years. After examining what was left 
of the original Kilgen material and its later additions, listening to 
whatever was playable, reviewing the inventory acquired from the 
Masonic temple, and perusing old photographs, we contracted 
with the church to “restore” and enlarge their legacy organ. Add-
ing just two new stops (four ranks of upperwork) we developed the 
three-manual specification found on page 26.

Most pipes of the Great, Swell, and Pedal divisions stand on ei-
ther their original ventil or unit chests, releathered and re-electri-
fied by us. It is interesting that the ventil chests are in the style of 
Roosevelt, which may have come from an earlier Farrand & Votey 
instrument. That firm had been active in Utah in the 1890s, when 
they had recently acquired Roosevelt’s patents. Did the previous 
Methodist church, about a block away from the 1906 structure, 
have a Farrand & Votey organ that Kilgen adapted to the new 
space? Modifications to those chests and to the swell box make such 
a scenario plausible.

 The main Choir chest is a new Blackinton-style slider chest by 
Organ Supply Industries. That firm also supplied electro-pneumatic 
unit and offset chests used variously throughout the organ, and sev-
eral single-rise regulators.

We purchased a vintage “Style A” stoptab console from the Austin 
factory and had the keys recovered in unbleached bone by Nelson 
Woodworking of Little Compton, Rhode Island. Stop action mag-
nets and the control system are from Syndyne.

With the completion of this instrument, Bigelow is pleased and 
proud to claim responsibility for all three of Salt Lake City’s most 
recent three-manual organs, all very different from each other, and 
each one uniquely beautiful.

F I RST  UN ITED  M ETHOD IST  CHURCH  |  SALT  L AKE  C I T Y,  UTAH
Bigelow & Co., Inc. | American Fork, Utah
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PRESENT STOPLIST

First United Methodist Church
Salt Lake City, Utah
Bigelow & Co., Opus 38 (2016)
3 manuals, 42 ranks

Renovation/enlargement of
1906/1924 Geo. Kilgen & Son

LEGEND:
A =  Austin Opus 609, 1915, recycled from 

Salt Lake Masonic Temple
K = Kilgen and/or predecessor(s)
N = new pipework by Toni Käs for Bigelow
V = vintage pipework from various sources

I. CHOIR(enclosed)
8ʹ Geigen Principal 61 A
8ʹ Dulciana 61 A
8ʹ Melodia 61 A
8ʹ Quintadena 61 A
4ʹ Gemshorn 61 A
4ʹ Flute d’Amour 61 K
2ʹ Flageolet 61 K
11/3ʹ Nineteenth 61 N
8ʹ Trumpet 61 K
8ʹ Clarinet 61 V
 Tremulant
 Harp* 49 A
 Celesta* 12 A
 Choir to Choir 16
 Unison Off
 Choir to Choir 4
 Swell to Choir 8
 Swell to Choir 4
16ʹ Tuba, T.C.* (Gt)
8ʹ Tuba* (Gt)
4ʹ Tuba* (Gt)

II. GREAT
16ʹ Double Open Diapason 61 K, 1-7 A
8ʹ Open Diapason 61 K
8ʹ Doppel Flute 55 K
8ʹ Dulciana (Ch)
4ʹ Octave 61 K
4ʹ Hohl Flute 61 K or later
22/3ʹ Octave Quint 61 V
2ʹ Super Octave 61 K
III Mixture (13/5-11/3-1) 183 V
8ʹ Trumpet (Ch) 
8ʹ Tuba* 61 K
 Choir to Great 16
 Choir to Great 8
 Choir to Great 4
 Swell to Great 8
 Swell to Great 4
 Chimes*

III. SWELL (enclosed)
16ʹ Lieblich Gedackt 61 K
8ʹ Open Diapason 61 K
8ʹ Salicional 61 K
8ʹ Voix céleste 49 A
8ʹ Stopped Diapason 61 K
4ʹ Fugara 61 K
4ʹ Flute Harmonic 61 K (1-12 V)
2ʹ Flautino 61 V
III Cornet 183 A
III Mixture (2-11/3-1) 183 N
16ʹ Contra Bassoon 61 A
8ʹ Cornopean 61 A
8ʹ Oboe 61 K
8ʹ Vox Humana 61 V (Kimball**)
 Tremulant
 Unison Off
 Swell to Swell 4
16ʹ Tuba, T.C.* (Gt)
8ʹ Tuba* (Gt)
4ʹ Tuba* (Gt)

PEDAL
32ʹ Open Resultant
32ʹ Stopped Resultant
16ʹ Open Diapason (wood) 32 K
16ʹ Principal (Gr 16 Diap)
16ʹ Sub Bass 32 K
16ʹ Lieblich Gedackt (Sw)
8ʹ Principal (Gr 16 Diap)
8ʹ Cello 32 K
8ʹ Bourdon 32 V
4ʹ Principal (Gr 16 Diap)
4ʹ Bourdon (ext.) 12
16ʹ Tuba (ext.) 12 V  
 (Murray-Harris***)
16ʹ Contra-Bassoon (Sw)
8ʹ Tuba (Gr)
8ʹ Trumpet (Ch)
8ʹ Bassoon (Sw ext.)
 Great to Pedal 8
 Choir to Pedal 8
 Choir to Pedal 4
 Swell to Pedal 8
 Swell to Pedal 4
 Chimes

*Does not couple
**from 1913 Kimball in Assembly Hall 

on Temple Square, courtesy of Bill 
Hesterman

***16 pipes (C-d#0) and 16-note chest, which 
still had this handwritten shipping label:

FROM: Burbank, California
TO:  ATT. MR GILBERT 

(local technician responsible for 
“ improvements” done in the 1960s)

26

FIRST UNITED METHODIST CHURCH



First Methodist Church
Salt Lake City, Utah
Geo. Kilgen & Son

1906 stop list, reconstructed from penciled labels on toeboards and available documents.
Boldface indicates extant stops, with all or most pipes, in their original divisions. 
SOURCE: Bigelow & Co.

GREAT
 16ʹ Double Open Diapason G(?) – f 0 in facade
 8ʹ Open Diapason  C – B in facade
 8ʹ Viol d’Gamba  
 8ʹ Dulciana  
 8ʹ Dopple Flute [sic]  Not on original toeboard. No room for C-F (discarded?)
 8ʹ Melodia  
 4ʹ Octave  
 4ʹ Flute d’Amour  Moved to Choir
 22/3ʹ Octave Quinte  
 2ʹ Super Octave  
 III Mixture  
 8ʹ Trumpet  From 1924 (?), moved to Choir

SWELL
 16ʹ Bourdon  Renamed “Lieblich Gedackt”
 8ʹ Open Diapason
 8ʹ Salicional
 8ʹ  Aeoline  
 8ʹ Stop Diapason [sic]
 8ʹ  Quintadena  
 4ʹ Fugara
 4ʹ  Flute Harmonic  Reconstructed bass octave
 2ʹ Flageolet  Moved to Choir
 III Dolce Cornet
 8ʹ Cornopean  From 1924 (?), repurposed as Tuba
 8ʹ Oboe & Bassoon

PEDAL
 16ʹ Double Open Diapason
 16ʹ Sub Bass
 16ʹ Lieblich Gedackt  (Sw)  Added in 1924 (?) (No existing trace of duplex action)
 8ʹ Cello

PREVIOUS STOPLIST
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CONFERENCE CENTER

THE CHURCH OF JESUS CHRIST

OF LATTER-DAY SAINTS

SALT LAKE CITY, UTAH

A SYMPHONIC ORGAN FOR THE WORLD'S LARGEST

THEATER AUDITORIUM

SCHOENSTEIN & CO. ORGAN BUILDERS
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The Builders' Perspective

It's downright confounding to think of a

five-manual organ with 130 ranks, seven 32'

stops-two of them extended into the 64'

range-and wind pressures up to 25" as a

Multum iii Parvo job (that's what the British

call a small organ that sounds big). Yet. when
we realize that this substantial instrument is

in a 21.333-seat auditorium-fully carpeted

with upholstered seats, acoustically treated

walls ancl ceiling-into which a Boeing 747

would comfortably fit, the reality of that de-

scription sinks in. This is tlie largest theater-
style auditorium ever built, Tlie next largest
is the Auditorio Nacional in Mexico at about

11,000 seats. For comparison, remember that
Radio City Music Hall has about 6.000 seats,

and a typical symphony hall about 2,000. Or-

gans have beeii built for majestic spaces with
reverborant resonance, but never before has

one been designed for an 8.5 million cubic

48
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year for their General Conference. In the last

few decades requests from members to at-

tend have flooded in by the tens of thou-

sands, The Tabornacle and all the other Tem-

ple Square overflow facilities could barely
holel the church leadership, let alone all the
members who wished to attend. Church

president Gordon B. Hinckley decided that
the problem must be solved and ordained the

building of the Conference Center.

What is General Conference? Like most

people, when ! heard the term I thought of a

convention business meeting. Nothing could
be further froni the triith. General Confer-

ence, held on the first weekend of April and

October each year, is a series of five religious

services with messages of instruction and in-
spiration from the General Authorities of the

church and sacred music usually led by the

Tabernacle Choir. The organ provides ac-

companiment for the choir and support for

the robust singing of over 21,000 congre-

gants, but thorn tire no organ solos except for

soft prelude and postlude selections.
Why is the building shaped and furnished

like a theater) It was important to have a

semicircular (pie-shaped) design to bring the
people as close as possible to the speakers on

the rostrum, be{:ause the spoken word is the

central aspect of General Conference. Perfect

sight lines ancl c lear sound were equally im-
portant. This shape, combined with acousti-

cally absorptive materials, is the opposite of

what is traditionally desired for choral and

9 *%2996»*127==a·f»7''"UN

·. 2024?99*#*4& 2:4=499 -
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foot space with an acoustic planned primar-

ily for the spoken word. The prospect of cio-

ing this was daunting to say the least. Very

few concert organs in theater acoustics have
been successful, even in buildings a tenth the

size. There were no examples of buildings-

let alone organs-to study. We had to start

installation before the building was com-

pleted. so there was no opportunity for tollal

testing or oven a hand clap in the finished

space. We had a theory, but that was all!
Before outlining the nerve-racking, but ex-

hilarating process of designing and building

this organ. let me answer the questions we
are most often asked.

Is an auditorium this large really neces-

sary? The original plan was for one even
larger, but this was the largest that could be

built on the site with today's technology. The
members of the Church of Jesus Christ of Lit-

tor-day Sailits gather together twice eac:h

li

organ nilisic.

Does a modern auditorium of such vast

proportions have the proper atmosphere for

religious services? General Conference is a

deeply meaningful religious experience and

a kind of homecoming or family gathering for
members of the (.hurch. 7'lie Tabornacle has

beon its home since the early days. Moving
into a new site is a bit like asking the Vatican

to abandon St. Peter's. Therefore, it was of

prinmry importance to create an atmosphere
in the new building remiIiiscent of the tradi-

tions of past conferences und, indeed. of the

church's history. A warmly welcoming, fa-
miliar and comfortable place of religious

purpose was thi: program set before the ar-
chitects. All of lis in the. organ profession

must be verv gratified that the church au-

thorities found the organ to be the most per-
feet means to make the nitimbers feel at home

iii the new building. The organ's physical de-

sign would be a gentle reminder of the Taber-

nacle's pioneer case; the sound o f a real pipe

organ, containing sonic elements of the

Tabernacle instrument, would be an equally

strong reminder of the building's purpose.
Does the Ailditorium have other uses? We

found out just how many when we attempted

to schedule tonal-finishing work! As soon as

the building opened, its usage multiplied. It

plays host to regional conferences of the

church. special musical events such as Pio-

nom' Day in Jiily and (:hristmas programs

phts pageants. meetings, and special events
such as the program the church put on for the

2002 Winter Olympics. The stage platform

arc:a is designed for flexibility. It can be con-

verted from the choir and rostrum setup

(shown on the front cover) to a setting for or-

chestra and choir only, or to a completely
clear stage-from first row of orchestra seats

to the organ case. Ultra-modern rigging,
lighting. and audio equipment make varied

uses possible. The building is completely eli-

mate-controlled 24 hours a day-a great ad-

vantage for the organ.
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Given the size of the building. why isn't the

organ larger? Our charge was to make an in-

strument large enough to get the job done but

no larger. Because of the stage requirements,

there were Rpare limitations. Tho budget was

to be reasonable and the organ had [o be prac
tical to maintaing Also, we welo eolivinced

that the number of ranks was nut the answer

to filling the room with sozind. Overly large

designs can be counterproductive, smothor-

ing themselves in cramped layouts.

I heard that the organ was to be Uillplified.

rs that soy It was never intended to amplify

the organ independently by placing micro-

phones in or near the organ. 1 lowever, we

knew that the clioir's sound would have to be

reinforced and that the organ would be

picked up along with it. We also thouglit that

this system would be needed to help project

the sound of the organ to the far reaches of

the balconies. Much to our surprise and re-

lief, the organ required no amplification at

all to be heard clearly throughout the build-

ing. Tlie acoustic surpassed even our highest

expectations, thanks to the brilliant engi-

neering of acoustical consultants Jaffe Holden

Scarbrough of Norwalk, Connecticut.

MUSICAL OBJECTIVES

Our first objective was to create a tono of

beauty and mobility without the coarse, shrill

loudness that could so easily result from an

effort to fill suc:h a large space with sheer

force. Certainly, room-filling power is im-

portant, but not nearly as important as bat-

ancing with the choir. The Tabernacle Choir

is used to singing with the filll resources of

the Tabornacle organ and they were not en-

amnred with the idoa of full organ having to

issue from closed expression boxes! Another

point. the full significance of which was not

obvious until the building was iii operation,
is that it is primarily a recording and broad-

casting facility from the point of view of the

worldwide church membership. Every sig-
nificant event is broadcast and translated

into 50 languages over the church satellite
network. The Sunday radio and television

program, Music and the Spoken Word. orig-

inates from the Conference Center on many

occasions. The organ. therefore, had to have

a character of toile that was appropriate

for broadcasting and recording where sub-
tlety and control are more importkint than
loudness.

Our second objective was to provide all the

tonal resources necessary lor choir acconipa-

niment. An organ of 130 ranks should be able

to handle the bulk of the organ solo roper-
toire, but this was our last concern. The

Tabornacle Choir has an unusually wide-

ranging repertoire, as they say, -from Bach to

Broadway." They are used to being accom-

panied by one of the largest aiid inost elegant

organs iii the world. Our charge was to pro-

vide every sound .it every dynamic that a

choral conductor could ask for. The recently
formed Orchestra at Temple Square. a first-

rate symphony orchestra, performs often at

the Conference Center, and the organ has to

acquit itself well in the orchestral repertoire.

There are three features of the divisional

layout that are designeel specifically to en-

hance accompaniment capabilities. Iii work-

ing with the Tabernacle Choir over the years,

the organists all wished that they could liave
more solo tone colors available for counter-

melodies and melody reinforcement at con-

trasting dynamic levels. In other words, two
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Six sets of expression shades, variable treir

balanced pedals by these miniature drawkni

Solo divisions. The Conference Center has

three-the Solo, Grand Solo, and Orchestral.

The Symphonic Flute and French Horn of
the Solo, the Tuba and Tuben of the Grand

Solo, and all the stops of the Orchostral fill

this need. The Orchestral division is espe-

cially interesting becaiise it includes several

voic:es borrowed directly from the theater or-

Kan, The Conferona Center organ is truly an

eclectic one designed to cover the greatest

possible repertoire. Borrowing sounds from

the theater organ is no different than bor-

rowing sounds front the French Romantic or

English Romantic: traditions. Anv tone that is
attractive und useful and that does not cio-

tract from the overall ensemble can be iii-

cluded. We picked several distinctive Wurl-

itzer voices not found on the typical concert

organ. It is very important to noto, however,

that we wore not attempting to insert a small

theater organ into the instrument, just as we

would riot graft onto it a neo-Baroque posi-

tive. It turned out that these theater-inspired

voices have been extremely useful in all
kinds of musical contexts that have nothing

to do with theater niusic. They are simply
beautiful sounds that work well.

The Choir division is also geared toward

niaximum acc:ompanimental flexibility. It
r i·r

has a complete selection of strings oi aitfer-
ent scales from Viole d'orchestre to Viola

Pomposa, flutes of different types at all

pitches of the cornet, and a chorus of small

diapasons with pitches individually control-

lable. This arrangement provides a nearly

limitless array of combinations iii both tone

color and pitch to create new and interesting

effects. The Swell division. which is always

the workhorse in choir acc:ompaniment, is

especially well developed. with several

variations in diapason and flute tone. as well

as both French- and English-style reed
chortises.

Hall Seats Ci

Conic:rence Center 21,333 8,

Atlantic City Convention Hall 40,000 14,

London Roval Albert Hall 6,080 3,

Mormon Tabernacle 6,500 1,

Dallas Myerson Hall 2,179 1

Cleveland Severance Hall 1,890 1
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tulants, and cresc:endo functions are assigned to five

ibs, which in turn are controlled by six independent

combination thumb pistons.

Our third 01,jective was to inchide some of

the more important nnisical effects of the

Tabernacle organ, while at the same time

providing overall contrast to it and the other

organs on Temple Square. The Aeolian-Skin-

ner is noted for its clarity, aiid that was a

quality the Tabernacle Choir could not live

without. The scintillating string ensemble of

the Tabernacle organ and its exception:11
wealth of iiiezzo-forte voices wore effects we

wanted to capture in the new instrument. A

direct imitation would not only have beeii

impossible but inappropriate in the Confer-

ence Center ncolistic; tlio objoctive was to

create equally pleasing solinds with a diffeI·-

ent accent. In the simplest terms, both organs

are eclectic. The Aeolian-Skinner is an

American Classic instrument, whereas the

Schoenstein organ is an American Roniantic

one. Other organs on Teinple Square lean to-
ward the French and Gernian, so we lekined

slightly in the English direction.

Our fourth objective was to duplicate the

Tabornacle console arrangements as far as

reasonable to make trans ferring from one in-

strument to the other as easy as possible con-

sidering the pressiire of constant perfor-

mances and broadcasts with limited

rehearsal schedules that face the organists.

Finally. we limited ourselves to the small-

est stoplist that could achieve the tour goals

above. We avoided aiiy specialty stops that

would be seldom used. For example. there

was no need in this instrument for whisper-

soft stops that would be lost in this acoustic.

There wore practical benefits to the Multum

in Parvo approach. too: tuning stability

through logical layout, keeping primary

fines and primary reeds each on one level:

more economical maintenance.

The following table compares various

halls showing the sonic work the Conference
Center organ must do:

1. Vol. Ranks Seats/Rank Cu. Ft./Rank

500,000 130 164 65,385

700,000 449 89 32,739

060,000 172 35 17,790

495,000 206 32 7,257

345,000 84 26 10,()59

554,000 94 20 5,894
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If we apply to other halls with similar acous-

ties the Conference Center's ratio of seats to

ranks (164 seats per rank), we can sec] just

how small the Conference Center organ is iii

proportion to the hall:

Hall Seats Ranks

Conft,rence Center 21.333 130

Royal Albert I Iall 6,080 37

Myerson Hall 2,179 13

Severance Hall 1,890 12

Average large church 1,000 6

Average medium church 500 3

DESIGN THEORY

Every organ design should be based on a
solid foundation of musical/aeoustical tho-

ory, jiist as every composition should be

based on a thoroiigh understanding of har-

niony and form. For this organ we had a def-

inite theory and a strong conviction tliat it

would work-but no proof! Our system has

worked well iii moderate-sized buildings

with dry acoustics, but would the same prin-

ciples apply here? Since we had nothing else

to go on, we decided to take a deep breath

and bet our reputation that they would.

Our first principle in dealing with a dry

acoustic is to "fight fire with fire." It seems

logical to think that a thin, bright tone will

pierce through a dry acoustic, but the exact

opposite is true. A dry acoustic requires ex-

ceptionally warm, rich, and mellow tones

with the center of gravity at 8' pitch. Acous-
tical resonance is what smooths out and adds

beauty to tones that otherwise would be brit-

tie. Without such resonance, the tone must

fend for itself and be beautiful up close with-

out the halo of reverberation. Fifty percent of
the Conference. Center manual voices are at

8' pitch. There are nine 8' diapasons as well

as numerous flutes, smooth-toned reeds,

and strings. These, along with the softer,

smoother 16' and 4' voices, produce a broad

tona] foundation.

The second principle is to dominate the

sloplist with tones of a naturally projecting

character. such as highly energized diapa-

sons, keen strings, open and harmonic flutes,

and English-style chorus reeds. These stops,

which have a good balance of fundamental

50
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ds and Solo Millennial Trumpet viewed from above

and overtones within themselves, can impart

power without harsh lou (Iness.

The third principle in dealing with a dry

acoustic is that dramatic power nilist COllie

from reed choruses rather than mixture cho-

ruses. The brilliance from the overtones in

high-pressure chorus reods is much more

satisfying than the piercing shrill ness that re-

suits from over-driven mixtures. Mixtures

are vitally important in any large organ, but

in ozir concept they provide tonal color-not

power.

Perhaps the most thrilling diaractoi·istic of

the pipe organ is its room-shaking bass. To

produce the proper gravity in a room of over

eight million cubic feet requires nioving a lot
of air. Therefore. we included 16' and 32'

stops representing each fumily of tonal color

and several dynamic levels. Given the size of

the rooni, it seemed not inapprow'iat{, to ex-

tend two of the stops into the 64' range. Tile.

most interesting bass stop is the Diaphone. In

this country diaphones have been associated

almost exclusively with theater organs: in

England, they were more widely used. The di-

aphone is a valvular reed developed by Robert

Hope-Jones. It yields a magnificent. fast

speaking, fundamental bass unequaled by any

other class of stop. We wore fortunate to ac-

quire a fine example made by Kimball origi-

nally for the Forum Theatre iii Los Angeles.

The proper and judicious application of

high wind pressure is critical to the success

of all these con(:opts. High wind pressure is

not employed to produce loudness. The

virtue of high wind pressure is twofold. First,

it provides a kind of tonal quality that pro-

jects sound very efficiently, You have proba-

bly experienced the. amazing projection

achieved by great singers and instrumental-

ists, Their tone is not loud, but is infused

with an intensity that projects. The Wurlitzer

organ is another good example. Wurlitzer or-

gans are capable of filling large, acoustically

dead motion picture theaters with ric.h and

full tone. The same Wurlitzer organ voiced in

the same way caii be placed in a small broad-

casting studio with an equally fine result.

You can stand next to a Wurlitzer organ with

no sonic discomfort: its sound projects with-
out extreme loudness. The second virtue of

high pressure is the produ(:tion of sonorous

4

quality iii solo stops. Iligh pressure is partic-

ularly helpful in roods, as it al.n promotes

stability. In the Conferonce Center organ we

applied high prossure liberallv, init not

throughout tile instrument. because there is

no doubt whatsoever that cortain classes of

tone fam mul]11 butter on moderate pressurn.

This includes, of course, the traditional (lia-

pasoll chorlises. In sunimary, thoro are cor-
tain tonal characteristics that are best

tchioved with different winel pri)ssl.]res, and

to create an instrument of broad tonal scope

that can work iii a dry acoustic, both :ip-

proaches should be employed.

Finally, although we consider unenclosed

voices a luxury on sinall organs, there is no

doubt oftheir value in large schemes. Wo de-

signed a large Great, which is capable of a

smooth crescendo buildup by itself. All of

the tonal families are well represented and

enhanced by the freshness of unenclosed

placement directly behind the facado. This is

where the application of moderate wind

pressure: is most valuable. The largest en-

closed division, the Swell, has a very (:om-

plete diapason chorus, as does the Solo.

Therefore. we have the luxury of unenclosed

Great and Ped,71 choruses in contrast to ex-

pressive choruses iii both Swell and Solo. A

choir can bo backed by all manner of plenum

effects at niany dynamic levels.

TONAL FINISHING

In scaling and designing the pipes we used

the acoustical projections of Jaffe Holden

Scarbrough. A theory, which fortunately

worked out in practice, is that in order to

have good bass in such a hiige building. we

woiild have to ilse extra-large scales. Troble

scales would also have to be large. because

there were no nearby reflective surfaces to

aid in treble projection. It was almost as

though the organ wore located outdoors!

Our approach to tonal finishing followed

the same pattern as our tonal renovation of

the Tabernacle Aeolian-Skinner organ,

which was completed in 1989. As at thu.

Tai)ernacle, hall scheduling macie it impos-

sible to conduct long periods oftonal rogula-

tion. We never had one longer than ten days.

Even thon, the complele silence that we are

used to in churches didn't happen except on

Sundays and holidays. But this turned out to

be an artistic advantage in both projects. We

would do some work, evaluate it, and make

refinenients before moving on. The breaks

between tonal finishing sessions allowed tis

to think through the balancing ancl detailed

polishing of the instrument while it was be-

ing used and tested in a variety of applica-

tions. Because of the hall's varied bookings,

we were able to test the organ with the Taber-

nacle (Choir and varioits visiting organiza-

tions, as well as orchestra. Tonal finishing

was a 32-month process.

We started this job realizing that we might

have to make some. major changes after hear-

ing the organ in its final acoustical setting.

Building an organ based entirely on thooret-

ical concepts and mathematical projections

is a dangerous business. We were prepared

for the worst. Much to our great surprise and

relief, the projections turned out to be right

on the money, and the instrument performed

generally as we had hoped it would. The

acoustic turned out to be much like a good

symphony hall of the less resonant type. We

faced a hiige job of tonal regulation, but no

more than what we expected in any instrii-

niont of this size. We did make some tonal
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The console is made of cherry,

kerulian birch burl veneer, and ebony

with polished bone and ebony manual

key coverings, polished ebony and

cherry drawknobs on brass shanks,

and cast brass expression shoes.
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changes, but wo were gratified that none of' Soon it was made clear that we mus arrive age Body Works. M.L. Bigelow & Company

these contradicted our design theories. To at something that would be a reminder of the Inc. of American Fork. Utah, was very help-

the contrary, changes were necessary only Tabernacle, but an imitation of that case ful to us throughout the project, particularly

where we wei·e not quite bold enough in fol- would be doomed to failure on the grounds in restorative work of the Diaphone pipes.

lowing our original concepts! These were: of both appropriateness and accuracy. Four We could not have clone this proiect without

emphasis on 8' foundation tone, adequate groups were involved in the design: Bill the help of the skilled and diligent organ

wind pressure, and emphasis on open rather Williams, project architect of ZGF, Seattle, technicians of the Tabornacle. Robert Poll

than stopped flutes. Washington; the church architects and de- and his associate, Lamont Anderson.

Even with fairly large scales specified for sign experts under the direction of Leland Our longtime colleague Steliart Goodwin

the diapasons. we increased the scales Gray; Paul Fetzer of Fetzers' Inc., Salt Lake. collaborated on this project as he did on the

slightly on the. Great Large Open Diapason City, the architectural millwork firm en- Tabernacle renovation, helping with design

and the Great Principal. The instrument had gaged to build the facade along with the work. voicing, and supervising massive

commanding roods and a powerful solo tlute, other woodwork of the building; and Steuart amounts of the tonal finishing. Our project

but no diapason of similar character. There- Goodwin from our firm. Steuart suggested manager for thi) first portion of the work was

fore, we extended the Pedal Open Wood into that by employing two large towers, a group Robert Rhoads. who was succeeded after his

a Stentor Diapason on the Solo (scale 38 on of smaller towers and flats, and gold-finished retirement by Louis Patterson.

25" wind pressure). We raised the wind pres- front pipes we would echo the feeling of the All of us at Schoonstein wish to thank the

sure of the Solo from 10" to 11%" and of the Tabernacle no matter how far afield we went Conference Center teani iinder the directiOII of

Grand Solo from 15" to 1 7%". We knew at the with other elements. He developed the ini- Toni 1·lanson for their gtinerous cooperation

outset that normal stopped flutes were not tial design. Scott Bleak of the church's Ar- and support, and especially the Tabernacle

terribly effective in large buildings so we in- chitecture and Engineering Division sug- Choir staff: Tabernacle organists John

clucled only a few. The results proved the gested the unique idea of bridging all of the Longliurst, Clay Christiansen, and Richard El-

point and caused us to eliminate two more towers with one sweeping connective ele- Mott; Temple Square organists Bonnie

and replace them with dial)asons! The ment at tile top. We wanted the fac::ide to be Goodliffe and Linda Margetts; miisic director

straight 8' Stopped Diapason in the Swell tls acoustic:ally transparent as possible and to Craig Iessop and associate director Mack

was replaced with the 8' Small Open Diapa- include reflective elements to help project Wilborg; choir president Mac Christenson and

son. The 8' Chimney Flute in the Great gave sound forward. Patil Fetzer worked out all past president Wendell Smoot. Working on

way to an 8' tapered principal (Gemshorn). these details, as well as the decorative ele- Temple Square, serving the Mormon Taber-

These aided greatly the dynamic buildup in ments and structure of the woodwork. The nacle Choir, is a once-in-a-lifetime experience

these divisions. design team worked tirelesslyto achieve are- that we have beon blessed to enjoy twice.

We also discovered that our system of clou- suit that was acceptable to each party and Finally, we nilist re(:ognize perhaps the

ble expression. which is very effective in one}that appears to have been happily em- most important collaborators of all, the great

smaller buildings, did not mean much in a braced by the leadership and membership of builders of the past who handed down

building of this immense size. With the long the church. knowledge ancl inspiration. Three of them

distances between the pipes and the listen- even provided pipes-Wurlitzer, Kimball.

ers. a single swell box is quite adequate to re- COLLABORATION and Aeolian-three giants of American

duce volume to ppp. We modified the dr)u- The time schedule, which was shorter organbuilding.

ble expressive box and shades of the Grand

Solo to make it an entirely separate subdivi-

sion of the Solo. Being separately couplable,

the Grand Solo Tuba chorus topped by a

'1'ierce Mixture serves as the capstone of

other (livisioils.

FACADE

That the facade turned out so well is an-

other one of the mirac:[es of this job. It could

have boon a real disaster. because it was truly

a design by (.diiimittee. Emphasis was placed

on the facade because it is the main design

feature of the entire auditorium. Our first in-

stinct was to do something completely dift

ferent than the Tabernacle. We tried Modern.

Greek revival. aiid many other concepts.

JANUARY 2004

than we would expect, even for a modest-

sized church organ, combined with the size.

of the instrument made it impossible for us

to accomplish this project without a lot of ex-

tra help from our many trusted suppliers anci

r.olleagues. A.R. Sc:hopp's Sons Inc. of Al-

liance, Ohio, made almost all of the pipes

and. in addition, till of tho windchests and

most of the wind regulators. Peterson Elee-

tro-Musical Products of Alsip, Illinois. mado

the combination action and relay equipment.

Walker Technical Company of Zionsville,

Pennsylvania, furnished the digital percus-

sion effects. Fetzors' Inc. of Salt Lake City

nianufactured and installed all of the facade

woodwork. The gold finish o f the frolit pipes

was executed in Bountiful. Utah, by New Im-

Wendell Ballantyne

David Beck

Ann Bharooclia

Filiberto Borbon

Peter Botto

Jim Cullen

Mary Dunwell
Manuela Esteva

Steuart Goodwin

Vicente Guerrero

Chris Hansfor(l

Nathan Hansford

Mark Hotsenpiller

Eldon Ives

JAcK M. BETHARDS

Ell the organbuilders:

Joe Lambarena

Luis-Alonzo Lopez

Fernando Martinez

George Morten
Mike Ohman

Louis Patterson

SharoIi Powers

Chuck Primich

Bill Ramsay

Robert Rhoads

Tom Roberts

Don Siler

(lindy Smith

Chet Spencer

51

33

SALT LAKE CITY, UTAH



?* 4993

41%1

f 'I

i i
.

.

1=1 . e

b

5

The Orchestral Tuba M' abi

The Musicians' Perspective

July 2004 marks the 75th anniversary of

the Mormon Tabernacle Choir's weekly ra-

dio broadcast, Music and the Spoken Word

(which also has been televised since 1962).

For the last 55 years the Tabernacle's niag-

nificent Aeolian-Skinner organ has pro-

vicled colorful ancl appropriate accompa-

niments for the choir, and will continue

to do so for the foreseeable future. (To find

the broadcast in your area go to <www.

musicandthespokenword.com> or plione

800-247-6655.)

With growth, however, comes change. Tlie

demand for seating for a number of ecelesi-

astical and concert events now far exceeds

the 6,500-seat capacity of the Tabernacle. In

1996, tlie Church of Jesus Christ of Latter-day

Saints announced plans to build a larger

structure to help meet that demand. The re-

suit is the 21,000-seat Conference Center.

which occupies the ciitire block immedi-

ately north of Temple Square. The building
was finished and dedicated in 2000. The in-

stallation of the organ by Schoenstein & Co.

began in January 2000. The instriiniont was

first heard publicly during the. church's Gen-

eral Conference in October of that year with

only the Swell and Solo divisions installed.

and tonally unfinished. The organ was used

for numerous events throughout the orection

and finishing process, with organi.sts em-

ploying whatever tonal resources happened

to be available at the time. While frustrating

in some ways to use the organ in this rather

piecemeal manner, in the long run it was

most advantageous. It provided the opportia-

nity to evaluate the instrument in actual use

on virtually a rank-by-rank basis, and re-

suited in some tonal changes as the work

progressed. Tonal finishing was completed

just iii time for the AGO Regions VIII and IX

Conventions held in Salt Lake City in June

2003. Iii addition to four recitals presented

bv staff organists, a gala inaugural concert

for the organ took place during the conven-

tion, attracting an audience in excess of

15,000. That program featured Todd Wilson

performing Joseph Jongen's Symphonie con-

certante with the Orchestra at Temple

Square, plus the Tabernacle Choir singing
Leonard Bernstein's Chichester Psalms and

several other works, accompanied by the
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s on 20 wind loca ed on he roof ofthe Swell box

organ and a small instrumental ensemble.

Tlie 11iusical demands placed upon the

Schoenstein organ are anything but typical.
A recent Mormon Tabernacle Choir concert

included a chorus from Bach's cantata, Jesu,

der dil meine Seek the "Hallelujah" chorus

from Beethoven's Christ on the Mount of

Olives·. Rimsky-Korsakov's Slava; Call of the

Championsby John Williams (written for the

opening ceremonies of the 2002 Winter

Olympics): "Climb Every Mountain" from

The Sound of Music,· a medley of George M.

Cohan favorites; plus an assortment o f hymn

arrangements and folk songs. Like many of

the choir's programs, this one concludod

with the ever-popular Wilhousky arrange-

ment of "Tile Battle Hymn of the Republic:."

Talk about eclectic!

The Mormon Tabernacle Choir is adept at

performing music written in diverse stylcs.

The accompanying organ must be equally

flexible. For this particular concert we were

joined by a couple of dozen instrumentalists

(brass, woodwind, harp, and percussion). At

many performances, however, the organ

alone provides the accompaniment.

The Beethoven chorus poses a particular

challenge. The bass line of the keyboard re-

duction is largely unplayable on the pedals

of the organ. Rather than resorting to com-

promising the bass line or to thinning out the

accompaniment even more, we do not liesi-

tate to put two organists at the console, uti-

lizing thi. "Pedal Tutti to Manual" coiiplers.

In this way we can play all the written notes

and iudiciously flesh out the reduction to

more closely approach the effect of the full

orchestra against the massive choir. There

are many orchestral reductions that benefit

from this approach. Furthermore, knowing

that we are not uncomfortable sharing the

bench, associate conductor Mack Wilberg,

who creates so many fine settings for the

Mornion Tabornacle Choir, occasionally

writes original organ accompaniments for

two players. Our approach in working with

the choir is to do whatever it takes to provide

the niost satisfying musical result.
With a staff of five organists constantly

prepariiig for different events at Temple

Square, it is essential that we work effi-

ciently and cooperatively. Consider, for ex-

ample, the registration of choir accompani-

ments for broadcasts, A now anthem will

typically be read for the first time at the

Thursday rehearsal ton days before the.

broadcast on which it is programmed. The

organist will have a registration "roughed

out" for that first reading. As he or she ob-

serves the conductor's interpretation and

hears the organ with the choir the registra-

tions are refined. At the subsequent Thurs-

day rehearsal all the program repertoire

is recorded, both for timing purposes and

to provide a study tape for the conductor,

organist, and production personnel. The

need for further registration adjustments

mav become evident upon hearing tho

tape. Normally a second organist is present

at ehearsals and performances. His or

her observations from the perspective of

eithe · the broadcast audio booth or the audi-

ence are always welcome and helpful.

Finallv, following the performance, the reg-
ist ations are written down to serve as a ref-

erence for the next organist who will perform

that accompaniment.

That same need for efficiency dictated cer-

tain decisions relative to the Conference

Center organ. In ordorto facilitate moving be-

tween the Tabornacle and Conference Center

instruments, console and key dimensions

were duplicated, insofar as practical. Also

the location of pistons, reversibles, couplers,

stopknobs, and other controls corresponds

closely between the two consoles.

Church authorities desired that the Con-

ference Center have something of a "famil-

iar" feel for the public. To that end the ar-

rangement of the entire rostrum area is

similar to that of the Tabernacle. The pipo

display of the new organ was designed to be

subtly reminiscent of the Tabornacle organ.

The desire for familiarity also influenced

certain tonal aspects of the Schoenstein or-

gan. It was important, for instance, to include

a wide array of elegant string stops, along

with the resources necessary to render the

signature sound of ozir broadcast's closing

theme ("As the Dew from Heaven Distilling")

"authentically."

However, some important departures from

the resources of the Tabernacle organ are ev-

ident as well. For example, in lieu of an an-

tiphonal division we opted for a second solo

division. Years of experience at the Taborna-

cle convinced us of the potential usefulness

of two solo departments, particularly when

rendering reductions of orchestral accompa-

niments. Usage has confirmed the viability

of that decision.

There is an unrelenting schedule of broad-

casts, services, concerts, and daily orgaii
recitals held in the various facilities at Tem-

pie Square. We move frequently and easily

among its four performance organs, enjoying

the strengths of each. We find the new Con-

ference Center organ to have a colorful,

warm, and noble sound. It has already

proven its adaptability to a wide variety of

musical styles. Particularly noteworthy is its

ability to complement and soar above a full

symphony orchestra when required. The old
axiom that in matters of design form follows

function c.ertainly applies to tliis instrument.

The Conference Center organ is the result

of a lengthy and productive collaboration

among organbuilder, organists, architects,

and acoustical consultants. The challenges

were numerous. The result is gratifying be-

yond all expectation.

JOHN LONGHURS'r. Senior Organist

Mornion Tabernacle Choir

THE AMIERICAN ORGANIST
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CONFERENCE CENTER ORGAN 
The Church of Jesus Christ of Latter-day Saints 

Salt Lake City, Utah, USA 
Schoenstein & Co., Opus 139 — 2000-2003 

Five-manual and pedal movable console 
103 voices, 130 ranks, 7,708 pipes 

 
The organ in the Conference Center was built in 2000-2003 by Schoenstein & Co. of San Francisco.  This organ of the American 
Romantic style employs a symphonic tonal approach with the richness and warmth characteristic of English instruments.  Although 
designed primarily to provide colorful and varied accompaniment, the organ also renders the solo repertoire beautifully.  A five-
manual console controls the 7,708 pipes of its 130 ranks, which are spread across seven divisions (including the Grand Solo, which is 
housed in the Solo chamber but is controlled by independent swell shades). 
 
Great Manual II 
23 voices, 32 ranks, 1,905 pipes 
Wind pressure 5½" (140 mm.) 
 
 32' Dulciana ......................... 61 pipes 
 16' Double Open Diapason .. 61 pipes 
 16' Bourdon (Wood) ............ 61 pipes 
 8' Stentor Diapason (Solo)  
 8' Large Open Diapason ..... 61 pipes 
   (7½"/190 mm. wind) 
 8' Open Diapason  .............. 61 pipes 
 8' Horn Diapason  .............. 61 pipes  
 8' Gamba ............................ 61 pipes 
 8' Gemshorn ....................... 61 pipes 
 8' Harmonic Flute .............. 61 pipes 
 8' Doppelflöte (Wood) ....... 61 pipes 
 4' Principal ......................... 61 pipes 
   (7½"/190 mm. wind) 
 4' Octave ............................ 61 pipes 
 4' Octave Gemshorn ........... 61 pipes 
 4' Forest Flute .................... 61 pipes 
 2⅔' Twelfth ........................... 61 pipes 
 2' Fifteenth ......................... 61 pipes 
 1⅗' Seventeenth .................... 61 pipes 
 2' Full Mixture IV-V ........ 266 pipes 
   (7½"/190 mm. wind) 
 2' Mixture IV .................... 215 pipes 
 1⅓' Sharp Mixture .............. 175 pipes 
 16' Bass Trumpet ................. 61 pipes 
   (7½"/190 mm. wind) 
 8' Trumpet .......................... 61 pipes 
   (7½"/190 mm. wind) 
 4' Clarion ............................ 61 pipes 
   (7½"/190 mm. wind) 
 8' Tuba Mirabilis (Orchestral) 
 8' Millennial Trumpet (Solo) 
  Les cloches de Hinckley . 32 notes 
  Cymbelstern 
  Tremulant 
  I/II Manual Transfer (settable)* 

Swell (enclosed) Manual III 
22 voices, 28 ranks, 1,817 pipes 
Wind pressure 5½" (140 mm.) 
 
 16' Double Open Diapason .. 68 pipes 
 16' Bourdon (Wood) ............ 68 pipes 
 8' Open Diapason ............... 68 pipes 
 8' Small Open Diapason ..... 68 pipes 
 8' Silver Flute  .................... 68 pipes 
 8' Bourdon .......................... 12 pipes 
 8' Viole de gambe ............... 68 pipes 
 8' Viole céleste ................... 68 pipes 
 8' Flauto Dolce ................... 68 pipes 
 8' Flute Celeste (TC) .......... 56 pipes 
 4' Principal  ........................ 68 pipes 
 4' Harmonic Flute ............... 68 pipes 
 2' Fifteenth ......................... 61 pipes 
 2⅔' Cornet III  ..................... 183 pipes 
 2' Plein Jeu V  .................. 276 pipes 
 32' Contra Fagotto ................ 68 pipes 
   (10"/254 mm. wind) 
 16' Bombarde ....................... 68 pipes 
 16' Fagotto 12 pipes 
   (10"/254 mm. wind) 
 8' Trompette ....................... 68 pipes 
 8' Cornopean ...................... 68 pipes 
   (10"/254 mm. wind) 
 8' Oboe ............................... 68 pipes 
 8' Voix humaine ................. 61 pipes 
   Separate tremulant draws 
   with Voix humaine stop knob 
 4' Clairon harmonique ........ 68 pipes 
 4' Clarion ............................ 68 pipes 
   (10"/254 mm. wind) 
  Tremulant 
  Swell to Swell 16' 
  Swell Unison Off 
  Swell to Swell 4'

Choir (enclosed) Manual I 
23 voices, 23 ranks, 1,539 pipes 
Wind pressure 5½" (140 mm.) 
 
 16' Bass Viol ........................ 68 pipes 
 8' Viola Pomposa ............... 68 pipes 
 8' Viola Celeste .................. 68 pipes 
 8' Echo Gamba ................... 68 pipes 
 8' Gamba Celeste ................ 68 pipes 
 8' Viol d’orchestre .............. 68 pipes 
 8' Viol céleste ..................... 68 pipes 
 16' Lieblich Bourdon (Metal)68 pipes 
 8' Lieblich Bourdon ............ 12 pipes 
 8' Concert Flute (Wood) ..... 68 pipes 
 4' Nachthorn ....................... 68 pipes 
 2⅔' Nazard ............................ 61 pipes 
 2' Harmonic Piccolo ........... 61 pipes 
 1⅗' Tierce .............................. 61 pipes 
 8' Echo Diapason ................ 68 pipes 
 4' Fugara ............................. 68 pipes 
 2⅔' Twelfth ........................... 61 pipes 
 2' Fifteenth .......................... 61 pipes 
 1⅓' Nineteenth ...................... 61 pipes 
 1' Twentysecond ................. 61 pipes 
 16' Flügel Horn ..................... 12 pipes 
 8' Trumpet .......................... 68 pipes 
 8' Flügel Horn ..................... 68 pipes 
 8' Cromorne ........................ 68 pipes 
 4' Rohr Schalmei ................ 68 pipes 
 8' Tuba Mirabilis (Orchestral) 
 8' Millennial Trumpet (Solo) 
  Harp ................................ 61 notes 
  Celesta ............................ 61 notes 
  Orchestral Bells .............. 37 notes 
  Tremulant 
  Choir to Choir 16' 
  Choir Unison Off 
  Choir to Choir 4 
 
Note: Choir stops are grouped by tonal 
family on specification and on stop jamb 
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Solo (enclosed) Manual IV 
10 voices, 19 ranks, 1,085 pipes 
Wind pressure 11½" (292 mm.) 
 
 8' Open Diapason ............... 61 pipes 
 8' Phonon Diapason (Orchestral) 
 8' Symphonic Flute ............ 61 pipes 
 4' Principal ......................... 61 pipes 
 4' Octave (Orchestral) 
 2⅔' Quint Mixture V ........... 288 pipes 
 8' French Horn ................... 61 pipes 
 8' Cor Anglais (Orchestral) 
 8' Clarinet (Orchestral) 
  Celestial Chimes ............ 32 notes 
  Orchestral Harp .............. 61 notes 
  Tremulant 
  Variable Tremulant 
Separate Shades -- Grand Solo – 
Wind pressure 17½" (444 mm.) 
 16' Bass Tuba ....................... 61 pipes 
 8' Tuba ............................... 61 pipes 
 4' Tuba Clarion .................. 61 pipes 
 8' Tuben (III Ranks) 
   Draws Bass Tuba, Tuba, and 
   Tuba Clarion at 8’ pitch 
 2' Tierce Mixture IV-VI ... 309 pipes 
Unenclosed Solo stops 
 8' Stentor Diapason ............ 29 pipes 
   Extends Pedal Open Wood 
   (25"/635 mm. wind) 
 8' Millennial Trumpet ........ 61 pipes 
   (15"/381 mm. wind) 
  Solo to Solo 16' 
  Solo Unison Off 
  Solo to Solo 4' 
 
Orchestral (enclosed) Manual V 
10 voices, 10 ranks, 670 pipes 
Wind pressure 10" (254 mm.) 
 
 16' Tibia Clausa (Wood) ...... 12 pipes 
 8' Phonon Diapason ........... 61 pipes 
 8' Tibia Clausa ................... 61 pipes 
 8' Stentor Gamba ................ 61 pipes 
 8' Celeste ............................ 61 pipes 
 4' Octave ............................ 12 pipes 
 4' Tibia Clausa ................... 12 pipes 
 2⅔' Tibia Twelfth 
 2' Tibia Piccolo .................. 12 pipes 
 1⅗' Tibia Tierce 
 16' Clarinet ........................... 61 pipes 
 8' Tuba Horn ...................... 61 pipes 
   (15"/381 mm. wind) 
 8' Clarinet ........................... 12 pipes 
 8' Cromorne (Choir) 
 8' Cor Anglais .................... 61 pipes 
 8' Orchestral Oboe ............. 61 pipes

 8' Vox Humana .................. 61 pipes 
   (5½"/140 mm. wind) 
   Separate tremulant draws with 
   Vox Humana stop knob 
  Tremulant 
   Also draws Tuba Horn 
   tremulant 
  Variable Tremulant 
 8' Tuba Mirabilis ................ 61 pipes 
   (20"/508 mm. wind) 
  Orchestral to Orchestral 16' 
  Orchestral Unison Off 
  Orchestral to Orchestral 4' 
 
Pedal 
15 voices, 18 ranks, 692 pipes 
Wind pressure 5½" (140 mm.) 
 
 64' Gamba .............................. 4 pipes 
   (GGGGG#) 
   (10"/254 mm. wind) 
 32' Diaphone (Wood) ........... 12 pipes 
   (25"/635 mm. wind) 
 32' Diapason ......................... 12 pipes 
   (10"/254 mm. wind) 
 32' Gamba ............................ 12 pipes 
 32' Dulciana (Great) 
 32' Sub Bass (Wood) ............ 12 pipes 
   (10"/254 mm. wind) 
 16' Diaphone (Wood) ........... 32 pipes 
 16' Open Wood .................... 32 pipes 
   (10"/254 mm. wind) 
 16' Diapason ......................... 32 pipes 
 16' Great Diapason (Great) 
 16' Swell Diapason (Swell) 
 16' Violone (Wood) .............. 32 pipes 
   (7½"/190 mm. wind) 
 16' Gamba ............................ 32 pipes 
 16' Bass Viol (Choir) 
 16' Dulciana (Great) 
 16' Sub Bass  ........................ 32 pipes 
 16' Tibia Clausa (Orchestral) 
 16' Bourdon (Swell) 
 16' Lieblich Bourdon (Choir) 
10⅔' Quint ............................... 32 pipes 
 8' Open Wood .................... 12 pipes 
 8' Principal ......................... 32 pipes 
 8' Gamba ............................ 12 pipes 
 8' Flute ................................ 32 pipes 
 8' Bass Viol (Choir) 
 8' Sub Bass  ........................ 12 pipes 
 8' Bourdon (Swell) 
 8' Lieblich Bourdon (Choir) 
 4' Choral Bass  ................... 32 pipes 
 4' Octave Flute (Flute) ....... 32 pipes 
 4' Bass Viol (Choir) 
 2⅔' Rauschquinte II  ............. 64 pipes

 1⅓' Mixture III ...................... 96 pipes 
 64' Trombone ......................... 4 pipes 
   (GGGGG#) 
   (20"/508 mm. wind) 
 32' Trombone ....................... 12 pipes 
 32' Contra Fagotto (Swell) 
 16' Trombone ....................... 32 pipes 
 16' Bass Tuba (Solo) 
 16' Bombarde (Swell) 
 16' Bass Trumpet (Great) 
 16' Fagotto (Swell) 
 16' Flügel Horn (Choir) 
 16' Clarinet (Orchestral) 
 8' Tromba ........................... 32 pipes 
   (15"/381 mm. wind) 
 8' Bass Tuba (Solo) 
 8' Bass Trumpet (Great) 
 8' Bombarde (Swell) 
 8' Fagotto (Swell) 
 8' Clarinet (Orchestral) 
 8' Flügel Horn (Choir) 
 4' Tromba ........................... 12 pipes 
 4' Bass Trumpet (Great) 
 4' Cromorne (Choir) 
  Pizzicato Bass 
   Plays 16 Open Wood at 8' pitch 
   through pizzicato relay 
  Tower Chimes ................ 32 notes 
 
Intermanual Couplers 
Swell to Great 16' 
Swell to Great 8' 
Swell to Great 4' 
Choir to Great 16' 
Choir to Great 8' 
Choir to Great 4' 
Solo to Great 16' 
Solo to Great 8' 
Solo to Great 4' 
Orchestral to Great 16' 
Orchestral to Great 8' 
Orchestral to Great 4' 
Swell to Choir 16' 
Swell to Choir 8' 
Swell to Choir 4'  
Solo to Choir 8' 
Orchestral to Choir 8' 
Orchestral to Solo 8' 
Solo to Orchestral 8' 
Great Tutti to Solo 
Pedal Tutti to Swell 
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Pedal Couplers 
Great to Pedal 8' 
Swell to Pedal 8' 
Swell to Pedal 4' 
Choir to Pedal 8' 
Choir to Pedal 4' 
Solo to Pedal 8' 
Solo to Pedal 4' 
Orchestral to Pedal 8' 
Orchestral to Pedal 4' 
 
Special Couplers 
 
Pedal Tutti to Swell 
Pedal Tutti to Choir 
Great Tutti to Solo 
Pedal Divide 12/13 
Pedal Divide 17/18 
Pedal Divide 20/21 
  Pedal Divide deactivates 
  pedal coupler notes 1-12 and 
  pedal stop notes 13-32, etc.   
Swell to Great Sforzando 
Solo to Great Sforzando 
  Sforzando couplers activated 
  by toe lever 
Grand Solo off Solo 
Grand Solo on Great 
Grand Solo on Swell 
Grand Solo on Choir 
MIDI to Great 
MIDI to Swell 
MIDI to Choir 
MIDI to Solo 
MIDI to Orchestral 
MIDI to Pedal

Combinations (each User folder holds 
     50 memory levels) 
General ........................................ 0, 1-24 

1-4 and 13-16 duplicated by toe 
studs 

Great .................................................. 1-8 
Swell .................................................. 1-8 
Choir .................................................. 1-8 
Solo ................................................... 1-8 
Orchestral .......................................... 1-8 
Pedal  ................................................. 1-8 
 Pedal pistons 1-8 duplicated on  
 thumb pistons under Manual I 
 
Reversibles 
Great to Pedal (thumb and toe) 
Swell to Pedal (thumb and toe) 
Choir to Pedal (thumb) 
Solo to Pedal (thumb) 
Orchestral to Pedal (thumb) 
Solo to Great (toe) 
64 Trombone (toe) 
64 Gamba (toe) 
32 Trombone (toe) 
32 Diaphone (toe) 
32 Fagotto (toe) 
32 Sub Bass (toe) 
Cymbelstern (thumb and toe) 
Manual I/II (thumb)  
  with indicator light 
Full Organ (thumb and toe) 
  with indicator light.  
  (Separate settings for each  
  user) 
Note:  Coupler reversibles affect sub 
  and super couplers in off mode.

Mechanicals 
Swell expression pedal 
Choir expression pedal 
Solo expression pedal 
Orchestral expression pedal 
Expression shoe selector 
Crescendo pedal 
 (4 sequences per user, all adjustable 
 from console) 
30-segment LED Crescendo 
     Pedal indicator 
“Next” piston sequencer controls* 
      (8 thumb pistons; 2 toe studs) 
“Previous” piston sequencer controls* 
      (2 thumb pistons; 1 toe stud) 
Swell Voix Humaine Tremulant Off* 
 
Accessories 
IOTI Virtuoso control system (2021) 
Console power on 
Blower power on 
Combination set 
Range set* 
Memory selector 
MIDI In/Out/Thru jacks 
Digital clock 
 Clock mode selector 
 Stop/Start, Reset buttons 
 Clock synchronized to WWVB 
Broadcast timer 
Console fan on/off 
 
Case 
Builders: Fetzers, Inc. (Salt Lake City);  
      Louchard Yacht Restoration (Port  
      Townsend, WA) 
Materials: walnut; cherry 
 
Tuning 
Equal temperament; A=440 Hz at 74° F 
 
Blowers 
Six electric blowers 
  (Total of 33 h.p.) 

*added in 2021 as part of control system replacement 
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GREAT | 61 notes, w.p. 5½”, except * 7½”          
Stop C co c1 c2 c3 c4 MW Remarks    

Dulciana 32’ 261.5 155.5 98.0 61.7 38.9 24.5 2/9 36 zinc 
Double Open Diapason 16’ 250.4 148.9 88.5 52.0 32.6 20.2 2/9 24 zinc 
Bourdon 16’ 149x190       Wood; pierced stoppers @ c2 
Large Open Diapason 8’* 162.7 105.3 65.3 40.5 24.1 14.3 1/5  17 zinc; C-F# 2/9 MW 
Open Diapason 8’ 162.7 96.5 57.4 34.1 21.1 13.1 1/4 17 zinc 
Small Open Diapason 8’ 148.9 88.5 53.9 33.0 20.3 12.4 2/9 17 zinc; Victorian slots 
Gamba 8’ 87.3 55.0 34.6 21.8 13.7 8.7 1/4 12 zinc; tin; French slots 
Harmonic Flute 8’ 136.5 84.0 64.0 47.0 33.0 22.0 2/9 < 12 zinc; C-f1 Victorian slots; harm. @ f#1 
Doppelflöte 8’ 96.8x117.5 44.5x69.9 (co)    Wood 
Gemshorn 8’ 148.0 88.6 52.7 31.3 18.6 11.1 2/9 12 zinc; ½ taper 
Principal 4’* 96.5 62.6 38.8 23.1 13.7 8.5 1/4 5 zinc 
Octave 4’ 92.4 54.9 32.6 20.2 12.6 8.1 1/4  5 zinc 
Octave Gemshorn 4’ 84.4 51.7 31.7 19.4 11.9 7.3 2/9 Tin; ⅔ taper 
Forest Flute 4’ 68.0 52.5 37.7 26.3 17.8 12.1 2/9 C-eo=Victorian slots; harm. @ fo 
Twelfth 2⅔” 59.9 37.2 23.1 14.3 9.3 5.7 2/9  
Fifteenth 2’ 50.4 31.3 19.3 12.0 7.8 5.0 1/4  
Seventeenth 1⅗’ 38.8 24.1 14.9 9.3 6.0 —— 1/5 < 
Full Mixture 2' IV-V ff* 2’ 1’ ½’ ¼’ ⅛’ 
 50.4 31.3 19.3 12.6 8.1 —— unisons 2/9; quints 1/5  
 C 2 1 ⅓ 1 ⅔  
 c#o 2 ⅔  2 1 ⅓  1 ⅔  
 ao 4 2 ⅔  2 1 ⅓  1 
 b1 4 2 ⅔  2 1 ⅓ 
 a#2 5 ⅓  4 2 ⅔  2 
Mixture 2’ IV f 2’ 1’ ½’ ¼’ ⅛’ 
 50.4 31.3 18.6 12.0 7.8 —— 1/4  
 C 2 1 ⅓ 1 ⅔ 
 do 2 ⅔  2 1 ⅓  1 
 g#2 2 ⅔  2 1 ⅓  
 c#3 2 ⅔  2 
Sharp Mixture 1⅓’ III mf 2’ 1’ ½’ ¼’ ⅛’  
 45.4 28.7 17.8 11.0 6.8 4.6 1/4 
 C 1 ⅓  1 ⅔ 
 c2 2 1 ⅓  1 
 c3 2 ⅔  2 1 ⅓   
 f3 2 ⅔  2  
Bass Trumpet 16’* 6” 3¾”      Tapered shallots; harm. @ g#3 
Trumpet 8’* 4”       Tapered shallots; harm. @ g#2, 5 flues 

Clarion 4’* 3¼”       Tapered shallots; harm. @ g#1, 17 flues 

N.B. Unless indicated, metal content is 45% tin; “Victorian” slots are 1/3 Ø wide, 1/3 Ø margin at top; “French” slots are 1/4 Ø wide, 1 Ø margin; 
“<” indicates mouth width progresses wider toward top. 

LDS Conference Center
Schoenstein & Co., Inc. 2003
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SWELL | 68 notes, w.p. 5½”, except * 10”          
Stop C co c1 c2 c3 c4 MW Remarks    

Double Open Diapason 16’ 229.6 136.5 81.1 50.4 31.3 20.2 2/9 24 zinc 

Bourdon 16’/8’ 170x216  62.5 (g#1) 54.0 34.8 22.5 1/4  32 wood; 36 stopped metal 

Open Diapason 8’ 162.3 96.5 57.4 35.3 21.1 13.5 1/5  17 zinc 

Small Open Diapason 8’ 136.5 81.2 49.6 30.4 18.7 11.5 1/4 12 zinc 

Silver Flute 8' 120.9 78.5 60.3 43.0 29.8 14.9 1/5 12 zinc, Victorian slots 

Viole de Gambe 8' 87.9 53.9 33.0 20.3 12.4 7.6 2/9 < 12 zinc 

Viole céleste 8’ 65.4 46.2 33.0 20.3 12.4 7.6 2/9 < 12 zinc 

Flauto Dolce 8’ 87.0 65.0 45.0 24.0 10.0 7.0 1/5 < 12 zinc; ⅔ taper, slotted 

Flute Celeste 8’ t.c. same scale as Flauto Dolce 

Principal 4’ 92.4 54.9 32.6 19.3 12.6 8.1 2/9 5 zinc 

Harmonic Flute 4’ 71.0 55.0 40.0 28.0 19.0 13.0 2/9 Tin; C-eo Victorian slots, harm. @ fo  

Fifteenth 2’ 50.4 31.3 19.3 12.0 7.8 5.0 2/9 <  

Cornet 2⅔’ III mf 2⅔’ 2’ 1’ ½’ ¼’ ⅛’  

 4’, 2⅔’, 2’= 59.9 48.2 28.7 17.8 11.0 7.1 2/9 

  1⅗’ ⅘’ ⅖’ ⅕’  

 1⅗’ = 38.8 23.1 13.7 8.5 —— —— 1/5 

 C 2 ⅔ 2 1 ⅗ 
 e3 4 2 ⅔ 2 

Plein Jeu 2’ V f 2’ 1’ ½’ ¼’ ⅛’ 

 52.6 31.3 19.3 12.0 8.1 —— 2/9 

 C 2 1 ⅓ 1 ⅔ ½ 
 a#o 2 ⅔  2 1 ⅓  1 ⅔ 
 d#1 4 2 ⅔  2 1 ⅓ 1 
 g#1 4 2 ⅔  2 1 ⅓ 
 b2 5 ⅓  4 2 ⅔  2 

Contra Fagotto 32’/16’* 10” 5½” 3¼”     Tapered shallots; harm. @ g#3 

Bombarde 16’ 145.0 100.0 80.0 66.0 55.0 ——  Parallel shallots; harm. @ c4 

Trompette 8’ 108.0       Parallel shallots; harm. @ c3, 12 flues 

Cornopean 8’* 3½”       Tapered shallots; harm. @ g#1, 12 flues 

Oboe 8’ 3¾”       Tapered shallots; no caps, 12 flues 

Voix humaine 8’ 40.0       Parallel shallots; 12 flues to c4 

Clairon harmonique 4’ 96.0       Parallel shallots; harm. @ c2; 24 flues 

Clarion 4’* 2⅞”       Tapered shallots; harm. @ g#o; 24 flues 
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CHOIR | 68 notes, w.p. 5½”            
Stop (listed by tonal family) C co c1 c2 c3 c4 MW Remarks    

Bass Viol 16’ 142.6 84.8 50.4 30.0 17.8 10.6 2/9 24 zinc 
Viola Pomposa 8’ 119.9 71.3 42.4 25.2 15.0 8.9 1/4 12 zinc; co-c3 flared 2 scales 
Viola Celeste 8’ 87.3 61.7 42.4 25.2 15.0 8.9 1/5 < 12 zinc; go-c3 flared 2 scales 
Echo Gamba 8’ 77.7 46.2 27.5 19.4 13.7 9.7 1/6 < 12 zinc 
Gamba Celeste 8’ same scale as Echo Gamba 

Viol d’Orchestre 8’ 40.1 27.9 19.4 13.5 9.4 —— 1/5 12 zinc, bellied 3 scales 
Viol céleste 8’ same scale as Viol d’Orchestre 

Lieblich Bourdon 16’/8’ 229.7 129.6 83.7 54.0 34.8 22.5 1/4  20 zinc; f1-f4=chimneys; f#4 ⅔ taper 
Concert Flute 8’ 105x129 66x81 — 26.3 (g#2) 23.1 15.7 1/5  44 wood 
Nachthorn 4' 80.0 56.6 40.0 28.3 20.0 14.2 1/5  Victorian slots to c#3 
Nazard 2⅔’ 56.0 35.0 22.7 15.5 10.4 6.1 2/9 C-f2=chimneys; @ f#2 open tapered 
Harmonic Piccolo 2’ 48.2 36.6 24.2 14.7 8.4 6.0 2/9 co-c3 harmonic 
Tierce 1⅗’ 64.2 39.6 23.9 14.9 9.7 —— 2/9 ⅔ taper 
Echo Diapason 8’ 143.3 87.9 53.9 33.0 20.3 12.4 2/9 12 zinc; tin 
Fugara 4' 84.4 51.7 31.7 19.4 11.9 7.3 2/9 Tin 
Twelfth 2⅔’ 60.9 37.3 22.9 14.0 8.6 5.3 1/5 Tin 
Fifteenth 2’ 49.7 30.4 18.7 11.4 7.0 4.3 2/9 < Tin 
Nineteenth 1⅓’ 35.8 22.0 13.5 8.3 5.1 —— 1/5 < Tin 
Twenty-Second 1’ 29.2 17.9 11.0 6.7 4.1 —— 2/9 < Tin 
Flügel Horn 16’/8’ 4” 2⅞”      Tapered shallots, 14 flues 
Trumpet 8' 4”       Tapered shallots, 14 flues 
Cromorne 8’ 40.0 34.0 29.0 27.0 23.5 ——  Parallel shallots, 14 flues 
Rohr Schalmei 4’ 1¼”       Tapered shallots, 29 flues 

ORCHESTRAL | 61 notes, w.p. 10”           
Stop C co c1 c2 c3 c4 MW Remarks    

Tibia Clausa 16’/2’ 200x257 117.5x136.5     Wood, 12 Kimball; Wurlitzer @ co 
Phonon Diapason 8’/4' 153.0       Wurlitzer 
Stentor Gamba 8’ 73.5 45.0 26.7 16.9 11.2 7.6 1/5 < 12 zinc; Victorian slots; flared co-f#3 

Gamba Celeste 8’ same scale as Stentor Gamba 

Clarinet 16’/8’ 3¼”       Tapered shallots, 12 new; Wurlitzer @ co 
Tuba Horn 8’ (15” w.p.) 4⅞”       Wurlitzer 
English Horn 8’ 3”       Tapered shallots; EMS single bell; 12 flues 
Orchestral Oboe 8’ 1½”       Wurlitzer; zinc and Hoyt metal 
Vox Humana 8’ (5½” w.p.) 1⅝”       Wurlitzer; Hoyt metal 
Tuba Mirabilis 8’ (20” w.p.) 5½”       Tapered shallots, harm. @ c1; 3 flues 
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SOLO | 61 notes, w.p. 11½”, except * 17½”          
Stop C co c1 c2 c3 c4 MW Remarks    

Open Diapason 8’ 170.0 101.0 63.0 39.0 24.0 14.5 2/11 17 zinc, heavy metal 
Symphonic Flute 8’ 84.0 Special scale Harmonic a#1-d3; double mouths f#2-c4; double harmonic d#3-c4 
Principal 4’ 97.0 57.0 36.0 22.0 14.0 8.8 1/5  5 zinc 
Quint Mixture 2⅔’ V 4’ 2’ 1’ ½’ ¼’ ⅛’ 
 92.5 55.0 33.0 20.0 13.0 8.8 2’ is 2/9; other ranks are 1/5 
 C 2 ⅔  2 1 ⅓  1 ⅔ 
 bo 4 2 ⅔  2 1 ⅓ 1 
 a#1 4 2 ⅔  2 1 ⅓ 
 f#2 8 4 2 ⅔ 2 
 d#3 8 5 ⅓  4 2 ⅔ 2 
French Horn 8’ 6”       Tapered shallots, 24 flues 
Bass Tuba 16’* 7” 4”      Tapered shallots, harmonic @ c2 
Tuba 8’* 5”       Tapered shallots, harmonic @ c1; 3 flues 
Tuba Clarion 4’* 4⅛”       Tapered shallots, harmonic @ co; 15 flues 
Tierce Mixture 2’ IV-VI* 4’ 2’ 1’ ½’ ¼’ ⅛’ 
 unisons= 100.8 59.9 35.6 22.1 13.7 8.8 1/5 
 quints= 96.5 57.4 34.1 21.1 13.1 8.8 1/5 
 tierce=  54.9 32.6 20.6 12.6 8.5 1/5 
 C 2 1 ⅗  1 ⅓ 1 
 d#o 2 ⅔  2 1 ⅗  1 ⅓  1 
 g#o 4 2 ⅔  2 1 ⅗  1 ⅓  1 
 a2 5 ⅓  4 2 ⅔  2 1 ⅗  1 ⅓  
 d3 5 ⅓  4 2 ⅔  2 
Millenial Trumpet 8’ (15” w.p.) 4”       Parallel shallots, harmonic @ g#1, 5 flues 
Stentor Diapason 8’ (25” w.p.)   71.0 @2’C    1/4  Extension of Pedal Open Wood 

PEDAL | 32 notes, w.p. 5½”, except * 10”          
Stop C co c1 c2 c3 c4 MW Remarks    

Gamba 64’/8’ (GGGGG#)* 369.9 311.0 184.9 109.9 65.3 38.8 2/9 40 zinc 
Diaphone 32’/16’ (25” w.p.) 660.4x660.4 (26x26”)     Kimball, 12 flues 
Diapason 32’/16’* 459.0 273.1 162.3 96.5 57.4 —— 1/4  Victorian slots 
Subbass 32’/8’* 528.6x609.6      16 new, Kimball eo – g#2 
Open Wood 16’/8’* 350.8x411.2      12 Aeolian; 18 Kimball, extend to Solo 
Violone 16’ (7½” w.p.) 157.2x200.0      18 wood, 6 zinc 
Quint 10⅔’ 201.6 119.9 71.3 42.4 —— —— 2/9 22 zinc 
Principal 8’ 169.5 100.8 60.6 35.6 —— —— 2/9 18 zinc; Victorian slots 
Flute 8’ 148.9 88.5 52.7 31.3 —— —— 2/9 12 zinc 
Choral Bass 4’ 92.0 56.1 34.4 21.1 —— —— 2/9 
Octave Flute 4’ 76.0 58.0 43.0 30.0 —— —— 2/9 < Harmonic @ fo 
Rauschquinte 2⅔’ II 2⅔’ 2’ 1’ ½’ ¼’ ⅛’ 2/9 C-g1 2 ⅔’ 2’  
 65.3 52.6 32.6 19.3 12.6 8.1 
Mixture 1⅓’ III Same scale as Rauschquinte, except ⅔’ pitch one note smaller  C-g1 1 ⅓’ 1’ ⅔’ 
Trombone 64’/16’ (20” w.p.) 22” @ G# 18” 11½” 6½” 4¾” ——  From GGGGG#, tapered shallots 
Tromba 8’/4’ (15” w.p.) 5½” 4”      Tapered shallots

41

SALT LAKE CITY, UTAH



ESSAY BY JAMES L. WALLMANN

INTRODUCTION
The history of organs in the Salt Lake Tab-
ernacle to 1948 is reasonably well document-
ed. This is not to say that there are no gaps or 
uncertainties—because there are—or that 
further research would not disclose new in-
formation from letters, journals, account 
books, and other sources not reviewed by 
organ historians, but the basic history of the 
instruments is fairly well established. Cita-
tions for information in this timeline found 
in Orth 1989 or Owen 1990 are not repeat-
ed. Where new information has been devel-
oped or more precise citations are available 
(particularly because so many sources in the 
Church History Library1 are now available 
digitally), references are given in footnotes. 
Because what has been written and published 
about the Tabernacle organs is integral to 
how organists and organbuilders have related 
to these instruments, the major publications 
on the Tabernacle organs are included within 
this timeline.

PIONEER ORGAN BY
JOSEPH RIDGES AND NIELS JOHNSON

25 April 1827 – Joseph Harris Ridges is born 
in Eling, Hampshire, England. The family 
must have moved to London when Ridges 
was young. He describes “a pair of massive, 
tall iron fretwork gates” behind which was 
an unnamed organ factory, probably that of 
William Hill. With a friend who was most 
likely an apprentice, Ridges visited the fac-
tory and, with the examination of organs in 
the area, learned something of organbuilding. 
Ridges, however, became a carpenter and in 
1852 traveled to Australia to seek gold. A year 
later, he and his wife were living in Sydney 
where they converted to The Church of Jesus 
Christ of Latter-day Saints. Sydney is also 
where Ridges built one of the first organs in 
Australia, an instrument he packed up and 
brought with him when he and his family 
gathered to the Intermountain West in 1856.

11 October 1857 – The organ built in Aus-
tralia by Ridges was first heard in the Old 

Tabernacle, an adobe structure on the loca-
tion where the Assembly Hall now stands 
on Temple Square. No stoplist survives, but 
the instrument probably had five speaking 
stops and “perhaps 295 pipes.” This is an un-
usual number (assuming Ridges’ memory is 
correct), but corresponds to five stops with a 
GG–f 3 (59-note) compass. Given that Ridg-
es learned about organbuilding in the 1840s, 
it is not surprising that he may have used a 
somewhat archaic compass. Parts of this or-
gan were used to build a new organ for the 
Assembly Hall in 1883, but no original Ridg-
es pipes are believed to have survived to the 
present day.

ca. 1862 – Church President Brigham Young 
asks Ridges if a large organ could be built for 
the new Salt Lake Tabernacle. Ridges says it 
could be done.

April 1863 – Construction begins on the 
new Salt Lake Tabernacle.2

26 June 1863 – Ridges writes a letter from 
Boston to Brigham Young.3

During the past two days I have been 
busily engaged in getting my object 
underway. I am happy to say it is fa-
vourably progressing. The making [of] 
the metal pipes will detain me here five 
weeks unavoidably. The price of metal is 
a little higher than I expected, though 
not much, making perhaps in all my 
bills $100 more than the sum named by 
you to Bro. Eldridge. This class of goods 
has raised on account of the war and 
it is thought by the builders will raise 
much more. Mr. B.D. Simmonds [sic] is 
considered to be the best organ builder 
here; with him I am dealing. He says 
the price of your organ, if built at his 
factory, would be forty-five thousand 
dollars.

It is clear that the metal pipes for the origi-
nal Tabernacle organ came from Wm. B.D. 
Simmons (1823–1876), one of Boston’s lead-
ing organbuilders. Ridges and workers in 
Salt Lake City constructed the organ case, 

wooden pipes, and probably other parts, but 
the exact situation is unclear. It is possible 
that Simmons “supplied a complete internal 
chassis for the organ—frame, windchests, 
key and stop action, and metal pipes—leav-
ing the Pedal pipes and chests, the bellows, 
the case, and probably the manual wood 
pipes for Ridges and his crew to construct.”4 
The amount spent with Simmons in Boston 
(see next entry) implies that Ridges ordered 
more than just metal pipes from Simmons. 
The $45,000 figure cited by Ridges suggests 
that he was describing to Simmons a large 
three- or four-manual organ, perhaps one 
with a carved, hardwood case and metal 32ʹ 
display pipes, rather than the two-manual 
instrument he purchased.5 Of course, Ridg-
es and Niels Johnson did eventually build a 
large three-manual organ, but the case was 
made of pine grained to resemble oak and 
the largest façade pipes were cylindrical wood 
pipes constructed with staves like a barrel and 
painted gold. (The $45,000 amount may be 
exaggerated, but it would not be the last time 
facts about the Tabernacle organ were embel-
lished.) The high-quality pine for the largest 
pipes and the organ case came from Pine Val-
ley, about 325 miles south of Salt Lake City.

29 June 1863 – Horace S. Eldredge, Brigham 
Young’s purchasing agent, writes check no. 45 
for $1100.00 with the annotation “a/c of Jo-
seph H Ridges for Organ.”6

5 September 1863 – “A large organ in Utah,” 
Dwight’s Journal of Music 23/12: 95, col. 2.

A large organ, one of the largest in this 
country, has recently been built by 
Simmons & Co., to be placed in the 
Mormon Tabernacle at Salt Lake City, 
which is a building large enough to seat 
15,000 [!] people. The case of the organ 
and the large diapasons, are to be made 
in the temple [i.e., Tabernacle], and a 
skilful [sic] workman has started for 
this purpose to Salt Lake City.

This was among the first of many Eastern 
notices on the Tabernacle organ to appear 
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over the years, most of which originated 
from interested parties such as organbuild-
ers, railroad companies (to promote travel to 
the West), and the Church, to say nothing of 
a press hungry for copy (good or bad) on the 
“Mormons.”

January 1866 – Construction of the Taber-
nacle organ begins.

24 May 1866 – The organ is in the workshop 
and is described as having two manuals and 
a 27-note pedal with 35 stops, five of which 
are mechanical, and “something like 2000 
pipes.” Later, the manuals were described as 
having a 56-note compass with the pedal only 
25 notes.

6 October 1867 – Although incomplete, the 
organ is first heard in public at General Con-
ference; only 700 of the projected 2000 pipes 
are available. Brigham Young “also spoke of 
the labors of Elder Ridges on the large Organ, 
and of the difficulties he had labored under in 
his work.”7

30 November 1867 – “The organ,” Lat-
ter-day Saints’ Millennial Star 29/48: 759. 
Publication of the stoplist of the Ridges or-
gan. The Millennial Star, as it was common-
ly called, was published in Liverpool and 
London for members of the Church in that 
country. While the Millennial Star reprinted 
many articles from the Deseret News, it is in-
teresting that the 1867 stoplist did not appear 
in a Salt Lake City publication. The keydesk, 
as one would expect with a large mechanical 
action instrument, was built into the base of 
the organ case.

January 1868 to August 1874 – The Public 
Works account books8 record payments made 
to the builders of the Tabernacle organ. The 
two “New Organ Time Books,” as they are 
now called, cover the periods January 1868 to 
December 1869 and January 1870 to August 
1874. Work on the Tabernacle organ started 
before and continued after the dates of the 
account books, but it is not known if or how 
this work was recorded by the Church. “The 
pay for the workmen varied according to their 
skill with the millwrights being the highest 
paid at $5.00 a day, and the mason tenders 
and apprentices, the lowest paid, receiving the 

least at $1.50 or $2.00 a day.”9 Workers did 
not receive a salary; instead, their pay was in 
the form of a credit they could use at the tith-
ing store, a sort of general store operated by 
the Church where cash was not needed. (Hard 
currency was for many years in short supply 
in the Utah Territory.) In January 1868, ten 
men are listed, with Ridges receiving $8.00 
per day for 26 days of work in that month and 
Shure Olsen (1818–1901; his name is almost 
always given as “Sure Olson”) receiving $5.00 
per day for 12¾ days. One worked at $3.50 
per day while the remaining seven worked 
from 111/4 to 25 days that month at $4.50 per 
day. February was similar to January, except 
we see that “Glue Boy” Moroni Pratt, then 
14 years old,10 received $1.50 per day for 14 
days of work. (A week was counted as having 
six work days.) Ridges almost always worked 
24 to 27 days per month and was the high-
est paid. When Ridges was away, Olsen was 
in charge because he approved the number of 
days the workforce had labored. The six years 
and eight months covered by the New Or-
gan Time Books show thirty-three different 
workers, including Ridges, Olsen, and Niels 
Johnson (1837–1886), who first appears in 
June 1868 as “Nils Johnson” at $4.50 per day. 
From January 1868 to July 1869 there were 
no fewer than nine workers per month with 
as many as 20 in March 1869. This is also the 
month in which painters are first mentioned. 
The number of workers per month tapered 
off, with three to five per month from May 
1872 to August 1874. While Johnson receives 
credit for the enlarged organ in the 1880s, it is 
interesting that Olsen had more responsibili-
ty and was higher paid than Johnson during 
the period of the New Organ Time Books. 
Further analysis of this original source mate-
rial is beyond the scope of this timeline.

27 October 1869 – Ridges writes a letter 
from Boston to Brigham Young.11

I have been successful in my undertak-
ing and have accomplished mainly the 
object I had in view. [¶] I have obtained 
admittance inside the the [sic] organs 
I desired to see and think I have seen 
none so grand as our own. With the 
third manual or keyboard and solo 
stops for concert and religious use, it 
will compare with any. The exterior 
pipes in the great Boston organ are not 

so large as those in ours and altogether 
it is less grand and majestic than I had 
anticipated. As I write I am surrounded 
by seven fine church organs in the facto-
ry of W.B.D. Simmons who undertook 
my order lower than others so I dealt 
with him. [¶] The pipes will be finished 
and on the way by the time you receive 
this. [...] [¶] Please tell Thomas to send 
me the money to come home and buy 
what little spring wire and brass sheet 
I need, as when I have settled with Mr. 
Simmons I shall be out of funds. [...] [¶] 
I have only bought what I am obliged to 
have in order to make a fair finish of the 
organ. I want two more stops—metal—
to go with my wood stops, but I feared 
you would not approve.

12 November 1869 – T[homas] W. Eller-
beck, clerk to Brigham Young, writes a letter 
to Ridges in care of Wm. B.D. Simmons, Esq., 
190 Charles St., Boston, Mass. “By direction 
of Pres[iden]t B Young,” a check for $600 
“is sent to you to cover balance of purchases 
and expenses home.” Ellerbeck adds: “We are 
hard up for funds, and you are to be as eco-
nomical as possible.”12

April 1870 – The gallery is completed in the 
Tabernacle.13 The gallery not only provided 
additional seating, but improved the acous-
tics, which previously had been inconsistent 
and echoey. Those sitting under the gallery, 
however, could have their view of the rostrum 
partially obstructed by the pillars supporting 
the gallery.

4 May 1872 – Brigham Young writes that the 
instrument took almost ten years to build and 
cost an estimated $70,000.14 This amount 
must include the cost of labor of Ridges and 
the local workforce. While an equivalent or-
gan could have been ordered from a builder 
in Boston or New York for much less than 
$70,000 (if the Church even had this much 
money to spend), this would have frustrated 
Brother Brigham’s desire for his people to be 
self-sufficient.

2 December 1874 – Ridges writes a letter 
from the Tabernacle to Church leaders.15

Being requested to report to you rela-
tive to the organ, I submit the following 
items. [¶] The organ is nearly completed, 
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but is at present partly dismembered in 
order to complete the connection of the 
large front pipes, which cannot be done 
to advantage while the instrument is in 
use. [¶] The number of men working 
on it is three, including myself. [¶] I 
have here some 400 pipes, some in part, 
some complete, the voicing of which 
must be done by myself. [¶] On the 
completion of the work on which the 
men I have are mainly engaged (an item 
which the President on his departure 
requested me to have done) which will 
take about four weeks—’tis intended 
to reduce the number of men to two in 
all. [¶] In building a grand organ on so 
great scale as ours, other builders have 
ranks of workmen acquainted with its 
complicated action and vast breathing 
reservoirs—better perhaps than them-
selves. With us, it has not been so. I 
have had no such efficient aid, the more 
profound of the work devolving upon 
myself. And when its three thousand 
tongues are all under control, each 
must receive its final equipoise of voice 
and tone—the most important and the 
last of the work, and is called in organ 
phraseology regulating. This I have yet 
to do. [¶] I am therefore thankful to say 
that a short time will successfully com-
plete the work. [¶] The cost from now 
to its completion will be from two to 
three thousand dollars.

9 October 1875 – John Taylor, a senior 
Church leader, dedicates the Tabernacle and 
its organ.16 A year later, a visitor reports that 
the organ “requires four men to blow the 
bellows.”17

1878 – The organ is described as being in an 
“unfinished state.” Two or three years later, a 
writer from Boston visiting the “City of the 
Saints” attended a service in the Tabernacle 
“but, unhappily, the great organ was undergo-
ing repairs, and not in use on that particular 
Sunday.”18 One wonders how frequently the 
pioneer instrument was not playable due to 
repairs or work on additions.

1883 – The choir stand in the Tabernacle is 
remodeled as risers ascending from the floor, 
thereby obscuring most of the lower part of 
the organ case below the impost but increas-
ing seating capacity from 75 to 200 singers.19

August 1883 – Ten crates labeled “Organ 
Ware” arrive by train from Steere and Turner 
of Springfield, Massachusetts.20 With freight, 
the cost was $2,049. Included were: almost 
1,200 pipes, of which 336 would have been 
for the new six-stop Solo division, meaning 
that stops for other divisions were added or 
their pipes replaced; a pneumatic lever to as-
sist the key action; and probably two hydrau-
lic motors to power the bellows. Niels John-
son, trained by Ridges, carried out the work.

3 October 1885 – An article in the Deser-
et News, copied to the Journal History,21 
describes the organ as enlarged by Johnson 
without giving the stoplist: “The organ has 
now four manuels [sic] and a pedal, the num-
ber of stops being 57. The total number of 
pipes is 2,648.” The stoplist appeared three 
and a half years later (see next two entries).

2 March 1889 – “The grand organ. A detailed 
description of the magnificent instrument,” 
Deseret Evening News 22/84: [3], col. 6.22 
Stoplist of the organ as enlarged by Johnson, 
who was assisted by Shure Olsen. The organ 
is described as having four manuals, although 
there is no Solo to Pedale coupler and there is 
a Solo to Choir coupler.

16 March 1889 – “The grand organ,” Deseret 
Weekly 38/12: 359, cols. 2–3. The stoplist cor-
responds to that published two weeks earlier, 
except that the organ is described as having 
three manuals. Photos from the period seem 
to show a three-manual instrument.

Late 1890s – The pioneer organ is starting to 
show its tonal and mechanical shortcomings. 
One anonymous observer wrote in 1899 that 
a thorough overhaul of the Tabernacle organ 
was needed “and would include the addition 
of the latest stops, combinations and valued 
mechanical accessories, also the introduction 
of pneumatic-electric action and the removal 
of the console ... to a distance from the in-
strument proper. This last might be done, if 
nothing else is, as the performer cannot hear 
sufficiently from where he now sits to judge of 
effects, and at times he cannot hear some of 
his work at all.”23

2 January 1901 – “Utah’s old organ build-
er, who wrought a wonderful miracle half 

a century ago, applauded by 10,000 peo-
ple  :  stirring scene witnessed at Tabernacle 
yesterday. Elder Joseph Ridges receives an 
ovation : how he built America’s greatest or-
gan in wilderness,” Salt Lake Herald, no. 209, 
p. 8, cols. 1–3. Reprinted in Longhurst 2013. 
With the pioneer instrument about to be 
replaced, there was one last chance to honor 
Joseph Ridges as the original builder. Ridges 
was interviewed for the occasion. This and 
the interview given in the following month 
are the source of much of our information 
on Ridges’ background as an organbuilder, 
although his recollections are sometimes in-
consistent. Ridges died on 7 March 1914.

16 February 1901 – “Pioneer organ builder’s 
story  :  Joseph H. Ridges, who planned and 
constructed the Tabernacle organ, tells the 
‘News’ something of difficulties overcome in 
the great work,” Deseret Evening News 52/75: 
9, cols. 1–3. Reprinted in Longhurst 2013. 
Another interview with Ridges.

KIMBALL ORGAN
31 October 1900 – John J. McClellan 
(1874–1925), “a musician of considerable 
training and stature,”24 is appointed Taberna-
cle organist.

31 December 1900 – Contract is signed 
with the W.W. Kimball Company of Chica-
go to build a new organ for the Tabernacle. 
That the Church wanted an organbuilder 
with a national reputation to rebuild the Tab-
ernacle organ rather than a local builder is 
evidence that the Church was becoming less 
insular and aimed to participate more fully 
in American life.25 The instrument was to 
be completed by April 1 1901. One-third of 
the old pipes were retained for the rebuilt in-
strument. The contract does not survive and 
the stoplist is taken from the extant Kimball 
console (although a few stop knobs or labels 
are missing) and notes from the Austin Or-
gan Company. As noted in the stoplist, it is 
possible that some changes to the disposition 
were made during the Kimball organ’s short 
life. Although documentation is lacking, the 
tubular-pneumatic action was apparently at 
some point partially electrified. The console 
was placed at the front of the choir seats, in 
the center, with the organist’s back to the in-
strument. The pedalboard was flat.
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4 May 1901 – Dr. George W. Walter, a prom-
inent organist close to the Kimball company, 
presents the completed instrument in recital. 
Walter later wrote: “The Great Tabernacle 
Organ is an event in organ building. It is the 
end of all organ building knowledge there is, 
and we shall have to wait for a new inspiration 
before we can add anything to it.”26

1 November 1902 – “Der Mormonentem-
pel und das Tabernakel mit seiner grossen 
Orgel in Salt Lake City, Utah, Nord-Amer-
ika,” Zeitschrift für Instrumentenbau 23/4: 
81–84. The Zeitschrift für Instrumentenbau 
was probably the leading organ and musical 
instrument periodical of the time, and this 
article shows that the fame of the Tabernacle 
organ had reached Europe.

1909 – Richard H. Little, Hearing the or-
gan  :  sketch (Chicago: W.W. Kimball Com-
pany, [1909]). Originally appeared in the 
Chicago Record-Herald, 23 August 1908 (ti-
tle page). Containing effusive praise for the 
sounds of the Kimball organ, this booklet 
describes the author’s experience at an or-
gan recital by McClellan. The pamphlet was 
produced by the organbuilding company and 
not only “mailed all over the United States” 
by Kimball,27 but available “Compliments of 
Bureau of Information [at] Temple Block” 
(as Temple Square in Salt Lake City was then 
known).28 It is now a rare piece of Tabernacle 
organ ephemera.

September 1910 – The first recording of a 
pipe organ in the United States is made at the 
Tabernacle, with McClellan playing Bach’s 
Toccata and Fugue in D minor and the Toccata 
from Widor’s Fifth Symphony.29

27 August 1914 – Tabernacle organists 
McClellan and Tracy Y. Cannon and organ 
technician J.J. Toronto inform Church lead-
ers that the organ’s condition had deteriorat-
ed and recommend that the Austin Organ 
Company reconstruct the instrument.30 The 
matter was referred to a committee and it 
took several months before the decision was 
actually made to replace the Kimball organ. 
Remarkably, the Kimball console was saved. 
For many years it was on display at a Visitor’s 
Center on Temple Square. It is now part of the 
collection of the Church History Museum.31

AUSTIN ORGAN
18 March 1915 – A contract is signed with 
the Austin Organ Company of Hartford, 
Connecticut for a new four-manual organ to 
be completed by 15 February 1916. The Kim-
ball organ was made playable (in time for the 
summer recital series!) by installing a new 
Austin console and bypassing most of the old 
action.

14 November 1915 – To accommodate the 
enlarged instrument, the casework is extend-
ed on both sides of the original organ case by 
Cannon and Fetzer of Salt Lake City. [Ed. 
the same firm constructed the casework for 
the 2002 Schoenstein instrument in the new 
Conference Center.] This is the “Tabernacle 
organ” familiar to millions today. 

12 May 1916 – The first public recital on the 
completed instrument is given.

19 July 1916 – Church officials formally 
accept the Tabernacle organ, Austin’s Opus 
573. The large Austin Universal Air Chest 
system was used. The windchests were large 
enough to enter and, in fact, visitors were giv-
en tours inside the windchests.32 The console 
was moved to its current position: at the front 
of the choir seats, perpendicular to the organ 
but slightly to one side, with the organist fac-
ing the choir director in the center.

1916/17 – The great organ of Salt Lake City 
(Hartford, Conn.: Austin Organ Company, 
[1916 or 1917]). Publicity booklet from the 
organbuilder.

1917 – Levi Edgar Young, The great Mormon 
Tabernacle with its world-famed organ and 
choir (Salt Lake City: Bureau of Informa-
tion). Cover title: The Salt Lake Tabernacle 
and world-famed organ. A later issue was pub-
lished in 1924 or later, but retained the origi-
nal 1917 copyright date.

8 April 1924 – Alexander Schreiner (1901–
1987) is appointed Tabernacle organist. 
Schreiner would later be a moving force in 
replacing the Austin organ with the Aeoli-
an-Skinner instrument.

1925/26 – The great organ of Salt Lake City 
(Hartford, Conn.: Austin Organ Company, 

[1925 or 1926]). Publicity booklet from the 
organbuilder, slightly revised from the earlier 
version. The stoplist does not show the 1926 
changes.

10 September 1926 – Austin adds 24 stops 
containing more than 1,500 new pipes. 
Among other changes, the Great 4ʹ Principal 
and 2ʹ Fifteenth are moved to the open sec-
tion, a 5-rank Mixture (with a 17th) is added 
to the Great, and a IV Plein Jeu replaces the 
III Cornet Mixture on the Swell.

1930 – Levi Edgar Young, The Mormon Tab-
ernacle with its world-famed organ and choir 
(Salt Lake City: Bureau of Information). 
Cover title: The Salt Lake Tabernacle and 
world famed organ. Two later issues were pub-
lished between 1935 and 1938, and in 1939 
or later, but both retained the original 1930 
copyright date.

February 1937 – Austin installs a new con-
sole. The old console was retained and is in the 
collection of the Church History Museum.33

1937/40 – The great organ of Salt Lake City 
(Hartford, Conn.: Austin Organs, Inc., [be-
tween 1937 and 1940]. Publicity booklet 
from the organbuilder. The text is similar but 
the format differs from the two previous pub-
lications. The stoplist does not show the 1940 
changes.

1940 – Austin adds these stops to the organ: 
Great – 4ʹ Second Octave, 22/3ʹ Twelfth, V 
Fourniture; Swell – IV Sesquialtera, 8ʹ Trom-
pette; Orchestral – 4ʹ Fugara, 22/3ʹ Nazard, 
13/5ʹ Tierce; Pedal – 4ʹ Octave, 2ʹ Super Oc-
tave, IV Mixture. One rank is removed from 
the Great V Mixture and the 8ʹ Melophone 
(added in 1926) is removed from the Or-
chestral division. James B. Jamison, an early 
proponent of “American Classic” organ de-
sign, was responsible for the scaling of the 
new stops and mixture compositions. The 
existing reed stops were revoiced by James 
H. Nuttall, a freelance organbuilder trained 
in England who was a long-time associate of 
Robert Hope-Jones and noted as a voicer and 
inventor.34

1948 – To make way for the new Aeoli-
an-Skinner instrument, the Austin organ is 
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Organ in New Tabernacle, ca. 1869. Note the gessoed and ungilded 
facade pipes. Author’s collection.

Stereoview photographs by Charles R. Savage.

Organ in Tabernacle, Salt Lake, ca. 1882. Courtesy The American 
Organ Archives of the OHS.

Keydesk, ca. 1882, detail. Courtesy The American Organ Archives 
of the OHS.

Organ in Tabernacle, ca. 1870. Courtesy of the Church History 
Library, The Church of Jesus Christ of Latter-day Saints (PH 1932).
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Ca. 1904 after the installation of the Kimball.
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moved to the auditorium of the Joseph Smith 
Memorial Building at Brigham Young Uni-
versity (BYU), Provo, Utah, by the Schoen-
stein firm of San Francisco. The Celestial, 
String, and enclosed Great divisions were 
not kept and at least “four full-compass stops 
and two wood basses were removed from the 
various manual divisions” for use in the Aeoli-
an-Skinner organ. “Internal arrangement was 
altered from ‘single-storey’ to ‘two-storey’ to 
fit the chamber in the auditorium.”35 The au-
ditorium did not share the Salt Lake Taberna-
cle’s excellent acoustics. By the 1970s, the or-
gan was in poor condition, other instruments 
on campus having taken its place. Before the 
Joseph Smith Memorial Building was razed 
in 1990 to make way for a new structure, all 
attempts to sell the organ were unsuccessful. 
With only two weeks left, Michael Ohman, 
an organist and long-time member of the 
BYU School of Music (as well as a part-time 
organ technician), salvaged the pipes of the or-
gan, console, blower, percussion instruments, 
unit chests, and the Austin tremulant for the 
Vox Humana by putting them in storage. The 
windchests and “associated mechanical mate-
rials all went down with the building.” While 
no records remain, Ohman reports the BYU 
pipework contained “ranks from the Ridges 
to Austin organs.” Over the years, the sal-
vaged pipes and parts were sold to various par-
ties. The second Austin console was donated 
by Ohman to the Church History Museum.36

ADDITIONAL REFERENCES
1951 –  The Tabernacle organ  :  Temple 
Square : Salt Lake City ([Salt Lake City: De-
seret News Press, 1951]). This 12-page book-
let went through many issues and printings 
and was distributed free of charge at the Tem-
ple Square Visitor’s Centers.

April 1967 – Jay M. Todd, “Tabernacle or-
gan,” Improvement Era 70/4: 14–20.

1989 – Edgar V. Orth, The Tabernacle or-
gan : a chronological compendium history : cre-
ator and transmogrifiers ([Eugene, Or.: Edgar 
V. Orth, 1989]). Available at Church History 
Library, M282.21 O77t 1989.

1990 – Barbara Owen, The Mormon Taber-
nacle organ  : an American classic  : the Amer-
ican Classic Organ Symposium  :  Temple 

Square  :  Salt Lake City, Utah ([Salt Lake 
City:] The Church of Jesus Christ of Lat-
ter-day Saints, 1990).

2007 – James L. Wallmann, “Tabernacle re-
newed: Third American Classic Organ Sym-
posium in Salt Lake City,” The Tracker 51/4: 
10–16. Available from the Organ Historical 
Society at https://organhistoricalsociety.
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2013 – John Longhurst, “Joseph H. Ridg-
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Mormon Tabernacle Organ
Salt Lake City, Utah

W.W. Kimball, 1901

Tubular-Pneumatic Action
Compasses: 61/30
Console preserved at the Museum of Church 

History and Art
Stoplist reconstructed verbatim from the 

extant console, and Austin Organ Co. 
files, [annotations in brackets].1

II. GREAT
16ʹ Double Open Diapason
8ʹ Bell Diapason
8ʹ Open Diapason
8ʹ Second Open Diapason
8ʹ Gamba [tin]
8ʹ Doppel Flute [wood]
8ʹ Dulciana
8ʹ Claribell Flute [wood]
4ʹ Principal
4ʹ Wald Flute [wood]
22/3ʹ Twelfth
2ʹ Fifteenth [Octave 4ʹ console]
8ʹ Trumpet [Austin list only]

III. SWELL [Enclosed]
16ʹ Bourdon
8ʹ Horn Diapason
8ʹ Violin Diapason
8ʹ Stopped Diapason
8ʹ Spitz Flute
8ʹ Salicional
8ʹ Viole Celeste
8ʹ Aeoline
4ʹ Violina
4ʹ Flute Harmonic
2ʹ Flautino
 Cornet III
16ʹ Contra Fagotto
8ʹ Cornopean
8ʹ Oboe d’Amour
8ʹ Vox Humana

1. Barbara Owen, The Mormon Tabernacle Organ, An 
American Classic; The Church of Jesus Christ of Latter-
day Saints, Salt Lake City, 1990, 20-21.

I. CHOIR [Enclosed]
16ʹ Gross Gedeckt
8ʹ Geigen Principal
8ʹ Violoncello
8ʹ Quintadena
8ʹ Melodia
8ʹ Dolce
4ʹ Flauto Traverso
4ʹ Fugara
2ʹ Harmonic Piccolo
8ʹ Clarinet
8ʹ Orchestral Oboe

IV. SOLO
16ʹ Violone
8ʹ Stentorphone
8ʹ Viole da Gamba [tin]
8ʹ Melophone [wood]
4ʹ Orchestral Flute [wood]
8ʹ Waldhorn [Austin: 4ʹ]
8ʹ Trumpet [console only]
8ʹ Tuba Mirabilis
8ʹ Saxophone
4ʹ Clarion

PEDAL
32ʹ Double Open Diapason
16ʹ Open Diapason
16ʹ Bourdon
16ʹ Lieblich Gedeckt
16ʹ Violone
102/3ʹ Quinte
8ʹ Violoncello
8ʹ Flute [wood]
16ʹ Trombone
8ʹ Trumpet

PEDAL COUPLERS
Pedal Fifths
Pedal Octaves
Great to Pedal
Swell to Pedal
Choir to Pedal
Solo to Pedal
Pedal to Solo

SWELL COUPLERS
Swell Octaves
Swell to Great
Sw. to Gt. Sub Octave
Swell to Great Super Octave
Swell to Choir
Swell to Solo

CHOIR COUPLERS
Choir to Great
Ch. to Gt. Sub Octave
Choir Sub Octave

SOLO COUPLERS
Solo Octaves
Solo to Great
So. to Gr. Super Octave

ACCESSORIES
Tremolos to Swell, Choir, and Solo
Reversible Gt. to Ped.
Crescendo, Full Organ
Wind and Crescendo indicator dials

ADJUSTABLE COMBINATIONS
3 Great
3 Choir
3 Swell
2 Solo

10 h.p. fan blower, Austin listed pressures as:
Great and Solo 41/4 .̋  Swell and Choir 31/2 ,̋ 

Pedal not noted.
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Frederick W. Hedgeland, son of a prominent English organbuilding 
family was at this time the head of Kimball’s pipe organ division. 
He had obtained patents on various devices for tubular-pneumatic 
action in 1892, 1896, and 1897, including a design for pneumatic 
coupler stacks that permitted a large number of couplers at various 
pitches, not solely at the unison. Note the unusual Pedal to Solo, 
and the Pedal Fifths coupler which would have turned the division 
into a giant resultant. While no record exists of the exact number of 
ranks Kimball reused from the old Ridges/Johnson organ, Barbara 
Owen quotes both Hedgeland and local newspapers monitoring the 
progress of the new Kimball organ, stating in one article that “ap-
proximately one third of the original pipes were reused,” and directly 
quoting Hedgeland in another that “only the pedal and a few stops” 
were repurposed from the old organ.2 Comparing the new Kimball 
pedal with that of the 1888 Johnson rebuild, it would appear the old 

2. IBID, 21

pedal was reused in its entirety, with an expanded compass and two 
additional stops. While Hedgeland was quoted in the press as being 
very dismissive of the pipework of the old organ which had been im-
ported from the East,3 the former organ’s pipework which had been 
obtained from the shops of W.B.D. Simmons in Boston and Steere 
& Turner in Westfield, Mass. would have been of first-rate quali-
ty, and both firms were noted for the tonal excellence of their bold 
voicing styles. Hedgeland further opined that the old pipework had 
simply been dropped in place without further voicing refinement on-
site.4  While one stated goal of the new organ was both increased vol-
ume and a change in taste from classically-inspired voicing toward 
the orchestral, it would be a fair criticism to opine in hindsight that 
what was gained in power was also the loss in harmonic richness and 
clarity which characterized the old Ridges/Johnson instrument—
and the diapason work in particular.
3. IBID, 18,19
4. IBID, 19

ABOUT THE KIMBALL

The interior of the Tabernacle taken in 1904 shortly after the installation of  Kimball organ. Compare the interior with that of the 1877 image on 
the facing page, with raked choir seating in opera chairs instead of pews. Underwood & Underwood publisher, from the Huntington collection.
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Tabernacle organist John J. McClellan (1874–1925) at the console of 
the Kimball organ he designed, ca. 1910.

Chief Organist Edward P. Kimball at the Kimball console, ca. 1910. 
Courtesy of the Church History Library, The Church of Jesus Christ 
of Latter-day Saints (PH 7782).

The Tabernacle decorated and organ is garbed in funereal drapes in preparation for the lying in state and funeral for  President Brigham Young 
(†Aug. 29, 1877). From the Huntington collection.
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Voicing room copy of factory specifications, courtesy Austin Organs, Inc.
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ARCHIVAL RECORDINGS OF THE TABERNACLE ORGANS ARE AVAILABLE ON YOUTUBE

The Lost Chord, Sir Arthur Sullivan
Edward P. Kimball, organist
Recorded April 23, 1927

Great is Jehovah, Schubert
The Mormon Tabernacle Choir
Edward P. Kimball, organist
Recorded June 10, 1927

https://youtu.be/6HfsLBjSxg4

The Gondoliers, Ethelbert Nevin
John J. McClellan, organist
Recorded in 1910 on the Kimball

The best they could do in the day, generally sounding like a 
harmonium.

https://youtu.be/aSZU2GGdukc

War March of the Priests, Wagner
Edward P. Kimball, organist
Recorded June 8, 1927

A poor, close-miked, non-reverberant recording.

https://youtu.be/7vObCrp0AEk

The Tabernacle Choir—Salt Lake City, Utah
The inset portraits show Organist John J. McClellan (1874–1925, or-
ganist between 1900 and 1925) and Choir Conductor and Director 
Evan Stephens (1854–1930, Choir Director between 1890 and 1916).
Date: ca. 1901

Edward P. Kimball
organist

John J. McClellan
organist
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*Added as part of renovation project, 1986-88 Salt Lake Tabernacle Organ 
**Retained from earlier Tabernacle organs Organ Specification (20 April 2024) 
***Added in 1979 ++Added in 2021 thetabernaclechoir.org/organs Page 1 of 3 

SALT LAKE TABERNACLE ORGAN 
The Church of Jesus Christ of Latter-day Saints 

Salt Lake City, Utah, USA 
Aeolian-Skinner, Opus 1075 — 1948 

Five-manual and pedal detached console; Electro-pneumatic key and stop action 
147 voices, 206 ranks, 11,623 pipes 

The original organ in the Salt Lake Tabernacle was built by Joseph Ridges in 1867 with 2 manuals.  It was rebuilt and enlarged by 
Niels Johnson (1889), Kimball Organ Company (1901), and Austin Organ Company (1916, 1926, 1937).  A contract for a new organ 
was signed with the Aeolian-Skinner Organ Company of Boston in 1945.  At the time, G. Donald Harrison was company president 
and tonal director.  Some pipework from earlier organs was retained, but the organ installed was essentially new.  Further additions 
were made during renovations in 1979 and 1984-88.  These were mostly stops which Harrison intended to install but which were 
omitted for various reasons.  The instrument is recognized by many as a quintessential example of the American Classic style of organ 
building, an eclectic approach championed and brought to its zenith by G. Donald Harrison. 

Great Manual II 
29 voices, 44 ranks, 2,564 pipes 
Wind pressures 3½", 3⅞", 49⁄16", 4⅞" 
(89, 98, 116, 124 mm.) 

16' Subprincipal ................... 61 pipes 
16' Quintaten ........................ 61 pipes 
8' Principal ......................... 61 pipes 
8' Diapason ......................... 61 pipes 
8' Montre* .......................... 61 pipes 
8' Bourdon .......................... 61 pipes 
8' Spitzflöte ........................ 61 pipes 
8' Flûte Harmonique* ........ 61 pipes 
8' Bell Gamba .................... 61 pipes 

 5⅓' Grosse Quinte ................. 61 pipes 
4' Principal ......................... 61 pipes 
4' Octave ............................ 61 pipes 
4' Koppelflöte ..................... 61 pipes 
4' Flûte Octaviante* ........... 61 pipes 
4' Gemshorn ....................... 61 pipes 

 3⅕' Grosse Tierce ................. 61 pipes 
 2⅔' Quinte ............................. 61 pipes 

2' Super Octave .................. 61 pipes 
2' Blockflöte ....................... 61 pipes 

 1⅗' Tierce .............................. 61 pipes 
 11/7' Septième ......................... 61 pipes 
 2⅔' Full Mixture IV ............ 244 pipes 

2' Fourniture IV ................ 244 pipes 
 1⅓' Kleine Mixtur IV .......... 244 pipes 

1' Acuta III ....................... 183 pipes 
8' Cornet V* (f-f3) ............ 185 pipes 

16' Double Trumpet* ........... 61 pipes 
8' Trumpet* ........................ 61 pipes 
4' Clarion* .......................... 61 pipes 

I/II Manual Transfer (settable)++ 

† Celeste stops marked with a dagger 
draw the celeste rank as well as the 
straight rank, and include a "II" on the 
stopknob 

Swell (enclosed) Manual III 
29 voices, 40 ranks, 2,561 pipes 
Wind pressures 4¼", 4⅞" 
(108, 124 mm.) 

16' Lieblich Gedeckt** ........ 68 pipes 
16' Gemshorn ....................... 68 pipes 
8' Geigen Principal ............. 68 pipes 
8' Gedeckt ........................... 68 pipes 
8' Claribel Flute** .............. 68 pipes 
8' Flauto Dolce ................... 68 pipes 
8' Flute Celeste (TC) † ....... 56 pipes 
8' Viole de Gambe .............. 68 pipes 
8' Viole Céleste † ............... 68 pipes 
8' Orchestral Strings II ..... 136 pipes 
8' Salicional ........................ 68 pipes 
8' Voix Céleste † ................ 68 pipes 
4' Prestant ........................... 68 pipes 
4' Fugara ............................. 68 pipes 
4' Flauto Traverso .............. 61 pipes 

 2⅔' Nazard ............................ 61 pipes 
2' Octavin ........................... 61 pipes 
2' Hohlflöte* ....................... 68 pipes 

 2⅔' Cornet III ...................... 183 pipes 
 2⅔' Plein Jeu VI .................. 366 pipes 
 1⅓' Plein Jeu IV* 

     (from Plein Jeu VI) 
⅔' Cymbale IV .................. 244 pipes 
32' Contra Fagot ................... 61 pipes 
16' Contre Trompette ........... 61 pipes 
8' 1ère Trompette* ............. 68 pipes 
8' 2ème Trompette .............. 61 pipes 
8' Hautbois ......................... 68 pipes 
8' Voix Humaine ................ 68 pipes 

(5"/127 mm. wind) 
 5⅓' Quinte Trompette ........... 61 pipes 

4' Clairon ............................ 61 pipes 
Tremulant 
Swell to Swell 16' 
Swell to Swell 4' (only affects 
 stops with top octave extensions)

Positiv Manual I 
16 voices, 21 ranks, 1,257 pipes 
Wind pressure 2⅝" (67 mm.) 

8' Principal* ........................ 61 pipes 
8' Cor de Nuit ..................... 61 pipes 
8' Quintade ......................... 61 pipes 
4' Principal .......................... 61 pipes 
4' Nachthorn ....................... 61 pipes 

 2⅔' Nazard ............................ 61 pipes 
2' Principal .......................... 61 pipes 
2' Spillflöte ......................... 61 pipes 

 1⅗' Tierce .............................. 61 pipes 
 1⅓' Larigot ............................ 61 pipes 

1' Sifflöte ............................ 61 pipes 
 11/7' Septerz II ........................ 98 pipes 

1' Scharf III ....................... 183 pipes 
½' Zimbel III ..................... 183 pipes 
16' Rankett ............................ 61 pipes 
8' Cromorne* ...................... 61 pipes 

Tremulant 

Choir (enclosed) Manual I 
18 voices, 24 ranks, 1,536 pipes 
Wind pressure 4¾" (121 mm.) 

16' Gamba ............................ 68 pipes 
8' Principal .......................... 68 pipes 
8' Concert Flute .................. 68 pipes 
8' Viola ............................... 68 pipes 
8' Viola Celeste † ............... 68 pipes 
8' Dulcet II ........................ 136 pipes 
8' Kleine Erzähler II ......... 124 pipes 
4' Prestant ........................... 68 pipes 
4' Zauberflöte ..................... 68 pipes 
4' Gambette ........................ 68 pipes 
2' Piccolo Harmonique ....... 61 pipes 

 2⅔' Carillon III .................... 183 pipes 
 2⅔' Sesquialtera II* (from Carillon) 

1' Fife* (from Carillon) 
2' Rauschpfeife III ............ 183 pipes 
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 16' Dulzian ........................... 61 pipes 
 8' Trompette ....................... 61 pipes 
 8' Krummhorn .................... 61 pipes 
 8' Orchestral Oboe ............. 61 pipes 
 4' Rohr Schalmei ................ 61 pipes 
 8' Trompette Harmonique* 
   (Bombarde) 
  Tremulant 
  Positiv off Choir* 
  Choir to Choir 16' 
  Choir to Choir 4' (only affects 
    stops with top octave extensions) 
 
Bombarde Manual IV 
8 voices, 18 ranks, 1,038 pipes 
Wind pressure 6⅛" (156 mm.) 
 
 8' Diapason ......................... 61 pipes 
 4' Octave ............................ 61 pipes 
 2⅔' Grosse Cornet IV-VI .... 306 pipes 
 2⅔' Grande Fourniture VI ... 366 pipes 
 16' Bombarde ....................... 61 pipes 
 8' Trompette Harmonique* 61 pipes 
       (12"/305 mm. wind) 
 8' Trompette ....................... 61 pipes 
 4' Clairon ............................ 61 pipes 
 
Solo (enclosed) Manual IV 
11 voices, 11 ranks, 727 pipes 
Wind pressure 95⁄16" (237 mm.) 
 
 8' Flauto Mirabilis .............. 68 pipes 
 8' Gamba ............................ 68 pipes 
 8' Gamba Céleste † ............ 68 pipes 
 4' Concert Flute .................. 68 pipes 
 2⅔' Nazard*** ...................... 61 pipes 
 2' Piccolo*** ...................... 61 pipes 
 1⅗' Tierce*** ........................ 61 pipes 
 8' French Horn ................... 68 pipes 
 8' English Horn .................. 68 pipes 
 8' Corno di Bassetto ........... 68 pipes 
 8' Tuba ............................... 68 pipes 
   (11½"/92 mm. wind) 
 8' Cornet V (Great) 
  Chimes (c-g2 amplified) . 32 tubes 
 8' Harp (c-c4 amplified) ........ 49 bars 
 4' Celesta (from harp) ........ 61 notes 
  Tremulant 
  Positiv on Solo* 
  Solo-Bombarde to  
   Solo-Bombarde 16' 
  Solo-Bombarde Unison Off++ 
  Solo-Bombarde to  
   Solo-Bombarde 4' 
   (affects all stops)

Antiphonal (enclosed) Manual V 
9 voices, 11 ranks, 720 pipes 
Wind pressure 4⅜" (111 mm.) 
 
 8' Diapason ......................... 68 pipes 
 8' Gedeckt** ....................... 68 pipes 
 8' Salicional ........................ 68 pipes 
 8' Voix Céleste † ................ 68 pipes 
 4' Principal ......................... 68 pipes 
 2' Kleine Mixtur III .......... 183 pipes 
 8' Trompette ....................... 68 pipes 
 8' Vox Humana .................. 68 pipes 
 8' Tuba Mirabilis* .............. 61 pipes 
   (Front case; 15"/381 mm. wind) 
 8' Cornet V* (Great) 
  Tremulant 
  Antiphonal to Antiphonal 16'* 
  Antiphonal to Antiphonal 4' 
   (affects all stops) 
 
Pedal 
27 voices, 37 ranks, 1,220 pipes 
Wind pressures 3⅜", 45⁄16", 4½", 4⅝", 
63⁄16", 7" 
(86, 110, 114, 117, 157, 178 mm.) 
 
 32' Montre** ........................ 12 pipes 
   (ext. of Great Subprincipal) 
 32' Flûte Ouverte** .............. 12 pipes 
 32' Contre Bourdon** .......... 12 pipes 
 16' Contre Basse ................... 32 pipes 
 16' Principal ......................... 32 pipes 
 16' Flûte Ouverte .................. 32 pipes 
 16' Violone ........................... 32 pipes 
 16' Bourdon .......................... 32 pipes 
 16' Gemshorn (Swell) 
 16' Gamba (Choir) 
 16' Lieblich Gedeckt (Swell) 
10⅔' Grosse Quinte ................. 32 pipes 
 8' Principal ......................... 32 pipes 
 8' Violoncello ..................... 32 pipes 
 8' Spitzprincipal ................. 32 pipes 
 8' Flûte Ouverte .................. 32 pipes 
 8' Flauto Dolce ................... 32 pipes 
 8' Gamba (Choir) 
 8' Lieblich Gedeckt (Swell) 
 5⅓' Quinte ............................. 32 pipes 
 4' Choral Bass .................... 32 pipes 
 4' Nachthorn ....................... 32 pipes 
 4' Gamba (Choir) 
 4' Lieblich Gedeckt (Swell) 
 2' Principal ......................... 32 pipes 
 2' Blockflöte ....................... 32 pipes 
10⅔' Grand Harmonics V ..... 160 pipes 
 4' Full Mixture IV ............ 128 pipes 
 1' Cymbale IV .................. 128 pipes 
 32' Bombarde ....................... 32 pipes 

 32' Contra Fagot (Swell) 
 16' Ophicleide ...................... 32 pipes 
 16' Trombone  ...................... 32 pipes 
 16' Double Trumpet* (Great) 
 16' Contre Trompette* (Swell) 
 16' Dulzian (Choir) 
 8' Posaune ........................... 32 pipes 
 8' Trumpet  ......................... 32 pipes 
 8' Double Trumpet* (Great) 
 8' Contre Trompette* (Swell) 
 8' Krummhorn (Choir) 
 4' Clairon ............................ 32 pipes 
 4' Chalumeau ...................... 32 pipes 
 2' Kornett  ........................... 32 pipes 
 
Percussion 
Chimes on Great 
Chimes on Pedal 
Tower Chimes on Pedal++ 
Harp on Choir 
Celesta on Choir 
 
Pedal Couplers 
Great to Pedal 8' 
Swell to Pedal 8' 
Swell to Pedal 4' 
 (affects all stops) 
Choir to Pedal 8' 
Positiv to Pedal 8' 
Solo-Bombarde to Pedal 8' 
Solo-Bombarde to Pedal 4' 
 (affects all stops) 
Antiphonal to Pedal 8' 
 
Intermanual Couplers 
Swell to Great 16’++ 
Swell to Great 8' 
Swell to Great 4' (only affects 
 stops with top octave extensions) 
Choir to Great 8' 
Choir to Great 4' (only affects 
 stops with top octave extensions) 
Positiv to Great 8'++ 
Solo-Bombarde to Great 16' 
Solo-Bombarde to Great 8' 
Solo-Bombarde to Great 4' 
Antiphonal to Great 8' 
Swell to Choir 16'++  
Swell to Choir 8'  
Swell to Choir 4' (only affects 
 stops with top octave extensions) 
Solo-Bombarde to Choir 8' 
Antiphonal to Choir 8'* 
Positiv to Solo 8'++ 
Antiphonal to Solo 8'* 
Great Tutti to Solo 
Pedal Tutti to Swell 
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Combinations (256 memories - 2007) 
General ........................................ 0, 1-24 
 1-4, 13-16 duplicated by toe studs 
Great .................................................. 1-8 
Swell ................................................. 1-8 
Choir ................................................. 1-8 
Positiv* ............................................. 1-6 
Solo-Bombarde ................................. 1-8 
Antiphonal ......................................... 1-4 
Pedal  ................................................. 1-8 
 6-8 duplicated on thumb pistons 
 under Manual I* 
 
Reversibles 
Each manual to Pedal 8' coupler (thumb) 
Great to Pedal (toe) 
Swell to Pedal (toe) 
Solo-Bombarde to Great (toe) 
32' Bombarde (toe) 
32' Flûte Ouverte (toe)* 
32' Contra Fagot (toe)* 
32' Contre Bourdon (toe) 
Choir shades to  
 Swell expression pedal (thumb) 
Manual I/II (thumb) 
 with indicator lights* 
Sforzando (thumb* & toe) with 
 indicator lights (sforzando may be  
 set independently for each user)

Mechanicals 
Swell expression pedal 
Choir expression pedal 
Solo expression pedal 
Antiphonal expression pedal 
Crescendo pedal 
 (4 sequences per user, all 
 adjustable from console)++ 
30-segment LED Crescendo 
     Pedal indicator* 
Tremulants, celestes, and percussion 
     may be programmed to cancel with 
     crescendo pedal* 
Harp dampers on/off 
“Next” piston sequencer controls 
      (8 thumb pistons; 2 toe studs)++ 
“Previous” piston sequencer controls 
      (2 thumb pistons; 1 toe stud)++ 
Swell Voix Humaine Tremulant  
      Off++ 
 
Accessories 
Combination set 
Memory lock* 
Memory selector* 
Range set++ 
IOTI Virtuoso control system 
    with USB port (2021) 
MIDI In/Out/Thru jacks (2007)

Digital clock* 
 Clock mode selector 
 Stop/Start, Reset buttons 
 Clock synchronized to WWVB 
Broadcast timer* 
Console fan on/off * 
 
Case 
Builders: 
 Joseph Ridges (1867) 
 Cannon and Fetzer (1916) 
Materials: Pine 
 
Relay 
Solid state* 
 
Tuning 
Equal temperament; A=440 Hz at 74° F 
 
Blowers 
Main: 30 h.p. 
Auxiliary Pedal: 3 h.p.* 
Antiphonal: ¾ h.p. 
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An early 20th-century hand-colored postcard of the Tabernacle choir and Kimball organ.
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A  comparison of the Herter Bros. walnut case for the 1863 E.F. Walcker in Boston Music Hall on the left and the Ridges 1873 
faux-grained pine Tabernacle case on the right.  Other than builders occasionally borrowing the concept of single-pipe flats, this 
is the only known instance of such a well-proportioned and slavish imitation of the famous case known to have been made. The 
Walcker facade 32ʹ only went to F while the Ridges facade went to low-C, the only facade in America to do so until the 1950s.

Aeolian Skinner's postwar popularity

was dramatic, and created a heavy backlog

of work during the 1950s. In 1954, Harrison
wrote:

My life is rapidly becoming a burden, due to
Lhe enormous amount of work we have and the

constant pressure of people to obtain deliv-
cries. The first six months of this year we have

closed $600,000 worth of new contracts,

which constitutes a record. The funny thing is,

we don't go out and try to sell them, people

just come in to buy. I look back with much

pleasure to the Depression days when one

could take things easily and give a lot of time

to every job.
23

In addition to new organs, including the
237-rank instrument for the First Church of

Christ, Scientist, in Boston in 1952, there

were major rebuilds: St. Bartholomew's, the

Riverside Church, the Cathedral of St. John
the Divine (all in New York City), University

of Michigan, Finney Chapel at Oberlin Con-

servatory plus the supply of new pipework
and parts ior a rebuild at Princeton Chapel.

Although some excellent instruments were
produced, Harrison wrote in 1954, "I still

think that Salt Lake City is the finest organ

that I have built so far and will probably re-
main that way. Of course, the place has mar-

velous acoustics from the organ point of
view.',24

In 1956, Harrison was finishing a rebuild
of St. Thomas Church, New York. This had

been one of Ernest Skinner's important and

favorite jobs, being built in 1913 and help-

ing to build Skinner's reputation. William

Self, who had been organist of All Saints,

Worcester, in 1934 {when Harrison installed

the organ there), became organist at St.

Thomas and wanted a large rebuild along

French Romantic lines. The organ featured a
Grand Choeur division, French manual

placement, a mounted cornet and the first

Jeu de Clochette in this country. There was

pressure to finish the organ in time for the

June convention of the American Guild of

Organists. After working late one night,
Harrison was forced to walk home in the

June heat because of a subway strike. Later
that evening, he died from a heart attack.

The young G. Donald Harrison

For Harrison, death came at the height of

life's success. He had guided his company

to fame, and had emerged as the leader of

the American organ world, as well as the

grandfather to the present historical build-

ers. Today, when many Harrison instru-

ments have been substantially altered, we

can still listen to the Tabernacle organ and
absorb his vision.

JONATHAN AMBROSINO

Jonathan Ambrnsino is the general administrator

of Nelson Harden Associates Inc., restorers-in-

residence at Boston University. The author wishes

to thank Charles Callahan for permission to quote
from his book, The American Classic Organ. Col-

lected Letters, prior to its publication.
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REVIEW OF THE 1948 INSTALLATION

Both G. Donald Harrison and Alexander

Schreiner were prolific and gifted corre-
spondents. Hundreds of pages of colorful
prose about the Tabernacle organ have been
collected from Schoenstein & Co. files,

Aeolian-Skinner factory records, the ar-
chives of the Church of Jesus Christ of
Latter-day Saints and the massive collection

of letters unearthed by Charles Callahan,
soon to be published by the Organ Historical
Society under the title The American Clas-
sic Organ: Collected Letters. A digest of
some of this material will be the subject of a
later article, but a few notes are critical to

the understanding of our approach to the

1988 renovation project. Physical evidence
in the instrument, anecdotes and, most im-

portant, material revealed in these written

records proves that the Mormon Tabernacle

installation, like so many huge jobs, was

fraught with pressures. On January 16,

1949, when the instrument was finished,

G. Donald Harrison must have experienced

#reat relief along with his oft-quoted satis-
iaction with the instrument.

THE IDEA GERMINATES

Dr. Schreiner had been thinkinB of major
changes to the Tabernacle organ tor several

years. He knew, of course, about G. Donald

Harrison's work, but was not yet on a first-

name basis when thev corresponded late in
1944. Harrison visited Salt Lake City in 1945
at Schreiner's request and gave a consulting

68

report on the organ in March. The two men

began plans for a "rebuild" which turned

out to be a new Aeolian-Skinner organ with

a few stops and casework from previous in-
struments. The contract for $90,000 was

signed in November 1945 with a completion
date of March 15, 1948. In a December 11,

1945, letter to William King Covell, Harri-

son said, "With the location of the organ

and the superb acoustics there is a real

chance to build the most distinguished in-
strument in the country, and that is what I

intend to try to do."

The contract was executed at the start of

the postwar inflation and there was no esca-

lation clause. Two years made a huge differ-

ence in cost of production. Reportedly, the

company lost some $50,000 (remember,
those were 1948 dollars!) on the instrument.

In early 1948 Harrison requested an adjust-

ment in price or a reduction in the number
of stops. Although not fully documented, it
is believed that the Church sent an auditor

to Boston, who determined that some ad-

justment was justified. The stoplist reduc-

tions, fortunately, did not occur. In fact, sev-

eral stops that were prepared for (primarily

the Bombarde division) were added during

construction. This, according to Harrison,

helped the financial picture somewhat.

Design work began in earnest in March

1947. Schreiner put much effort into the de-

sign, but diplomatically deferred to Harri-

son in most matters except console appoint-

ment and nomenclature. Harrison was

equally skilled in diplomacy and the two

seemed to get along famously. Tabernacle

organists Frank Asper and Roy Darley were

involved in the design as well, but from
some distance.

There were some significant changes in

the layout from Harrison's first conception
detailed to Alexander Schreiner in a letter of

March 25, 1947. The Swell and Choir were

to be double-decked with the chorus work

and reeds on the top level. As built, the divi-
sions were double-decked, but the chorus

work and reeds were placed on the bottom

levels. The preliminary plan placed the four

Great chests at the upper level, the two Po-
sitiv chests below with the Pedal in front but

lowered still farther to promote egress for

the Positiv. As built, the upper level con-
tains two chests of the Great and the Positiv.

The lower level contains two chests of the

Great (including the mixtures) with the

Pedal in the originally planned position.
There is no discussion in the records about

the change; however, it seems obvious to as-

sume that there was great concern about fea-

turing the Positiv division. It was, therefore,

given what was thought to be the most

prominent position. As it turns out, the up-

per level is, indeed, the more favorable posi-
tion within the enclosed divisions; how-

ever, there is little difference between the

upper and lower level in the exposed divi-

sions. In retrospect, it seems a shame that
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the tuning stability of the Great was compro-
mised in favor of a Positiv division which

would have spoken favorably from its origi-

nally planned position.

WORK STARTS

Construction began around June of 1947.

The Aeolian-Skinner factory was immensely

busy with postwar work. From 1947

through 1950, approximately 125 projects

went through the shop. Over a hundred of

these were three- and four-manual jobs.

More than likely all of these instruments

were in process at one time or another dur-

in¥ the construction and installation of the
Tavernacle organ. The building of one organ

is a complex venture. When several organs

are in process, deadlines to be met, scarce

postwar materials to be procured, the prob-

lems of running a vast enterprise, particu-
larly one with the attention to quality that
was the hallmark of Aeolian-Skinner, multi-

ply geometrically. There is no doubt that

this pressure affected the Mormon Taberna-

cle organ, both in changes to the tonal de-

si4n specifications (this, alone, could be the
subject of a major article) and in the amount

of time spent in tonaI finishing.

Work in the Tabernacle started in April

1948. Obviously the contracted completion

date had slipped! The plan for installation

required continuous availability of an organ
for daily recitals and weekly broadcasts. The

Antiphonal organ was to be installed first in

a temporary location and connected to the

old console. Then the old organ was to be

removed by the Schoensteins to Brigham

Young Universitv minus blower and con-

sole. While the Antiphonal served as the

Tabernacle's only organ; the new main or-

@an was to be installed using the old blower
tor testing. At the last minute, the console

and blower were to be exchanged and the

new main organ finished before the October
1, 1948, Church Conference. Then the An-

tiphonal was to be moved to its permanent

positi on.

I'he crew was headed by Henry Sieberg
and included Martin Carlson, Carmelo Fa-

brizio, Herbert Pratt and the Tabernacle

technician, Leland Van Wagoner. Possibly

one or two others helped, but there is no

solid record. Mr. Pratt was in charge of tun-

ing and regulating and Mr. Carlson concen-

trated on wiring, etc. Stanley Williams,

Aeolian-Skinner's western representative,
was involved from time to time and the

Schoenstein company provided some extra

help.

The quick console changes were accom

plished without missing a note, according
to Lawrence Schoenstein who was on the

sc.ene, but the rest of the schedule did not

work out exactly as planned! On September
25, 1948, Alexander Schreiner, who seemed

to serve as an informal project manager, sent

a status report to Boston at Harrison's re-

quest. The new blower was scheduled to be

running by the 27th. The new console was

on hand and was to be exchanged with the
old one before October 1. The Swell was

ready to play except for seven sets of reeds.

The Great was only partly complete. The Po-

sitiv and Choir were not operating and had
no pipes. The Pedal had only a few pipes.
The Bombarde and Solo had yet to be wired

and winded. Work lights in the expression

boxes had not been hooked up! The October
1 conferees heard six ranks oi the Great and

worked out a formula for adjusting the wind

pressure used in the Boston voicing rooms

to compensate for the high Salt Lake alti-

tude. Evidently no compensation was made

in the first pipes shipped. Pressures had to

be reduced at the Tabernacle. (For example,

the Antiphonal was specified at 5" but set

on the job at 4:98". Other pressures were al-
tered, but one assumes this was the choice

of the finishers, as altitude adjustments

were made for later shipments of pipes from

Boston.)

TONAL FINISHING

Perhaps of most importance to the fin-

ished product was the amount of time spent
on tonal finishing. It is, of course, naive to

assume that G. Donald Harrison supervised

all of the tonal finishing. The important fact
is how much time was available for tonal

work in total and, secondarily, how much of

this period was devoted to final polishing

under Harrison's personal supervision?

Plotting out the work remaining after Sep-

tember 25, including unpacking, planting

and rough tuning the flue pipes, it would be
safe to assume that the organ would not be

ready for any kind of serious tonal work un-

til around the second week of November.

This would allow about 50 working days

(assuming six-day weeks) until January 16.

Subtractins the time needed to get reeds
ready for finishing and for final tuning of

the finished organ, about 30 days were

available for finishing the entire organ. We

know from experience that the activities in

the Tabernacle make uninterrupted work

impossible. The same was true then. Cor-

respondence from both Harrison and

Schreiner indicate the difficulties under

which the crew operated. Also, keep in

mind that during this process there must

have been numerous interruptions for dis-

cussions and time spent on special tonal ad-

justments, mechanical work and so on. For

example, we know that during the finishing

eight sets of trebles of larer scale were or-
dered to solve balance problems. It is possi-

ble that other stops, including the Swell

Clairon and Harmonic Trumpet, were al-
tered. Some of the numerous deviations

from the scale list may have happened on

the job.

The correspondence backs this up. Harri-
son wrote a letter on December 21, 1948, to

Henry Willis from Boston. He stated that he

most of the Swell while work continued on

the rest. References in other correspondence

indicate that several mechanical parts and a

large bulk of pipework, particularly reeds,

had not been completed and shipped from

the factory at that point. (Factory notes show
all pipes completed in the shop on October
11, 1948, except the Bombarde, which was
ready on December 24.)

Another indication of the personal in-
volvement of Alexander Schreiner is that he

t.
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had iust returned after ''a couple of weeks"

on the job in Salt Lake City and was plan-
ning to return after Christmas to finish up
the work. Assuming a couple of weeks be-
fore Christmas and the full time between

Christmas and January 16, taking away a
reasonable amount for travel, would have al-

lowed Harrison approximately 25 days for
supervision of tonal finishing. This means
either (1) some ranks were brushed over

lightly or (2) each rank got less than two
hours work including muting for mixtures,

etc.!

All this calculation after the fact cannot be

taken too literally; we do not know exactly
what went on. The point is to show that time
was limited. What must have happened,

based on inspection of the organ, was seri-
ous work on critical areas with little or no

attention to others.

This picture, while not unusual for large
projects, is something that should be kept in
mind when listening to an organ in minute
detail. When an instrument is new-

especially in a fine settin*-and "the bloom
is on the rose," the tonal picture can seem
marvelously complete even if it was painted
with a"broad brush.'' As time goes on and

organists get more deeplv immersed in the
instrument and start exploring vast quanti-
ties of repertoire, the discrepancies in tonal
finishing can begin to show.

THE RESULT IS UNVEILED

What was the result of this marathon ef-

fort? Some of the circumstances were, in-

deed, difficult; however, the most important

elements for success-a good client, a good

builder and a good room-were there. This

positive ''partnership" resulted in an instru-

ment with a "signature sound." By this, I

mean an organ that is instantly recogniz-
able-one with individual character. Creat-

ing a unique sound while staying well

within the bounds of good taste and tradi-

tion is the work of genius. Achieving these
things in an eclectic instrument is a miracle.

Discussing the "American Classic" phi-

losophy is not within the purpose or scope

of this article. It must be pointed out, how-
ever. that building an eclectic instrument is

a dangerous business. Admittedly, it is eas-
ier to do with a large specification than in a
limited one, but the same pitfall of misun-

derstanding eclecticism can stand in the

way. The term "eclectic" as applied to or-

gan design has been terribly misused. Eclec-
tic organ design does not mean including

everything from all past styles. It does mean

adopting, selectively, ideas of various tradi-

tions to create a musical instrument of integ-

rity. Such eclecticism may result in an in-

strument capable of rendering musically, if

not authentically, literature of many peri-
ods. The idea ot separate divisions or sub-
divisions based on different traditions all

captured together in one console cannot

possibly work. The G. Donald Harrison and

Aeolian-Skinner concept of the eclectic or-

gan was far more subtle.

Harrison was aiming for a modern instru-

ment based in tradition but not bound by it.

His interest, as expressed over and over

again in letters to his colleagues, was in the

music. Any study of the past was to redis-

cover the great literature. He carefully
culled formulas of others and freelv modi-

fied them in the service of musicaf refine-

ment. He believed that there were basic laws

of musically correct design, but that it was

the calling of an artist-builder to interpret

these in his own way. And, contrary to pop-

ular belief, Harrison greatly admired many
of the beautiful E.M. Skinner voices and

combined them with his material skillfully.

The keynote, to me, of the Mormon Taber-

nacle organ is its avoidance of extremes.
Harrison created an instrument of widely

varied tonal color, but he left no gaps in the
picture. All the sounds relate to one another
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in a smoothly changing panorama. There
are no extremes in dynamic level. Most

stops are placed on one plateau so that they

may be easily mixed and blended.
Although easily recognizable, the tonal

character of the Mormon Tabernacle organ is
hard to describe. After working with it for a

long time, the words that come to mind are
smoothness, refinement and elegance. In

thinking of great organs, one often thinks of
the comparisons made among the great
orchestras-the New York Philharmonic

with its brilliant soloists, the Philadelphia

Orchestra with its rich and shimmering en-
sembles, the Chicago Orchestra with its ro-

bust power and deep sonority. The Mormon
Tabernacle organ is perhaps most like the
Philadelphia Orchestra. In fact, many peo-
ple over the years have commented on the

similarity in fusion of tonal elements into an
elegant whole.

What did Schreiner himself feel distin-

guished the Tabernacle organ from others?
In the church files is the first draft of an arti-

cle Schreiner composed for the spring 1957

issue of the Or,an Instjtute Quarterly. "The
new Aeolian-Skinner organ in the Taberna-

cle is a gem of the organbuilder's art. The

general tonal scheme is in the classic tradi-

tion whereby each manual is an indepen-

dent ensemble of contrasting tone and mix-
ture, complete with flue structure and
chorus reeds as well as orchestral voices.''

Independence of divisions and complete
harmonic structure were the points of which
he seemed to be most proud. He noted that
couplers-particularly to the Pedal-were
rendered less important due to the great

lengths that were taken to create indepen-

dence. A special system was provided for
super coupters (see stoplist) wherein chorus
work was not affected. "Also, the two most

powerful stops... are not overpowering
when heard alone and thus do not over-

shadow the remainder of the orpan.'' A
blended ensemble was of critical impor-
tance to Schreiner. He goes on to coin a

phrase that makes it crystal clear: ". . . the
Dackbone of the organ-foundation stops,
mixtures, reeds-are so well balanced as to

contribute to a 'democratic' ensemble of

sound." In detail he was especially proud of
the Swell PIein Jeu which was "capable of

being played by itself with musically satis-
fving results . . ." He was also pleased with
the number of pitches represented in each
division, particularly the Pedal which had
"16 pitches from the bottom 32' to the top of
the Cymbale . . ." It is clear that Schreiner

had both a musical and scientific perspec-
tive relative to the organ, as he was very in-

terested not only in matters of sonority, but
in acoustics and mechanical matters as well.

As a work of art, there is no doubt the

Mormon Tabernacle organ was eminently
successful when it was unveiled in 1949.

But it also accomplished its practical, every-
day work in the Tabernacle to perfection.

The organ has three roles. Standing above
all else is accompanying the famous Mor-
mon Tabernacle Choir of 325 voices. Many

people comment that when hearing the Tab-

ernacle organ and choir together, there is
such a perfect blend that these powerful and
sublime musical forces become one great in-
strument. Accompanying such a large choir

requires an instrument with a subtle kind of

power-power that is under control and
power that does not compete for attention.

This quality is what the Tabernacle organ
has, perhaps more so than any other in the
world-a vast variety of tone colors very
subtly differentiated one from another, al-
lowing a nearly "seamless" crescendo and

diminuendo from the lightest registrations

to full organ and back.

The organ's second function is the play-

ing of solo literature. It is heard in a solo ca-

pacity each week during the choir's world-
wide radio and television broadcast. It is

played every day of the week throughout the

year, sometimes twice a day, in formal re-
citals. The audience for these recitals is di-

verse, being mostly composed of tourists
with a good number of ioreign visitors-

manv of them attending an organ recital for

the first time. The repertoire is, therefore,
decidedly eclectic witn music of nearly all

periods and styles represented. There is ab-

solutely no question that the Mormon Taber-

nacle organ must be able to play this de-

manding repertoire convincingly. There is

no possibility of fulfilling this mission with

an instrument specializing in any one tonal

style.

The third aspect of the Tabernacle organ's

role is its use in broadcasting. Although

heard live by hundreds of thousands every

year, it is heard by millions over radio and

television and in recordings. In designing

and working with the instrument. great

thought has always been given to how it
sounds ''over the air."

It comes as a surprise to many that the

Tabernacle is not used for regular Sunday
services. Although it is used on occasion for

funerals and twice each year for church con-
ferences, it is not, in the strict sense, a

church or chapel. The Tabernacle organ

would be a marvelous service playin
organ-the envy of many a cathedral

organist-but it was not designed with that

particular requirement in mind,

The Mormon Tabernacle organ is not a

church organ, a concert hall organ or a stu-

dio organ. To some degree it is all three. In

all work with the organ we have kept in

mind these three jobs: accompaniment of a

large choir, eclectic recital repertoire and af-
finity with broadcasting. What this meant in

practical terms was that nothing could be

changed or introduced which would rob the

organ of its characteristic elegance in ac-

companiment and its eminent suitability for
radio pickup. It is, perhaps, easy enough to
add variety and flexibility to an instrument
if it is purely a recital organ; however, the
challenge becomes much greater when one

is dealing with an instrument that has often

been compared to the Philadelphia Orches-

tra and one that has a "signature sound."

POST-HARRISON WORK

What happened to the organ between

1949 and 1984? We know that some things
about the organ bothered Alexander
Schreiner from the outset. Schreiner seemed

to have felt uncomfortable asking Harrison

to return. Perhaps a concern over Aeolian-
Skinner's financial loss on the project had
something to do with this. Perhaps he
wanted to make some adjustments of which
he felt Harrison might not approve. Within a
short time after the installation was com-

pleted, he engaged the Schoenstein com-

pany to do some remedial regulation in the
Swell and Positiv. His concern was in the

effect of the Swell reeds and Cymbale and
the Positiv Rankett, which exhibited serious

instability. He also spent a lot of time direct-
ing fine adjustment of tremulants.

In 1953 the Great Kleine Mixtur was refin-

ished by Aeolian-Skinner, evidentlv soften-

ing it considerably. The Swell Cymbale was
recomposed and revoiced by the firm in
1957 for a reduction in volume, which Dr.

Schreiner later regretted, according to his

collea5ues. In 1958 the Melos Anthrophon
was aaded (see details in the accompanying
article). In 1969 the Bombarde Grosse Cor-

net was revoiced by Aeolian-Skinner to

"briBhten and increase dynamic level as
much as pipes will allow." In 1970-71 the

Aeolian-Skinner firm did some general reg-
ulation and tuning and recommended an ex-

tensive redesign of the instrument. Other

firms proposed drastic redesigns in later
years, but these were never considered

seriously.
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In the late 1970s, the Bombarde Trompette

8' and 4' and the Swell Clairon 4' (actually

16' Contre Trompette treble) were revoiced

by the Trivo Company. In 1979 three Casa-

vant stops were added to the Solo.

A Pedal to Great coupler had been pro-
vided originally (but not included on the

printed stoplist) as a convenience for the

tuners. In the late 1970s, Robert Cundick

suggested that it be changed to a Pedal Tutti

to Swell coupler to make it useful for the

performers as well. He also recommended
that a tremulant be added to the Positiv.

Schreiner areed on the condition that the
tremulant De wired to a blank Positiv

drawknob and the coupler drawknob not be

relabeled. Dr. Schreiner ordered the tutti re-

versible action disconnected during his ten-
ure, but it was reconnected thereafter.

Of far more consequence than the above

were the many changes in regulation which

seemed to have been made over the years. It

is quite possible that these were done to ac-

commodate broadcasting requirements with
equipment of somewhat more limited capac-

ity as compared with today's. These include

several attempts to improve the Swell Har-
monic Trumpet and the Positiv Rankett as
well as other stops. Many more subtle but

still telling changes seem to have been made
in the balance of enough stops to have made
a clear difference in the overall effect of the

organ. Unfortunately, no consistent records

were kept of work on the organ throughout

that period.
On the mechanical side, the relay started

showing problems in 1959 and was later re-
placed. This was because of problems with
the power supply which had been changed

previouslv. The Aeolian-Skinner company
iurnished replacement keyboards in the
1960s. Shortlv after the organ was com-
pleted, the roil top was removed from the
console and the case was cut down to pro-
vide better sight lines between organist and
conductor. At the same time, the pedalboard

and key desk were modified to provide more

leg room. In the 1960s, a smaller bench was

made for better television viewing of pedal

work. All these jobs were done beautifully

by local Salt Lake City craftsmen. Mechani-
cal maintenance of the organ has been con-
tinuous through all of the years with regular

attention by in-house organ technicians.
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THE 1988 RENOVATION-A BUILDER'S PERSPECTIVE

Through the historv of the Mormon Taber-

nacle, the objective has been the finest in-

strument America could produce. It should
be noted and appreciated by American or-

ganbuilders that the Church of Jesus Christ
of Latter-day Saints has not looked to Eu-

rope, but has sought an instrument that ex-

pressed the American eclectic spirit. In re-

viewing the history of the Tabernacle

organs, it seems clear that each new project

was reaching toward the goal that G. Donald
Harrison was able to realize in 1948-

producing a distinguished American organ.

When we met in 1984, the church authori-

ties and organists were clear in their convic-

tion that Harrison's 1948 instrument was

their ideal and ultimate instrument. Their

desire was simply to complete and perfect

it. They felt that after nearlv 40 years of use,

any minor inadequacies should have been
discovered and that their goal was a logical

and practical one. By 1988, the organ's 40th

anniversary, they intended it to be estab-

lished as a musical landmark on Temple
Square not open to further change. They telt

a responsibility as stewards of a national ar-
tistic treasure.

We consider the work completed in 1988

not another step in the organ's evolution,

but, rather, a conclusion of Harrison's 1948

project. The word "renovation'' was se-

lected carefully to refiect the spirit of re-

newal rather than rebuilding. This, of

course, was an important distinction in de-

signing our work. One clear indication of

the seriousness with which we undertook

this approach is that no name other than G.
Donald Harrison and Aeolian-Skinner will

be found on the console. We are strongly
convinced that this instrument has re-

mained true to the Aeolian-Skinner tradi-

tion and that the work can stand on the orig-

inal nameplates.

1984-RETRACING HARRISON'S STEPS

The Tabernacle Aeolian-Skinner is proba-

bly the most famous organ in the world. It

has been heard by more people than any
other. Over 2,000 editions of the Tabernacle

Choir broadcast, "Music and the Spoken

Word," have been carried throughout the

United States and in many other parts of the

world since 1948. The organ has been fea-

tured on numerous recordings and, of

course, heard by visitors to Temple Square
in Salt Lake City daily since its dedication.
The number who have heard this instrument

reaches into the hundreds of millions. For

many, this is the sound by which all organs
are measured. There is no doubt that it is

one of the greatest expressions of the Ameri-
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can Classic style. It is also one of the largest
organs in the world and plays in one of the

most favorable settings. For all of these rea-

sons, we approached the Mormon Taberna-

cle organ with deep respect when, in 1984,

we were asked to look into various concerns

of the organists, includin console problems
and tonal matters. The Scnoenstein firm has

had a three generation association with

Skinner. It was always the practice of the

Schoenstein family to encourage the youn-

ger generations to gain experience from the

prominent Eastern builders. Louis Schoen-

stein worked for E.M. Skinner, his son Law-

rence was hired by G. Donald Harrison and

stayed with Aeolian-Skinner for nearly 20

years. Lawrence's son Terrence was hired by

Joseph Whiteford and worked with the firm

for several years. The Schoenstein family

has also worked at the Mormon Tabernacle

going back to the days of the Austin organ.

Considering the Schoenstein family's three

generation experience with both Skinner

and the Tabernacle, we felt very comfortable

contemplating the 1988 renovation project.

As I approached Salt Lake City in Novem-

ber 1984 to survey the organ, I wondered

what could be wrong with this magnificent

instrument-masterwork of G. Donald

Harrison. On the other hand, I knew as an

organbuilder that no real artist could ever

consider an instrument perfect. The results

of placement and acoustics, for example,

can never be completely anticipated. Harri-

Jack M. Bethards

son himself certainly had these feelings, as

it is well known how often he returned to

instruments, making changes-not always

minor ones. Organbuilding is simply too

complicated an enterprise to be thoroughly
predictable.

I listened to the Tabernacle organists dem-

onstrate the problems they were encounter-

ing, and went through the organ with a fine-
tooth comb to discover the myriad details

that made up this ensemble that I had lis-

tened to, with millions of others all over the

world, for nearly 40 years. The concerns of

the Tabernacle organists-all highly skilled

players-could fit under the umbrella of mi-

nor but frustrating limitations. How could

an organ that had such a grand overall effect

be limited in variety of individual registra-

tions? For example, the Great organ of 34

ranks was usable mainly in combinations

employing large numbers of stops. The 2'

Super Octave was almost half the power of

the 22/3' Quinte. A light principal chorus

without mixture was not possible. There

was no clear relationship in timbre or vol-

ume between the primary and secondary 8'

and 4' principal stops. Within ranks, there

were severe note-to-note regulation prob-

lems. Speech was inconsistent. Mixtures

tended to be drawn in groups, as the indi-
vidual mixtures evidenced balance prob-

lems. In short, the Great, which sounded

fine in the hall with massive combinations,

did not live up to what a 34-rank Great

promised.

Division by division, the organ evidenced

the same kinds of limitations. The speech of

individual pipes was so irregular that when

combined in ensembles, crispness and defi-

nition was lost. This was particularly no-

ticeable in the Pedal organ. Some solo stops,

including the Swell Hautbois and the Great

Flate Harmonique, were not useful due to

regulation or balance problems.

At the end of my lengthy studv of the in-
strument, I became convinced that the or-

ganists had legitimate concerns about the

tonal properties of the organ. 1 was equally

sure, -however, that 95% of the problems
could be corrected through simple but me-

ticulous tonal regulation. There was clear
evidence [later confirmed by research and

further inspection) that some adjustments

had been made in the instrument's finishing
over the vears and that it did not receive

quite the kind of thoroughness in tonal fin-
ishing that was considered normal for
Aeolian-Skinner. The result of all this was

an instrument somewhat showing its age.

Other problems, including the wind sys-
tem, exacerbated the tonal picture. The
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blower was not quite adequate to sustain the

Tutti. This was so marginal that it was hard

to pinpoint why the organ seemed to lack
excitement when played "full out." Many

divisions and subdivisions had terribly un-

steady wind which resulted in poor attack.
The Bombarde reeds and Solo Tuba, for ex-

ample, shook like jelly, robbing them of im-
pact. There is probably not a large instru-
ment in the world that does not suffer from

some internal placement problems. The Tab-
ernacle is no exception. Very careful atten-

tion to balances in tonal finishing is re-

quired to alleviate these. In many cases

either this was not taken into account origi-
nally or subsequent refinishing had upset
some critical relationships.

The world-famed acoustics of the Mor-

mon Tabernacle have some interesting and

unexpected characteristics vis-a-vis organ
tone. First, the building is so vast (seating
8,000) that sound energy is somewhat re-

duced in immediate impact although it car-

ries at that reduced level beautifully
throughout the building. Second, the room

has a tendency to blend the sound so that

almost anything sounds attractive at a dis-

tance, but may not work as well close up or

over the air. Third, sounds from approxi-

mately 4' F down diminish in intensity. The

shell of the building is plaster on wood
frame. Bass frequencies are partially
absorbed.

One major point that soon became evident
was that the instrument tended to have a

center of gravity around the 4' pitch rather
than at 8'. Throughout the work in reula-
tion and additions, great effort has Deen
spent on trying to add resources that would

allow the lowering of this musical center of

gravity as needed. Although great pains

were taken in the original design to gain di-

visional independence and balance, some of

the plans did not work out in actual prac-
tice. This was particularly evident in the
Great and Positiv and somewhat in the

Pedal. The Swell reed chorus was not in bal-

ance with itself or vis-a-vis the ensemble.

Some additional solo stops, including a
commanding reed, seemea appropriate for
an organ of this scope. Some couplers and

registration aids especially helpful for the
varied and demanding repertoires of the

music program were missing.
Finally, the console was beginning to

show significant wear. No console in the

world gets more heavy and regular use than
that of the Mormon Tabernacle: seven days a

week for recitals, practice, lessons, re-

hearsals, broadcasts, recordings and tuning.

It was already on its second set of Aeolian-

Skinner manual keys. The relay was causing
unnerving lapses in performance. The com-

bination action was beginning to give trou-
ble, but more important was the need for

multiple memories, given the increasing de-
mands on the Tabernacle schedule for lim-

ited rehearsal time and the increased partici-
pation of associate and guest organists.

PLANNING

The musicians were clearly not able to

live with the status quo. They had been

working with the instrument for many years

and had formed their opinions slowly and

thoughtfully. They had reached a consensus
that work was needed. On the other hand.

they loved the organ and respected the
men-Alexander Schreiner and G. Donald

Harrison-who had planned and built it.

Our first job was to set an overall philoso-

phy to guide us in forming recommenda-

tions. It was obvious: make changes only
where there is a serious need; make addi-

tions onlv if they do not compromise the in-
tegrity of the original work.

RESEARCH

We felt that it was impossible to proceed

with any work on the Mormon Tabernacle
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organ without first learning everything we
could about why things were done as they

were bv Harrison and others. Although the

organ had been in use for nearly four de-
cades and one might assume that all of its

secrets had been learned simply by testing

its musical utility, we were of the firm belief

that no changes could be considered until

we were convinced we knew everything we

could about the intent of the original

builder. We started by collecting every piece
of written information about the instrument

we could locate. We obtained, throuh
former Skinner employees and through tne

courtesy of the Rodgers Organ Company,

which now owns many of the Skinner rec-

ords, volumes of correspondence, shop
notes, work orders, etc. Next, we went

through the Church of Jesus Christ of Latter-

day Saints' historical archives and obtained

the lengthy and detailed files of Alexander
Schreiner which covered the history of the

organ from his first conversations with

Harrison. Allen Kinzey of the Nicholas-

Bradford Organ Company and formerly of

Aeolian-Skinner was of great help in provid-

ing information from his extensive files. He

is a dedicated Aeolian-Skinner specialist.

We interviewed or corresponded with every-
one we could find who was connected with

the original project, including former Taber-

nacle orBanists Alexander Schreiner and
Roy Darley. Finally, we visited Aeolian-

Skinner organs that either had an influence

on the Tabernacle organ or were contempo-

rary with it. This, coupled with the working
files of the maintenance staff and our own

extensive in-house Skinner and Aeolian-

Skinner records, gave us a resource of inesti-
mable value in all the critical decisions

made about the instrument. As the project

continued, people who shared our interest

in the organ and in Aeolian-Skinner contrib-

uted material to our rapidly growing files.
We have accumulated a mass of historical

and technical information that is fascinat-

ing.

Early in the process, two internationally-

known artists who are especially conversant

with Skinner and Aeolian-Skinner organs,

Robert Glasgow of the University of Michi-

gan and Thomas Murray of Yale University,
both spent time with the instrument and ofr

fered their comments. These ranged from

details of console appointment through
tonal matters.

METHODOLOGY

At the outset of this work, we established

several uidelines which were followed me-
ticulously throughout:

1. DOCUMENTATION-A day-by-day,
hour-by-hour log was kept of everything
done to the organ. This includes notations

of all regulation in every stop no matter how
minor. It includes careful descriptions of the

status prior to the start of work, inspection
notes, experimental procedures, work done
and final results.

2. ARCHIVAL RETENTION-Everv pipe re-
moved from the instrument, in those few

cases where changes were made, was la-

beled, packed and placed in permanent stor-
age near the Tabernacle. Changes were made
in such a way that they could be reversed

should future generations wish to return any
portion of the instrument to its original

state. For example, in repitching the Pedal
mixtures the 516' rank was removed to stor-

age. We removed with it its original toe
board and rack rather than adapting them to
the new pipes. Although an entirely new toe
board and rack had to be made matching the
original in finish, etc., we felt this invest-
ment was well worthwhile to assure that the

change could be reversed with absolute ac-

curacy. This system was followed through-
out the project in all changes whether me-
chanical or tonal.

3. DIFFERENTIATION OF ADDITIONS-

There are two approaches to the mechanical

side of making additions to an existing in-

strument. One is to make the additions ap-

pear as though they were part of the original

and another is to make them clearly differ-

ent. The former approach gives the instru-

ment a uniform appearance and the impres-

sion that the additions could have been part

of the original. The latter shows future gen-

erations clearly what was original and what

was added. Although the instinct of the

craftsman is to challenge his skill in making
the final product a pertectly finished whole,

the historian's approach won out. We de-

cided to make all additions in style of con-
struction and finish to our normal stan-

dards. This was also true of the Casavant

additions made in 1979 and so future histo-

rians studying this organ will benefit from a

clear picture.

4. EXPERIMENTATION-From the outset,

it was agreed that this work would be under

no time pressure except for a general goal of
completing it on or about the organ's 40th

anniversary in 1988. The Church encour-

aged a process of deliberate, step-by-step ex-
perimentation for making each decision on

tonal changes. This was true of what would
seem to be even rather minor points. Our

normal procedure was to start with a written

rationale for any tonal change or addition.

We then made and tried sample pipes. For
example, in connection with the Swell reed
chorus, eleven different trials were made.

Experimental solutions were evaluated by

the organists along with us, sometimes over

a long period of time, to dilute first impres-
sions. After completing work, we all agreed
to keep an open mind and study the results
for a reasonable amount of time before con-

sidering it a permanent part of the organ. We

had the opportunity of hearing the organ in
recital each day. Organists would often ar-

range to play repertoire that would demon-
strate our work in various musical contexts.

This immediate feedback was of great value.
What a wonderful and unusual situation to

have a client with only one objective-
perfection!

There is an interesting parallel in the tim-
ing of the 1948 and 1988 projects. Harrison

began his discussions with Schreiner in
1944. Our work was started in 1984. Harri-

son's work was finally completed on Janu-
ary 16, 1949, and the celebration of the com-
pletion of renovation will begin on January
19, 1989, with the start of the American

Classic Organ Symposium. The thorough

and deliberate approach to the renovation
project can be noted in the fact that tonal

regulation, addition of 17 ranks of pipes,
console and electrical system renovation,
etc.. was spread over the same amount of

time it took to design and build the entire

instrument. We hope that the result reveals

this meticulous approach.

5. TEAM APPROACH-Members of the

Schoenstein & Co. staff were all honored to

be involved in this work. Tonal design, seal-
ing of additions and console layout were by

the writer who also supervised all tonal
work. Steuart Goodwin, Southern California

representative of Schoenstein & Co. and a re-
spected builder and restorer, did most of the
flue pipe regulation and planned all rescal-
ing of existing pipework. He worked in
close partnership with me and the organists

on every artistic decision. His sure musical
judgment and consummate skill were criti-
cal to the success of this undertaking. Other

flue regulation was by Terrence Schoenstein
and Robert Rhoads. Reed regulation was by
Robert Rhoads. Reed renovation was by

John Hupalo with voicing by Robert Rhoads.
Metal pipes were made by Thomas Ander-
son, who formerly supervised the Aeolian-

Skinner pipe shop for 18 years, and by John
Hupalo. Voicing was by Fred Lake. Engi-
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neering for all additions was by Glen Brasel.

Components, including chests and reser-

voirs, were made under the supervision of

Robert Rhoads, Schoenstein factory man-

ager, who also directed the console renova-

tion and all installation in Salt Lake City.

Other key Schoenstein staff members were:

Philip Browning, David Fortin, Renato

Guerrero, Gayle Holmlund, Eldon Ives,

Elmer Ives, George Morten, Dolores Rhoads,
Scott Rosencrans, Bert Schoenstein, Don Si-

ler, Leonard Warren, Ronald Warren and

Daniel Yonts. Lawrence Schoenstein served

as general consultant.

We considered ourselves the overseers of

the project but felt open to engaging other

firms and individuals to make up the best

expert team we could muster for this ex-

tremely critical assignment. For example,

David A.J. Broome, vice president and tonal

director of Austin Organs Inc., is one of the

world's leading experts in high-pressure

reed work. We commissioned Austin Organs

Inc. to build the pipes and chests for the two

high-pressure reeds. High-pressure reser-

voirs were made by the Crome Organ Com-

pany of Los Angeles. A.R. Schopp & Sons of

Alliance, Ohio, who had supplied many

reeds to the Aeolian-Skinner Company,

made the chorus reed stops. Roland Dumas,

formerly of Aeolian-Skinner and C.B. Fisk
Inc., made the 8' Cromorne for the Positiv.

New manual keyboards were made by P&S

Organ Supply of Brandon, Suffolk, Eng-

land. The Salt Lake City firm of H. Ronald

Poll & Associates accomplished the techni-
cal design and installation of solid-state

equipment furnised by Solid State Logic
Ltd. and the temporary console built by R.A.

Colby Inc.

An indispensable element in this team ap-

proach was the contribution of the in-house

Tabernacle oran maintenance staff headed
by Robert Poll. With the assistance at vary-

ing times of Melvin Dunn, Greg Mortimer

and Lamont Anderson, Robert carried out

many aspects of the renovation program in

addition to the regular duties of tuning and

maintaining all of the instruments on Tem-

ple Square. This was not only efficient, but

provided an interchange of ideas that pro-

duced a practical, serviceable end result.

It is safe to say that this project could not

have been accomplished or the results pre-
served without the dedication of these fine

technicians.

A final indication of teamwork was the

smooth-working relationship with the three
Tabernacle organists and the Church admin-
istration. Organbuilders shudder at the

thought of coordinatin the ideas of several
artists and mana,ers, but in this case the
process couldn't nave been smoother. The

musicians always considered decisions as a
group and reached a clearlv voiced consen-
sus. We wish to also acknowledge the in-
valuable assistance of Ronald John who
served as the vital liaison between us and

the Church authorities to insure their com-

plete understanding and support during the

entire project.

TONAL WORK

As soon as the renovation project was an-

nounced, people who admired the instru-
ment became worried that it would be "re-

voiced" or, even worse, -rescaled." Yet

another historic organ would be lost. It was

inspiring to know how much the instrument

meant to so many. It was also humorous to

hear "authoritative" accounts of the work

from people with no first [or even second or
third) hand contact with it. Comments

ranged from "they are turning it into a

screaming neo-Baroque monstrosity" to
"they are overrefining it-reducing it to a

romantic gray blob." Such is the organ

world. Thank goodness, people are con-
cerned! However, it is important to set the
record straight now that the work is com-
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plete and a written description can be

backed up with a finished result that stands
on its own merits.

The following tonal philosophy was en-
thusiastically embraced by all parties: Re-
verse changes subsequent to Harrison's
1948 design that had proven inappropriate,

correct any faults of aging, carry out the

kind of meticulous tonal regulation that
Aeolian-Skinner would have done with the

proper time and budget, make changes or

additions onlv either (a) to carry out prepa-
rations already made or (b] to solve some

long-standing, clearly recognizable musical
problem.

Any historian could subscribe to most of

that statement; the question becomes who
decides what is a "major" musical problem,
and how to correct it? Our feeling was that
any builder would relish the opportunity to
come back to an instrument after it has had a

nearly 40-year trial period, reevaluate it,
and set about solving any problems that
have emerged in all those years of intense
use. None of us connected with the project

will presume to say that we could or would
try to second-guess G. Donald Harrison.
However, we did try to make all of our deci-

sions fortified with every bit of information
we could gain about his approach. We spent
well over a year before we formalized any

plans for tonal additions. During that time,
we worked with the instrument doing tonal

regulation, listening to innumerable tests,
studying the organ in recital and weekly

broadcasts, meeting with the organists and
generally getting immersed in its musical
riches.

This is, I suppose, an ideal way to com-

plete an instrument. What a luxury it would
be to install an or5an and "rough it out" and
then live with it tor a year, hearing it in re-
cital daily played by first-rate musicians,

trying various solutions and not being under

pressure to finish until things seemed to fit
into place. We hope that the final result of
all the tonal work will not be noticed. This

may seem a surprising goal, but we believe

that someone who has not heard the organ
for a few years and had not memorized the
stoplist could return now and assume that

the instrument was original.

Before describing the work, let's start
with some definitions of terms often

misunderstood:

1. SCALING. Scaling involves all aspects of
the physical design of pipes. Although the
major part of this function is determining

the diameters of each pipe throughout the
compass of the rank, there is much more in-

volved. Determinin@ mouth width, languid
bevel, materials ana their thickness, shape,
etc., are all part of the process. For reeds,
details of shallot construction and size, etc.,

are also critical. Rescaling means changing
one or more of these basic design factors in

an existing set of pipes by cutting a pipe
apart and remaking it, or, perhaps, moving
it to a different position in the compass and

making a new pipe to fill its place. For ex-
ample, the relative diameter of a rank of

pipes can be reduced by removing low C,

moving C# through top C down, lenMthening
them and then adding a new C at the top of
the compass.

2. VOICING. A pipe fresh from the pipe

shop usually does not speak at all. The pro-

cess of voicing is bringing the pipe to

speech and then giving it the character and
volume that the designer of the organ had in
mind when he scaled it. Voicing involves

major adjustments to the pipe's structure

and dimensions such as determining height

of mouth, toe opening, flue opening, treat-
ment and position of languid, etc. Reed
voicing is especially complex, involving de-
termination of relative length of tongue and
resonator, size, thickness, weight and shape
of tongue and, most important, its curve.

When a pipe is revoiced it involves a major
change in the pipe's character and may even
involve cutting a pipe apart to lower its
mouth or change its languid. For reeds, it

often involves new tongues of different
thickness, weight and curve.

3. FINISHING. The term "finishing" is
quite appropriate as it is simply putting the
polishing touches on the voicer's work.
(Whether the process of voicing is accom-

plished in a voicing room or in the church,

this process of further refinement is still
necessary.) Finishing involves the same
techniques as voicing with these differ-
ences: (1) It usually employs two people-a
voicer and the tonal director who designed

the organ, scaled the pipes and directed the
voicing. (2) Individual ranks are judged in

ensemble. It is at the stage of finishing,
when most pipes are in place, that the organ
can be heard in its entirety and in its envi-

ronment for the first time. (3) The work is
more detailed.

Perhaps 80% of voicing work is done in
the voicing room, but the last 20% in the
church is often the making or breaking of an

organ. The finisher judges the orpan at the
console and/or in the room and airects the

voicer from the overall musical point of
view. It is much the same as the role of a

conductor. Establishing balances within
ranks, within subdivisions and divisions,

and among all the elements of the full en-
semble is the tonal finisher's job. Refinish-

ing is often required when the acoustical en-

vironment is changed.

4. REGULATING. Regulation is the minor
adjustment to an already voiced and fin-
ished pipe to alter volume and speech {and
to some extent timbre). This involves clean-

ing, minor adjustments to toe and flue open-

ings and occasionally adjustments in lan-

guid and lip positions. For reeds it usually

involves adjustment of relative lenth of res-
onator and tongue and it can inclucle recurv-

ing or replacing tongues which have be-
come damaged or fatigued. The emphasis
here is on the word "minor." Tonal regula-
tion cannot change the underlying work of
the voicer or finisher. Why, then, is regula-
tion needed? Time takes a toll on organ
pipes-particularly those that are voiced on

Positiv additions, Great reeds and

Flute Harmonique below new Cornet V
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the low-cut, slow-side style. Languids

change position (large ones can sag, small

ones can pop up), upper and lower lips can

shift position or be damaged, dust and dirt

can fill flues, and so on. Reed tongues and

shallots can be damaged or fatigued. Shal-
lots and tuning wires can become loose.
Tuning scrolls can fatigue. Dust and dirt can
upset tongues. Chest or action characteris-

ties can change slightly. A first-class tuner is

always listening to the speech, timbre and

balance of pipes as well as their pitch. When

one falls out of line with its neighbors, it
should be regulated. If this is not done (or

done badly}, an organ will gradually change

character-sometimes drastically. If this

goes too far, it is sometimes difficult to find
enough uniform pipes to establish a "base
line."

Now, what did "they" really do to the

Tabernacle organ? Regulation (in its strict

definition) formed over 95% of all tone work

on the Aeolian-Skinner pipework. What lit-

tle rescaling, revoicing or refinishing that

was done is detailed in notes to the stoplist.

TONAL OBJECTIVES

The architect of an organ must have a

thorough understanding of his client's mu-

sical requirements. No less is required of a

builder attempting restoration or enlarge-

ment of an existing organ. Quickly shifting

fads must be separated clearly from long-
term goals or else an instrument can become

nothing more than a pastiche refiecting a
maze of unrelated tonal ideas. We set out six

general tonal objectives. The following
chart shows how the tonal work satisfied

each one:

-Restore the original speech, timbre and

balance of each stop.

Tonal regulation throughout.

-Improve divisional independence/

completeness.

Great Montre

Great Flate Octaviante

Great Reeds 16% 8% 4'

Swell Hohlflate

Positiv Principal

Positiv Cromorne

Choir Sesquialtera

Choir Fife

Pedal Principal 2'

Pedal Mixtures

Add 8' tone.

Tonal regulation.

Great Montre

Great Flate Harmonique

Positiv Principal

Great, Positiv Swell, Bombarde and An-

tiphonal reeds

-Provide solo colors to broaden tonal

palette.

Great Flate Harmonique
Great Cornet V

Great Trumpet
Positiv Cromorne

-Provide solo reed tone also capable of

adding to the climactic character of the full
organ.

Bombarde Trompette Harmonique
Antiphonal Tuba Mirabilis

-Move or rescale, refinish or revoice stops

only where absolutely necessary and to
solve problems such as tuning stability or

egress.

Great Fourniture

Swell Plein Jeu

Swell Cvmbale

Swell Chorus Reeds (16', 8', 4')
Swell Voix Humaine

Choir Rauschpfeife

Positiv Rankett

Bombarde Grande Fourniture

Solo Upper Work
Pedal Kornett

74

The tonal elements listed above will be

discussed under each type of work from reg-

ulation through additions.

TONAL REGULATION, REFINISHING,

REVOICING AND RESCALING

Our first step was to determine the extent

to which problems could be solved by sim-

ple regulation. To find out whether this

more conservative approach would be satis-
factory, we carried out some preliminary
tests. Steuart Goodwin and I asked the or-

ganists to point out the stop that seemed to

them the most useless. They universally

nominated the 8' Diapason of the Bombarde

(in effect, the First Diapason of the Great in
Harrison's concept). We carefully regulated

the stop for proper speech and consistency
of timbre. I emphasize that this process in-

volved absolutely no "revoicing" whatso-

ever. What was a dull and lifeless stop with

gulpy speech and irregular loudness

through the compass became the rich and

vibrant stop that Harrison must have had in

mind. The experiment was so successful

that Robert Cundick changed his plans for

the following Sunday choir broadcast using

the once shunned stop not only in many
combinations but as a solo voice. We carried

this experimental process through several
more stops until it became absolutely clear

that the rich material of Harrison's original

plan was all there to be rediscovered. Cer-

tainly, there would be no need for any mas-

sive changes.

We wanted hands-on experience tuning

this huge organ in order to know it well.

There is no other way. Working in double
shifts with two assistants, Robert and Do-

lores Rhoads of our firm tuned the organ

from top to bottom in five days. The result-

ing detailed information on problems of tun-

ing and regulation proved invaluable in all

our future regulation work.

On subsequent visits, we went through

the entire organ regulating division by divi-

sion. Stops that were thought to be hopeless

came alive through simple reregulation. De-

tailed regulation of the mixture work was

fascinating and revealin8· In the process,
each rank is heard individually as others are

muted off. We immediately discovered what

we had supposed-much of the mixture

work had not been regulated in detail and

some had been regulated initially but upset
through changes over the years. Most oi the

mixture pipes were out of speech. Breaks

were rough and quint/unison balance

changed radically through the compass.

Some (as many as 30% of some ranks!) were

entirely silent. Many pipes had been muted

purposely due to poor speech or drawing. In
a few cases, chest actions were not function-

ing for individual notes as the borings were

plugged with original shellac sizing. It was

a gruelingly difficult but rewarding process

to regulate these mixtures one by one. It is

especially true in mixture work that pipes

must be precisely on speech and in balance
to work as an ensemble. Often, a mixture

which seems lifeless has simply fallen out of

regulation. This was proven over and over

again at the Tabernacle as pipes were simply

put into good speech and the effect was

more power and brightness without any re-

voicing or change in general volume level.
This must have been what the mixtures were

like when the organ was new, or what they
were intended to be.

The Great Kleine Mixtur had been soft-

ened to the point of flutiness. Many pipes

had been muted. It was unsteady and diffi-

cult to tune. Refinishing to a more normal

level, where the pipes spoke comfortably,

restored the elegance of this stop. The Swell

Cymbale worked far better, also, when it

was brought back to its former dynamic

level and scale. A slight scale change was

made in the Choir Rauschpfeife, but this

was purely for tuning stability. The Bom-

barde mixture benefited from simple muting

of doubles and 516' pitches, as well as nor-

mal regulation. The Great 2' Fourniture was

recomposed slightly for similar reasons.
Harrison, himself, changed his ideas in

these matters in instruments made after the

Tabernacle. The Pedal 1026' Harmonics was

another revelation. It appeared never to

have been finished and, being out of bal-

ance, it did not produce the proper effect of
a soft 32' when combined with a 16' voice.

After replation, the stop, which is com-
posed oi stopped, open and tapered pipes,
became a most useful addition to the wide

variety of Pedal 32' options and a grand aug-
mentation of them. All of this work is de-

tailed in the footnotes to the stoplist.

The Pedal mixtures were rarely used ex-

cept in the fullest of combinations. The

lower Pedal mixture with its prominent 51/3'

pitch was too strong to serve in medium

combinations and the upper Pedal mixture

could not be used without support of the

lower. It was all or nothing and all was too
much. We repitched the mixture series by

one level starting at 4'. No changes were

made other than simple regulation, the re-

moval to storage of the 51/3' rank and the ad-

dition of a 16' rank. This #reatly increased
the range of usefulness oi the Pedal mix-

tures. Although the upper mixture is still

best used with the foundation of the lower,

the lower mixture can now be used alone.

This revision and the addition of the 2'

Pedal Principal have made the Pedal organ

truly independent.

Some pipework, especially reeds, re-

quired mechanical repairs. Most of the man-

ual chorus reeds (see details in notes to the

stoplist} were sent to San Francisco for

renovation-and I emphasize-not revoic-

ing. Pipes were cleaned, scrolls repaired,

new tuning wires fitted, shallots tightened,

etc. Tongues were replaced or recurved only

where damaged. Careful measurements and

marks were made to assure that the pipes

were left as close as possible to the original

intention of Oscar Pearson, Aeolian-

Skinner's brilliant head reed voicer, and

sample pipes were held out to use as models

on the voicing machine and themselves ren-

ovated at the end of the process.

Details of pipe racking can alter regula-

lion and stability. The Tabernacle techni-

cians went through the entire instrument,

enlarging rack borings where they were too

tight to accommodate seasonal changes in

humidity and tightening, retaping and felt-

ing tie racks, etc. They also felted tuning
scrolls as needed on both reeds and large

flues.

OTHER TONAL CHANGES

In the annotated stoplist, the reader will

find a description of every tonal change

made. The only stops in the 1948 instru-
ment which do not remain are:

Swell: 4' Clairon (and bass of 8' Harmonic

Trumpet)

Solo: Viole Celeste (II Ranks)

The Swell Clairon and Harmonic Trumpet

were never successful. The reed chorus

seemed to lack power especially in the up-

per reisters. Both reeds were worked on,
but to little avail, so as a partial compensa-
tion the Swell Cymbale was softened and

changed in composition at Schreiner's re-

quest in 1957 to balance better with the

reeds. Before touching any pipes, we experi-
mented with the swell shades to be certain

that the problem was not merely egress. We
tried difterent amounts and angles of open-

ing and found that in the room, the shades

as originally designed were the most effec-
tive. We then studied each of these "prob-
lem" reeds.

The 8' Harmonic Trumpet was intended

both as a solo stop and to provide an alter-
nate chorus when substituted for the 8'
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the low-cut, slow-side style. Languids

change position (large ones can sag, small

ones can pop up), upper and lower lips can

shift position or be damaged, dust and dirt

can fill flues, and so on. Reed tongues and

shallots can be damaged or fatigued. Shal-
lots and tuning wires can become loose.
Tuning scrolls can fatigue. Dust and dirt can
upset tongues. Chest or action characteris-

ties can change slightly. A first-class tuner is

always listening to the speech, timbre and

balance of pipes as well as their pitch. When

one falls out of line with its neighbors, it
should be regulated. If this is not done (or

done badly}, an organ will gradually change

character-sometimes drastically. If this

goes too far, it is sometimes difficult to find
enough uniform pipes to establish a "base
line."

Now, what did "they" really do to the

Tabernacle organ? Regulation (in its strict

definition) formed over 95% of all tone work

on the Aeolian-Skinner pipework. What lit-

tle rescaling, revoicing or refinishing that

was done is detailed in notes to the stoplist.

TONAL OBJECTIVES

The architect of an organ must have a

thorough understanding of his client's mu-

sical requirements. No less is required of a

builder attempting restoration or enlarge-

ment of an existing organ. Quickly shifting

fads must be separated clearly from long-
term goals or else an instrument can become

nothing more than a pastiche refiecting a
maze of unrelated tonal ideas. We set out six

general tonal objectives. The following
chart shows how the tonal work satisfied

each one:

-Restore the original speech, timbre and

balance of each stop.

Tonal regulation throughout.

-Improve divisional independence/

completeness.

Great Montre

Great Flate Octaviante

Great Reeds 16% 8% 4'

Swell Hohlflate

Positiv Principal

Positiv Cromorne

Choir Sesquialtera

Choir Fife

Pedal Principal 2'

Pedal Mixtures

Add 8' tone.

Tonal regulation.

Great Montre

Great Flate Harmonique

Positiv Principal

Great, Positiv Swell, Bombarde and An-

tiphonal reeds

-Provide solo colors to broaden tonal

palette.

Great Flate Harmonique
Great Cornet V

Great Trumpet
Positiv Cromorne

-Provide solo reed tone also capable of

adding to the climactic character of the full
organ.

Bombarde Trompette Harmonique
Antiphonal Tuba Mirabilis

-Move or rescale, refinish or revoice stops

only where absolutely necessary and to
solve problems such as tuning stability or

egress.

Great Fourniture

Swell Plein Jeu

Swell Cvmbale

Swell Chorus Reeds (16', 8', 4')
Swell Voix Humaine

Choir Rauschpfeife

Positiv Rankett

Bombarde Grande Fourniture

Solo Upper Work
Pedal Kornett
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The tonal elements listed above will be

discussed under each type of work from reg-

ulation through additions.

TONAL REGULATION, REFINISHING,

REVOICING AND RESCALING

Our first step was to determine the extent

to which problems could be solved by sim-

ple regulation. To find out whether this

more conservative approach would be satis-
factory, we carried out some preliminary
tests. Steuart Goodwin and I asked the or-

ganists to point out the stop that seemed to

them the most useless. They universally

nominated the 8' Diapason of the Bombarde

(in effect, the First Diapason of the Great in
Harrison's concept). We carefully regulated

the stop for proper speech and consistency
of timbre. I emphasize that this process in-

volved absolutely no "revoicing" whatso-

ever. What was a dull and lifeless stop with

gulpy speech and irregular loudness

through the compass became the rich and

vibrant stop that Harrison must have had in

mind. The experiment was so successful

that Robert Cundick changed his plans for

the following Sunday choir broadcast using

the once shunned stop not only in many
combinations but as a solo voice. We carried

this experimental process through several
more stops until it became absolutely clear

that the rich material of Harrison's original

plan was all there to be rediscovered. Cer-

tainly, there would be no need for any mas-

sive changes.

We wanted hands-on experience tuning

this huge organ in order to know it well.

There is no other way. Working in double
shifts with two assistants, Robert and Do-

lores Rhoads of our firm tuned the organ

from top to bottom in five days. The result-

ing detailed information on problems of tun-

ing and regulation proved invaluable in all

our future regulation work.

On subsequent visits, we went through

the entire organ regulating division by divi-

sion. Stops that were thought to be hopeless

came alive through simple reregulation. De-

tailed regulation of the mixture work was

fascinating and revealin8· In the process,
each rank is heard individually as others are

muted off. We immediately discovered what

we had supposed-much of the mixture

work had not been regulated in detail and

some had been regulated initially but upset
through changes over the years. Most oi the

mixture pipes were out of speech. Breaks

were rough and quint/unison balance

changed radically through the compass.

Some (as many as 30% of some ranks!) were

entirely silent. Many pipes had been muted

purposely due to poor speech or drawing. In
a few cases, chest actions were not function-

ing for individual notes as the borings were

plugged with original shellac sizing. It was

a gruelingly difficult but rewarding process

to regulate these mixtures one by one. It is

especially true in mixture work that pipes

must be precisely on speech and in balance
to work as an ensemble. Often, a mixture

which seems lifeless has simply fallen out of

regulation. This was proven over and over

again at the Tabernacle as pipes were simply

put into good speech and the effect was

more power and brightness without any re-

voicing or change in general volume level.
This must have been what the mixtures were

like when the organ was new, or what they
were intended to be.

The Great Kleine Mixtur had been soft-

ened to the point of flutiness. Many pipes

had been muted. It was unsteady and diffi-

cult to tune. Refinishing to a more normal

level, where the pipes spoke comfortably,

restored the elegance of this stop. The Swell

Cymbale worked far better, also, when it

was brought back to its former dynamic

level and scale. A slight scale change was

made in the Choir Rauschpfeife, but this

was purely for tuning stability. The Bom-

barde mixture benefited from simple muting

of doubles and 516' pitches, as well as nor-

mal regulation. The Great 2' Fourniture was

recomposed slightly for similar reasons.
Harrison, himself, changed his ideas in

these matters in instruments made after the

Tabernacle. The Pedal 1026' Harmonics was

another revelation. It appeared never to

have been finished and, being out of bal-

ance, it did not produce the proper effect of
a soft 32' when combined with a 16' voice.

After replation, the stop, which is com-
posed oi stopped, open and tapered pipes,
became a most useful addition to the wide

variety of Pedal 32' options and a grand aug-
mentation of them. All of this work is de-

tailed in the footnotes to the stoplist.

The Pedal mixtures were rarely used ex-

cept in the fullest of combinations. The

lower Pedal mixture with its prominent 51/3'

pitch was too strong to serve in medium

combinations and the upper Pedal mixture

could not be used without support of the

lower. It was all or nothing and all was too
much. We repitched the mixture series by

one level starting at 4'. No changes were

made other than simple regulation, the re-

moval to storage of the 51/3' rank and the ad-

dition of a 16' rank. This #reatly increased
the range of usefulness oi the Pedal mix-

tures. Although the upper mixture is still

best used with the foundation of the lower,

the lower mixture can now be used alone.

This revision and the addition of the 2'

Pedal Principal have made the Pedal organ

truly independent.

Some pipework, especially reeds, re-

quired mechanical repairs. Most of the man-

ual chorus reeds (see details in notes to the

stoplist} were sent to San Francisco for

renovation-and I emphasize-not revoic-

ing. Pipes were cleaned, scrolls repaired,

new tuning wires fitted, shallots tightened,

etc. Tongues were replaced or recurved only

where damaged. Careful measurements and

marks were made to assure that the pipes

were left as close as possible to the original

intention of Oscar Pearson, Aeolian-

Skinner's brilliant head reed voicer, and

sample pipes were held out to use as models

on the voicing machine and themselves ren-

ovated at the end of the process.

Details of pipe racking can alter regula-

lion and stability. The Tabernacle techni-

cians went through the entire instrument,

enlarging rack borings where they were too

tight to accommodate seasonal changes in

humidity and tightening, retaping and felt-

ing tie racks, etc. They also felted tuning
scrolls as needed on both reeds and large

flues.

OTHER TONAL CHANGES

In the annotated stoplist, the reader will

find a description of every tonal change

made. The only stops in the 1948 instru-
ment which do not remain are:

Swell: 4' Clairon (and bass of 8' Harmonic

Trumpet)

Solo: Viole Celeste (II Ranks)

The Swell Clairon and Harmonic Trumpet

were never successful. The reed chorus

seemed to lack power especially in the up-

per reisters. Both reeds were worked on,
but to little avail, so as a partial compensa-
tion the Swell Cymbale was softened and

changed in composition at Schreiner's re-

quest in 1957 to balance better with the

reeds. Before touching any pipes, we experi-
mented with the swell shades to be certain

that the problem was not merely egress. We
tried difterent amounts and angles of open-

ing and found that in the room, the shades

as originally designed were the most effec-
tive. We then studied each of these "prob-
lem" reeds.

The 8' Harmonic Trumpet was intended

both as a solo stop and to provide an alter-
nate chorus when substituted for the 8'
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Trompette. It was specified to have English
shallots. We found it fitted with standard

Aeolian-Skinner French shallots and from

all indications this was the case from the

time the organ was finished. There was a
good deal w speculation about this change.

It is quite possible that a stop with English
shallots was tried and found to be ineffec-

tive considering wind pressure and place-

ment. In an effort to test this assumption we
had sample pipes made and tried them. We

even tried a hooded sample, as Harrison had

once thou@t of hooding many reeds in the
enclosed aivisions. The results were quite

disappointing. This system of providing

two contrasting style reed choruses with

common 16' and sometimes 4' registers

works brilliantly on many Skinner organs,
but it did not work well under these circum-

stances. Whether Harrison discovered this

as we did through trial and error or made a

last-minute change in the specifications af-

ter tone finishing of other divisions, we

don't know. The Harmonic Trumpet with

French shallots, although having more

power and brilliance than the En@ish Trum-
pet would have, did not add much to the en-

semble because it was only slightly more

fundamental and powerful than the Trom-
pette. Two attempts were made over the life

of the organ to further differentiate this stop
from the Trompette. Both had proved inei-

fective. We decided to replace it with a new

Trompette of larger scale which could add

weight and power to the Swell reed chorus.

The 4' Clairon had also been a problem

stop. The upper end of the 16' Contre Trom-

pette had been traded with it many years

ago, perhaps at the time of original finish-
ing, The 4' line lacked power. When we

switched the pipes back, the situation was
worse. We tried the treble of the 8' Harmonic

Trumpet in the Clairon chest and it was a

more successful solution. We, therefore, put

into storage the 4' Clairon and the bass of the
8' Harmonic Trumpet. The treble of the 116'

Contre Trompette which had been revoiced

several years before (as the Clairon) was

quite successful and we decided not to re-

verse this work. The new 8' Trompette

serves well as a larger solo stop and to add

fundamental power to the original Harrison
chorus. Since it is affected by the sub and

super couplers, it can serve as an alternate
chorus effect. The Swell Cvmbale has been

rereulated back to original volume.
When the Casavant additions were made

in 1979 to the Solo division, the two-rank

String was sacrificed to provide chest and
space for the Casavant Nazard stop. Serious
thought was given to returning these to the

instrument; however, considering the great
utility of the upper work in the Solo, partic-
ularly after revoicing, and the fact that the
original stops were close in scale and effect
to other strings in the organ, it was decided
to leave the 1979 additions in place. The ob-
vious musical utility of the 1979 additions is

corroborated by this interestins historical
note. Alexander Schreiner asked G. Donald

Harrison in a letter dated June 22, 1946,
to consider including a 2' flute in the Solo:

''. . . Something that will go with the
present 8' and 4' flutes for Solo purposes."

It should be noted that one stop was
added to the organ subsequent to 1948 and

then removed in 1987. This is a stop with an
unusual history and name coined by Alex-

ander Schreiner-the Melos Anthropon. Dr.
Schreiner admired the Vox Humana from

the old Kimball Assembly Hall organ. He re-
quested the Tabernacle organ technicians to

add it to the Aeolian-Skinner organ. A chest

and box with adjustable expression opening
was obtained from Aeolian-Skinner and the

"Melos Anthropon'' was placed in the

Swell on the main Swell wind system. Un-
fortunately, the stop was never successful
because it lacked a proper tremulant. Since

the stop was not original to the 1948 instru-
ment and had not proven useful over the
years, the pipes were removed. However,

the windchest proved to be extremely valu-
able to the project. The original Aeolian-
Skinner Voix Humaine was installed on the

main windchest fed by a special regulator
with its own tremulant. Since this system

was on slightly higher pressure than the

main system, it would sometimes upset the

functioning of the pitman chest. In 1988,
the special wind system was rechanneled to
the former Melos Anthropon chest and the
Aeolian-Skinner Voix Humaine installed on

it. The original Voix Humaine chest was
then available for the much needed addition

of a 2' flute in the Swell. This migration

might have been destined to happen. On
June 22, 1946, Schreiner said to Harrison:

". 0 . I am wondering if you might consider
putting the Vox on a separate tremolo and
perhaps in a separate box as we now have
it." Schreiner's later addition of the Melos

Anthropon seems to have been an attempt to

gain the perfect Vox effect. The original
Skinner Voix Humaine which was quite

lovely has been improved in effect by this
change and is now one of the most perfect
stops of its type to be found. We think that

Dr. Schreiner would be pleased.
In many cases when we found a solution

for one tonal problem, it opened the wav for
solution of another. One good example is
the Pedal Kornett 2'. This stop all through

the years was unstable in tuning and con-
stantly slipped out of regulation. It was

placed with the upper Pedal flues rather
than with the reed chorus. Thinking of this

stop in the classical sense as only a solo
voice, one can see the rationale; however, in

the Tabernacle it was more commonly de-
sired as a chorus stop. Because of its regula-

tion problems, it was seldom used in either
context. There was a blank section exactly

the right size for a 2' Pedal reed in the reed
chorus chest. One wonders if the builders

did not plan for this stop to be in the chorus
originally and then changed their minds.

We further wonder if word of the change

never got to the voicers because it was obvi-
ous the minute we experimented with the
wind pressure that the pipes were happier
and worked much more perfectly on the
Pedal chorus pressure of 63/ie" rather than
the flue pressure of 45/le". The stop was

moved permanentlv and after careful repair
and regulation works beautifully in the cho-
rus and every bit as well as a solo stop be-
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cause placement of the reed chest is no less

advantageous than the flue chest. The op-

portunity opened by the move of the Kornett

was the addition of a 2' Principal in the
Pedal on the old Kornett chest. This seem-

ingly insignificant stop has proven to be of

immense value. Formerly there was nothing

between the 2' Pedal flute and the huge bat-

tery of mixture tone. The 2' stop has bridged

the gap.

Some tonal augmentation was possible

through the very simple means of separating

ranks within compound stops. In several

cases throughout the Wabernacle organ, mix-

tures and other compound stops are located
on two or more windchests where one

would not be large enough to supply all the

pipes. For tuning convenience, most of

these were provided with switches located

in the organ. In two cases, the versatility of

the instrument was enhanced greatly by pro-

viding these controls on the console. The

Swell Plein Jeu of six ranks is a powerful

stop containing such a full breath of the har-

monk series in most of its range that Alex-

ander Schreiner was often quoted as saying

that it could be played alone, creating a con-

vincing Swell principal chorus. The gravity

of the lower pitches, however, made it
somewhat less useful than a normal Swell

mixture. By simply making the upper four

ranks available independently as a 11/3'

Plein Jeu, several more registrational possi-

bilities were introduced.

The Choir Carillon, composed of the pitch
series 22/3', 13/5' and 1', was repositioned on

its toe boards to provide, in addition to the

oriinal composition, a Sesquialtera of two
ranks and a Fife of one rank. The 1' stop was

particularlv useful in adding a subtle mea-
sure of brifliance in certain combinations.

The original 8' Flate Harmonique on the

Great was disappointing. It did not have the

"bloom" of ascending power in the treble

which is so critically important for the inter-

pretation of French Romantic literature.

Harrison specified a stop of "Cavai116-Coll
scale." The stop does indeed follow fairly

closely a typical Cavai116-Coll scale progres-

sion; however, it is the one used most com-

monly in either small choir organs or as the
4' Flate Octaviante of a larger instrument.

Surely a vast building such as the Taberna-

cle requires something larger! We decided to

provide new Flate Harmonique pipes from

tenor C up based on Cavai116-Coll's largest

progression. We located it on a new chest di-

rectly behind the center front pipes of the
main case. It now fulfills what we think

Harrison might have envisioned when he

specified a Cavailla-Coll style Flate Har-

monique. The original Aeolian-Skinner stop

was moved to 4' pitch and extended by one
octave and renamed Flate Octaviante. Thus,

it serves without alteration, in the proper

role its scale dictates. Furthermore, it pro-

vides open flute tone at 4' pitch on the

Great-something that should not be absent

from an instrument of this proportion.

TONAL ADDITIONS

Several entirely new stops were added. I

must emphasize that no changes in the bal-
ance of tne original instrument were made

to accommodate them. Thev are, strictly

speaking, additive. That is, should a player

choose to inore the new stops, the oran
can be usea as it was originally specitied

{with the exception of the few tonal changes

noted above).
The addition of a 2' flute in the Swell and

a 2' Principal in the Pedal on existing wind-
chests was discussed above in connection

with tonal changes on the existing instru-
ment. The other additions will be discussed

below.

Oftentimes organbuilding solutions that
are ideal on paper can fail in realitv. One

such principle is clearly evident in €his or-
gan. Harrison obviously thought of the
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Positiv as being connected with the Choir

and the Great with the Bombarde. The Choir

was to provide substance and fundamental

for the Positiv and the Bombarde was to pro-
vide the first principal chorus and the reed

chorus for the Great. Unfortunately, in both

cases placement and acoustics defeated the

plan. Additionally, it seemed difficult in ac-

tual practice to treat separate divisions as

a unit through coupling. Therefore, it was
necessary to provide both the Great and

Positiv with some additional resources to

make them independent.

The first addition, and the most contro-

versial to some, is chorus reeds on the Great.

Harrison had planned for Great reeds ini-

tially. A March 1945 stoplist specifies Great
reeds as follows: 16' Double Trumpet, 8'

Trumpet, 4' Clarion. But Harrison writes to
Schreiner on December 5, 1945: ". ..I have

from time to time looked with somewhat of a

critical eye on the 16% 8' and 4' Trumpets

which are included at the present time." At

another point he states: "In studving old

specifications of the classic period, I have
often noted a 16' Baroque reed placed on the

Great organ, and have tried to imitate this in

certain instances." He explains having been
very pleased with a 16' free reed Euphone at

St. Mary the Virgin in New York City and

then suggests: "Whv wouldn't it be a good

idea to eliminate [the Trumpets], and use

the money thus saved to help pay for a 16'

Euphone on the Great organ, making that a

single reed on that department, and expand-

ing our Bombarde section . . ." Throughout

the correspondence, the Bombarde section

looms important in Harrison's mind. He is

constantlv pushing for it and one wonders if

he would have been most pleased to have
the Great as originally specified and the

Bombarde. On July 1, 1948, Harrison again

writes to Schreiner: "There is one thing

troubles me and that is the 16' Great

Euphone. The one in St. Mary's has proved
itself to be unreliable. ... Perhaps a 16'

Fagotto or fairly free-toned English-type

Trumpet. . . ."

Many Aeolian-Skinners had 16' reeds on

the Great and some had reed choruses. Still,

his ideal, at least at the time of the Taberna-

cle organ, was to depend on a massive flue
chorus. It must be noted, of course, that the

Bombarde division, which contained a flue

chorus and reed chorus, was intended to be

supplementary to the Great. Unfortunatelv,

due partly to placement problems and partly
to the stvle and dynamic level of the reeds.

the Bombarde serves the organ better stand-

ing alone than with the Great. This is a case

of an idea which looks very useful and flexi-

ble on paper but did not work in reality.

Many people think that the addition of
reeds to a G. Donald Harrison Great is the

ruination of his concept. All of us on the

project felt that the addition of reeds, as long

as it did not hamper in any way the existing

Great, could not possibly do any harm to the

organ for, after all, they simply need not be
used if one is uncomfortable with them.

Since the inclusion of a substantial reed

chorus on organs of nearly all traditions and

nearly all periods is normal, we felt that it

did the Tabernacle organ an injustice not to

have this capability in service of the great

organ literature.

The big question became, "What kind of

reeds should these be?" Our concept was to

provide what many organbuilders call "nor-

mal trumpet tone." We wanted to avoid all

extremes, as the musical purpose was to

provide trumpet tone in between, in both
timbre and volume, the Swell and Bom-

barde. We started by providing a 16' much

like Harrison provided on other instru-
ments. The 8' and 4' registers had progres-

sivelv increasing scales. All of the shallots

are slightly tapered and slightly closed. The
bells are made of tin with zinc in the sterns

of the bases. The boots are of thick common

metal. This reed chorus has been one of the

most useful additions to the instrument. It

adds another dimension in both character

and dynamic to the instrument and allows
the Great, for the first time, to fully stand on
its own. The new reeds have added many

solo possibilities and the 16' stop has been
borrowed into the Pedal at both 16' and 8' to

provide another dynamic terrace in the
Pedal reed department. (Borrows from the
Swell Contre Trompette at 16' and 8' were

also added to provide still another level un-
der expression.)

An 8' Montre was added to the Great or-

gan. This stop had two purposes. First, it
does what the Bombarde 8' Diapason was in-

tended to do-serve as the number one prin-

cipal tone of a three-level Great. Second, it

is scaled in the bass to add power in the
range below tenor F.

One tone character entirely missing from
the Tabernacle instrument was a wide-scale

8' Cornet. We provided a five-rank Cornet on
the Great and made it available as a borrow

on the Antiphonal and Solo. No claim is

made that the addition of such a stop will

make the Mormon Tabernacle organ capable

of rendering authentic performances of

French classical repertoire; however, the ad-
dition of this distinct color is a remarkable

enhancement and further broadens the

scope of this eclectic instrument.

There is no doubt that the Positiv organ
lacked foundation. Like the reedless Great,

the foundationless Positiv is a concept of the

mid-20th century which worked much bet-

ter on paper than in reality. However, the
concept of a weak third manual division is

not solely the province of the organ reform
movement. American organbuilding has
suffered from weak Choirs as well as weak

Positivs for generations. We felt that as lon4
as future generations could hear the original
G. Donald Harrison Positiv as it was con-

ceived, it would be quite proper to add some

elements to give the Positiv a proper balance

within the ensemble. The organists had to

depend on coupling from the Choir to pro-
vide 8' principal and reed tone. We added an
8' Principal scaled and voiced strictly in the
Aeolian-Skinner tradition to blend with the

existing principal chorus. The Choir Cro-

morne, particularly, was constantly cou-

pled, but due to placement was never in bal-

ance and seldom in tune. The only Positiv

reed originally was a quarter-length

Rankett. We thought this stop could work

very well as a sub to a dominant unison, but

the unison was missins! Harrison's pre-
contract stoplist called tor a Cromorne on
the Positiv and a Clarinet on the Choir. Later

he dropped the Clarinet, moved the Cro-
morne to the Choir, and substituted the

Rankett on the Positiv. The obvious solution

was a return to the original plan for the

Positiv. We provided a large-scale, powerful

French-style Cromorne. The stop is as pow-
erful as a light trumpet. It works beautifully

with the Rankett to give a reed chorus to the
Positiv. The Rankett had been softened over

the years to work better as the lone reed in
the division. With addition of the Cromorne,

we were able to bring it back to its normal,
comfortable volume level. The Rankett also

had a inveteratelv unstable range. The pipes
had been worked on so much over the years
that they were in poor condition. After some
additional work, we found that the chest

holes were too small. These were enlarged
and the damaged pipes remade. The stop is

now quite successful in its whole range.
This corroborates the story that the Rankett

scale was changed during manufacturing of

the organ. Evidently, a special Baroque-style
reed had been developed by Oscar Pearson

and the chest was made for it. The stop did
not prove successful and a more normal

quarter-length fagott-style reed was substi-
tuted and called Rankett. The bass chest had

very large racks which were adapted and the

THE AMERICAN ORGANIST

90

TABERNACLE ORGAN



treble range, obviously, was intended for
smaller pipes.

The final additions were a pair of new

reed stops on high wind pressure. Many
who have played and heard the Tabernacle

organ over the years have felt that it lacked a

final crowning lory of reed power. The first
thought, naturally, was a Trompette en cha-

made. Another appealing thought was a

smooth but glowing Willis-stvle Tuba that
could carry a solo line over full Swell. After

much effort in making a choice, the obvious
answer became, "include them both." Since

stops of this nature can often do more harm

than good to a fine instrument, tremendous

study was put into not only the style, but

placement of these prominent stops. Sample

pipes were made afong with a special high-
pressure test wind system and chest. Both

Trompette and Tuba samples were tried in

all possible locations in the organ and in
various trajectories from horizontal to verti-

cal. We immediately eliminated the idea of

mounting "en chamade." In the Tabernacle
the best effect is achieved bv using the

domed shape of the ceiling to distribute the
sound. We finally seltled on a Tuba Mirabi-

lis scaled after the original Aeolian-Skinner

Solo Tuba but played on 15" wind pressure
and located in the lower left front of the case

and a Trompette Harmonique scaled to com-

plement the Bombarde trompettes and on

12" wind pressure located in the lower right
front of the case in front of the Bombarde.

The Aeolian-Skinner Bombarde Trom-

pettes 8' and 4' were originally slated to be
mounted horizontallv (en chamade). The 8'

and 4' along with the added 16' were in-

stalled hooded. (The records do not indicate

reasons for this change, but it seems safe to
assume that it could have been financial or

layout limitations or both.) In any event, the

final result was somewhat unfortunate, but

has been corrected by the Trompette Har-

monique which, when drawn with the Bom-

barde reed chorus, adds a remarkable

amount of fundamental and solidity.

It is a real luxury to have two marvelous

tubas, one under expression and one open.
In volume level, both of the new reeds are

just slightly above the Bombarde and are

telling but not in the slightest overwhelm-

ing over the full organ ensemble and other

large combinations. These stops do not vio-

late the Harrison-Schreiner ideal of restraint

in dynamic levels.

WIND SYSTEM

The wind system of this instrument is un-

usual among Aeolian-Skinner organs. Most
manual chests are fed bv double-rise,

weighted reservoirs rather than the normal

sprin-loaded, single-fold type. Harrison
was obviously calling on his experience in

England as we see from this quote in a letter

to Aubrey Thompson Allen dated February
1, 1949: "The Salt Lake City organ is now

all finished, accepted and paid for, and it is

really a grand job of its kind. Probably com-

ing from England an instrument of this type

will be quite a shock to you as it is a far cry

from anything one years [sic] in EnBland or
on the Continent for that matter. When you

have an opportunity to look it over there are

many features that will seem like old
friends, such as the double-rise reservoirs

which I used for all manual departments, to-

gether with the time-honored concussion
valves."

As an aside, Harrison must have felt that

this instrument should stand above even

other Aeolian-Skinners. We speculate that

he took the very finest English cathedral or-

gans as a model. Another example was his

specification that nearly all reeds should be

hooded-a common practice in first-class

English instruments.

The weighted, double-rise reservoirs also

helped us in a very important part of our re-

search. Establishing proper wind pressures
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Members of the Schoenstein staff celebrate completion of the console

in a restoration provides a vexing quandary

for the restorer. Many factors can change

over the Years, but springs add to the confu-

sion as they not only can become weak but
easily be mixed up from reservoir to reser-

voir or mounted with differing degrees of

tension. Careful inspection indicated that

the weights of the reservoirs had remained

in place over the years and so we felt quite

confident in retaining the pressures as we

found them in all cases, except the Solo
Tuba.

Unfortunately, the "time-honored con-

cussion valves" were not applied very liber-

ally, resulting in the unsteady wind men-

tioned above. Some of the winkers in place

were not properly positioned nor of a design

that allowed enough flexibility to absorb
shocks in the system. Additional units were

added throughout the instrument especially
in the Bombarde and Solo and resulted in an

excellent improvement-probably what

Harrison had hoped for.

To solve the minor deficiency in wind
which caused flatting on full organ, the pri-
mary bass pedal wind system was separated

and fed by an added 3 hp Spencer turbine

blower. The separation also aided in steadi-
ness of the other divisions. Evidently there

was always a bit of worry on Schreiner's
part about the capacity oi the blower. On
December 5, 1945, Harrison wrote to

Schreiner, "We will, of course, check up on

the horsepower of the blower before it is or-
dered, although I feel certain that it is still

plenty large enough."

ELECTRICAL SYSTEM

Unfortunately, the original electric-

pneumatic key relays had been changed to

telephone-type units. The equipment was

not up to professional organbuilding stan-

dards and was beginning to fail. What was

left of the original Aeolian-Skinner equip-

ment (switches, etc.) was ready for rebuild-

ing. Since most of the original system was

one, it was decided to replace the entire re-

lay and switching system with solid-state

equipment. The system was designed and

installed by H. Ronald Poll and Associates

of Salt Lake City working closely with the

in-house maintenance staff. The equipment

and engineering were provided by Solid

State Lo¢c Ltd. of England. Provisions for
all addea stops were incorporated as speci-

fied by us. Now the entire system, which is a

most complicated one, including myriad

couplers, chest cut-outs, offset chest
switches, etc., is contained in a space about
10% of the original. The system is easily ac-

cessible for service and contains no moving

parts.

CONSOLE

It was decided to do a complete top-to-

bottom rebuild, renewing everything, even

those components such as combination

action leather which had several years of op-

eratin, life left. The console had to be re-
movea to our factory for this work and it

seemed practical to do everything in one

step. Since the Tabernacle organ had to be

kept in use at all times, a temporarv four-
manual console was built by R.A. Colby Inc.
of Johnson City, Tennessee, under the direc-
tion of H. Ronald Poll and Associates of Salt

Lake City, who installed it. This temporary
console also facilitated the installation and

switch over to the new electrical system

without missing a single daily recital or

weekly choir broadcast and performed
excellent service for 18 months while the

original console was refurbished. The day
the Aeolian-Skinner console was removed,

the new console was already operating.

Through the use of connectors, this same
rapid-tire exchange took place when the

original console was reinstalled.
The Aeolian-Skinner console was sent to

San Francisco in November 1985 and

stripped down to bare wood. Every compo-
nent was rebuilt and the case and both

benches were refinished. Over the years the

case had been damaged in thousands of

stage setups. Missing parts of delicate

carvings and moldings, broken corners,

etc., were remade along with a new name

board. The original two-tone finish was

duplicated.

Several new features were added to the

console including an adjustment device for
the music rack, built-in communications

equipment for organ service and rehearsal,

timers, signals and other equipment neces-

sary for production of the weekly broadcast,

and all of the controls for solid-state equip-
ment, etc. Since the Tabernacle is not air-

conditioned, the organists can suffer under

the television lights. We built a fan into the

console with adjustable ducts. Thus this

may be the only "air-conditioned" console

in the world! Many of these conveniences

had been added over the years as extra items

attached externally to the console, some-

what marring its stately appearance. Every-

thing was built-in and hidden as much as

possible in the 1988 renovation.
We also added some console controls for

more flexibility. For example, duplicate

general pistons were provided on the right-
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memory combination action, it was this one.

 Furthermore, and of great importance to ad-
mirers of Aeolian-Skinner consoles, includ-

.21,4-.---- /1"#0"*"'    remote and, therefore, there would be no
4 ing ourselves, the combination action was

difference in " feel" of the console. The orig-

4..il.-./'...'............/-..........'/./-..-/-- '//-  --/- pneumatically operated knobs could be
retained. Therefore, it was decided to sub-

11//Al ditute a Solid State Logic 64 memorv level

"+1 combination action with the potential of ex-

  , ***0*  ;fi, pension to 256 memory levels. Many other
-,41,4*11*03P ieatures possible with a solid-state combina-

j' J _L.L./ tion action were also incorporated into the
t

console. The equipment, made by Solid

. I .9 9/ (6,0.-.* 
State Logic Ltd., was designed and installed

i by I I. Ronald Poll and Associates.

MECHANICAL REBUILDING

We will not dwell in this article on the

subject of normal mechanical rebuilding-

primarily releathering. Since the organ was

installed, the Tabernacle has maintained a

staff of in-house organ technicians who, in

addition to regular tuning, take care of all

mechanical maintenance problems as they

arise. Despite the immense size and com-

plexity of this instrument, it is safe to say

that every note and every action is working

at all performances. Whenever a problem is

manship and materials emploved in the or-

found, it is usually corrected within a few
hours. It is a tribute, indeed, to the crafts-

gan's original construction that it has had
Indicator panels above Antiphonal keys: clock, radio broadcast timer, "stand-by" sign,

very few problems over the years. Most have
crescendo bar-graph, "on-the-air" sign, sforzando, memory level

occurred in the relay, combination action
and console. These have been the subjects of

recent work. Nearly all of the reservoirs

hand side of the key slips, duplicate pedal Aeolian-Skinner keyboards were not of the have been releathered over the last few

thumb pistons were added. Some toe studs same high quality as the originals. We years. Most of the windchests, including

and toe levers were added as space permit- thought it best, rather than attempting to re- note pouches, key primaries and stop

ted, A reverser to exchange Manual I and build these, to start afresh. We engaged P & actions, are operating on original leather

Manual H was provided to accommodate the S Organ Supply of Brandon, Suffolk, Eng- which is projected to serve for many more

French system of divisional relationships. land, to make the keys with thumb pistons vears. Chests will be releathered as needed

as exact replicas. We started by purchasing a by the Tabernacle organ shop. Swell en-
In all of these modifications to the con-

two-manual set to try in the Tabernacle envi- gines, tremulants, concussion bellows and
sole, we had one guiding principle: to main-

ronment. These test kevs went through the other devices are in the process of rebuild-

change of seasons with flying colors. We ing as needed.tain the eleBant simplicity of which both
Harrison and Schreiner were so proud when

the organ was designed. It should be noted

that the couplers are on knobs in the jambs.
and that the console does not bristle with

countless toe studs and controls. We added

only those items which we felt were abso-

lutely necessary and took special pains to

conceal all "space-age'' controls which

were not of the original Aeolian-Skinner

style. For example, we made Skinner-style
bezels for all of the new solid-state indica-

tors, broadcast signals, timers, etc., and
spread them discretely across the name-

board. We made a sliding drawer under the

key desk to contain all of the auxiliary solid-

state controls and a duplicate sliding drawer

on the opposite side of the console to store
pencils, papers and other paraphernalia
which always clutter most consoles. The

memory selector and crescendo selector,

etc., were located on thumb pistons on the

key slips. One especially interesting task

was creating a special illuminated "on-the-

air" indicator using a type style for the logo
that was in use by the Columbia Broadcast-

ing System in 1948! We also replaced fluo-

rescent lights with incandescent ones on

dimmers and took special care to make ev-
ery detail of the console in keeping with the

Aeolian-Skinner tradition. New stop-knob

assemblies were exact copies of the originals

with many parts, including the knob heads,
furnished by the same suppliers used by
Aeolian-Skinner. The knob stems were

hand-turned in ebony. The knobs were en-

graved by Hesco in the original style. Bal-
anced pedals, toe studs, toe levers and other

controls were rebuilt or replaced using du-

plicates made by Harris Precision Products.

The pedalboard was completely rebuilt with

new natural covers and sharps.

Careful study was made of the manual

keyboard situation and we decided to re-

place rather than rebuild. The second set of
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then sent all five Aeolian-Skinner manuals

to England and the painstaking job of mea-

suring and tooling up began. The new kevs

were custom-made to the original modefs.

The orisinal nameplates were retained. The
finished keys look and feel like the Skinner

originals but have many design improve-

ments which make them easy to regulate

and rebuild in the future. They are elegant,

to say the least, and are of the very highest

standards of workmanship. The Aeolian-

Skinner keyboards have been retained and

fitted by Tabernacle organ technicians as

spares to be used in the future whenever the
kevboards need to be refurbished. The con-

sole was returned home in time for the

3,0ooth broadcast of "Music and the Spoken

Word" on February 15, 1987.

COMBINATION ACTION

Replacing the remote Aeolian-Skinner
combination action with a solid-state unit

was a difficult decision. Whereas the orii-
nal Aeolian-Skinner relay was gone, tne

combination action was still in place and
functioning well, given its age. The argu-

ments of originality and reliance on time-

proven technology are strong ones for pres-
ervation of this equipment. On the other

hand, the reduced maintenance cost, flexi-

bility and multiple memory capability of
solid-state combination action are appeal-

ing. In the case of the Tabernacle organ, the

decision was weighted by the use the instru-

ment receives. It is played in recital every

day of the year, sometimes twice. It is used

for Tabernacle Choir rehearsals and a weekly

worldwide, live radio broadcast. There are

three full-time staff organists and two asso-

ciate organists plus numerous guest organ-

ists throughout the year. Practice time is

limited by other activities in the Tabernacle

including regular tours. It seemed to us that

if any organ could benefit from a multiple

REGULAR TUNING AND ADJUSTMENT

We have worked closely with the Taberna-

cle maintenance crew on procedures for

continuing care of the instrument. Particu-

lar attention has been placed on proper rou-

tines for care of reed pipes. Robert Poll and
his associate Lamont Anderson follow a me-

ticulous tuning schedule throughout the

year which is aimed at minimizing major

shifts in pitch. This is accomplished

through careful monitoring of temperature,
etc. Since the Tabernacle is not air-condi-

tioned, temperature and humidity mainte-

nance is a difficult proposition. Humidity

variations are particularly hard on the Taber-

nacle instrument. Every effort is made by

the Tabernacle staff to maintain good condi-

tions for the organ. The process of servicing

and tuning any organ is aided Breatly by
having the proper facilities. All oi the light-

ing in the organ has been changed from in-

candescent to fluorescent to provide for
cooler and more evenly distributed work

light. An advanced, hands-free inter-

communication system has been perfected

so that there is relaxed, easy communica-

tion. Anyone who has struggled with tunin
and tone regulation, as well as mechanicai

adjustments, on a large instrument can at-

test to the value of such seemingly unimpor-
tant items.

CONCLUSION

We trust that this complete resume of the

1988 renovation will be of help to future his-

torians. Working with this instrument was a

constant source of inspiration and gratifica-
tion. We hope that the results of the coopera-
tive efforts of so many artisans would be ap-
preciated by the original creators of this

great work of art, including Alexander
Schreiner and G. Donald Harrison.

JAEK M. BETHARDS
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THE 1988 RENOVATION-AN ORGANIST'S PERSPECTIVE

Although a quality pipe organ is a musical

instrument of remarkable longevity, it is
subject to wear. The Tabernacle organ is no

exception. A thorough renovation was inev-
itable. Not only were mechanical repairs

needed (i.e., replacement of keyboards and

other worn components), but new technol-

ogy developed during this period could now

be incorporated {i.e., solid-state relays and

multiple combination memories, etc.). In

1948, 20 general combination pistons were

a luxury, even for a large organ. Yet, as the

work load grew in the succeeding years, we

organists were increasingly hard pressed to

make do with only 20 generals. Each day in-

variablv involved setting and resetting pis-
tons. Ill never forget the 1985 ACDA (Amer-

ican Choral Directors Association) national

convention at the Tabernacle. Several differ-

ent choirs with organists had preceded the

Tabernacle Choir concert in earlier perfor-

mances that day. We were to start after a

brief "standing intermission" following the

previous concert just concluded. John

Longhurst and I were frantically resetting

pistons for our performance. Jerold Ottley,
our conductor, mounted the podium, bowed

and gave an immediate downbeat. At that

instant, John captured the last combination

as my fingers and feet descended to play the

first chord of the accompaniment. Several

gray hairs were simultaneously added to my

poor head! Shortly thereafter the "64X" op-

tion became available through the new
solid-state multiple-combination action.

With 1,280 general combination pistons po-

tentially at my command, I thought that I

had died and gone to heaven.

As comprehensive as the 1948 instrument

was, subsequent day-to-day experience over

many years sug0ested discreet modifica-
tions that would iurther enhance its flexibil-

ity and impact. Thus, careful additions were

considered, either based on items suggested
bv Harrison himself but never finalized, or

clearly indicated by a consensus of qualified

performers and builders. The reader, at this

point, must not misunderstand. The organ

did many things magnificently and had

justly earned its place among the important
organs of the world. Furthermore, 40 years

of extensive experience convinced us that

the American Classic aesthetic, so success-

fully brought to fruition in this instrument,

is and will continue to be artistically valid.

Yet, there were areas where problems were
evident.

The Great division, as substantial as it

was, for the most part could not function

satisfactorily on its own. It was nearly al-

ways used with the Swell, Choir or Bom-

barde coupled to it to provide reed tone and

additional strength in the upperwork. The

Pedal likewise had some problems; the mix-
tures were nol entirely satisfactory, and the

independent pedal reeds tended to be too

strong, while the borrowed reeds were often

not strong enough. The Positiv was not an

adequate foil to the Great. There were no

solo stops that could project a line over the
top of the Tabernacle Choir singing in full

voice, not to mention a congregation of
6,000! The absence of a 2' flute in the other-

wise complete Swell division was often

asm for the work of G. Donald Harrison

matched our own.

Schoenstein & Co., under the direction of

Jack M. Bethards, was awarded the contract

to oversee the entire project. We were espe-

cially pleased with Mr. Bethards's philoso-
phy oi using the most qualified specialists

and best sources of material for this critical

assignment regardless of their association
with the Schoenstein firm, and his commit-

ment to supervise personally all tonal work.

The results have been most gratifying. Visit-

ing organists are hard pressed to differenti-

ate between old and new. More importantly,

each new rank makes a vital addition to the

previous specification. "How did we ever

get along without this particular rank?" typ-
ifies our inevitable reaction to the now com-

plete stoplist. The Tabernacle organ of 1988

is a fitting tribute to the Aeolian-Skinner Or-

gan Company and a living reaffirmation of

the validity of the American Classic con-

cept. We are confident that the spirit of G.

Donald Harrison is smiling in approval. Cer-

tainly this project typifies the same forward-

looking, ever-perfecting attitude that was
his hallmark.

The Tabernacle organ is one of the most
visible instruments in the world. With its

daily recital series, weekly broadcasts and

telecasts, rehearsals, services and record-

ings, plus the necessary maintenance

needed to keep the organ in top form, the
scheduling oi this organ in a building

through which millions (over four million
Temple Square visitors in 1988) of eager
tourists pass in never-ending succession is a
continuing challenge. To fit the extensive

renovation project into this hectic schedule

without undue disruption was nothing short
of a miracle.

Many of the ideas for customizing the
console occurred during the organists' in-
formal meetings at lunch. "Wouldn't it be

great if . .." is a magical phrase. So often
if' can be transformed into fact if one

"puts his shoulder to the wheel." The rotat-

ing disk upon which the organ console now
rests is an example of such a phenomenon.

The need to send the Skinner console to

San Francisco plus the conversion to solid-

state relays coupled with the need for the or-
gan to remain operative during the entire
period couId result in a once-in-a-lifetime

opportunity. For a short period the tempo-
rary Colby console wired to the new solid-
state relay system would stand alongside the
Skinner console prior to disconnecting and

shipping the latter to the Schoenstein fae-

tory. I can still remember that wonderful

noted, and conversely, something was

needed in the Pedal to help bridge the dy-

namic gap between the 4' Choral Bass and

the mixtures. Some stops were rarely used,
either because they lacked the refinement

tVical of the organ as a whole or because

they did not fit properly with other stops.
The challenge, of course, was to solve the

foregoing in a manner that would be com-

pletely in harmony with the aesthetic of this
American Classic masterpiece. This meant

entrusting the work to a firm whose enthusi-
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moment when John Longhurst said, "I've

been thinking-wouldn't it be great if we

could install a rotatinB disk under the con-
sole for optimal audience viewing of a
recitalist plus other times when a diiferent

position of the console would be advanta-

geous?" "Sounds fantastic!" Clay Chris-
tiansen and I exclaimed in unison. It was

Ronald John, supervisor of operations for

Temple Square, who was able to make the

dream a reality. Ron had extensive experi-

ence as a journeyman machinist and steel

industry manager. He was enthusiastic

about the idea and, after seeing the impracti-
cality of an initial design attempt, pro-
ceeded to supervise the design and installa-
lion of a 7'g" circular steel disk faced with

hardwood flooring to match the existing
floor. Resting on a circular track containing

285 ball bearings, the disk was precisely en-
gineered to take the weight of the organ con-
sole yet permit the organist to easily turn the
entire unit. The Skinner console was

shipped, the disk was installed, and finally

the Colby console was lifted into place by a
crew of strong-shouldered men with flash-

bulbs and television cameras making an-

other "media event." All this had happened

without interrupting the regular use of the

organ, and all because someone had said,

"Wouldn't it be great if . .."
ROBERT CUNDICI<

Robert Cundick received his PhD degree in com-

position from the University of Utah in 1955. A

holder of the FAGO certificate, he has been a Taber-

nacle organist since 1965.

SALT LAKE TABERNACLE ORGAN 2 Spillflote

AEOLIAN-SKINNER, OPUS 1075 (G. DONALD 13/5 Tierce

HARRISON), 1948 11/3 Larigot

147 Voices-206 Ranks-11,623 Pipes 1 Sifflate

11/7 Septerz II
GREAT (unenclosed) Manual II 1 Scharf III

29 Voices-44 Ranks-2,564 Pipes 1/2 Zimbel III
Wind Pressures 31/2", 37/8", 4966", 47/8"

16 Rankett

Pipes A Crnmorne

Subprincipal 61 Tremulant

Quintaten 61

Principal 61 CHOIR (enclosed) Manual I

Diapason 61 18 Voices-24 Ranks-1,536 Pipes
Wind Pressure 43/4"

61 8 Tuba Mirabilis (Front Case)
61 (W.P. 159 61*

61 8 Cornet V (Great)

61 Tremulant

98 Antiphonal to Antiphonal 4
183 (affects all stops)
183 Antiphonal to Antiphonal 16*

61

el' PERCUSSION

Chimes on Great

Chimes on Pedal

Harp on Choir
Celesta on Choir

8 Montre 61

8 Bourdon 61

8 Spitzilate 61

8 Mate Harmonique 61

8 Bell Gamba 61

5 1/3 Grosse Quinte 61

4 Principal 61
4 Octave 61

4 Koppelflate 61
4 Flate Octaviante 61

4 Gemshorn 61
31/5 Grosse Tierce 61

22/3 Quinte 61

2 Super Octave 61
2 Blockflate 61

13/5 Tierce 61

1 1/7 Septi&me 61

2z/3 Full Mixture IV 244

2 Fourniture IV 244

11/3 Kleine Mixtur IV 244

1 Acuta III 183

8 Cornet V (f-fi) 185'

16 Double Trumpet 61'

8 Trumpet 61'

4 Clarion 61'

Positiv on Great

SWELL (enclosed) Manual III

29 Voices-40 Ranks-2,561 Pipes
Wind Pressures 41/4". 47/8"

16 Lieblich Gedeckt 68'

16 Gemshorn 68

8 Geigen Principal 68

8 Gedeckt 68

8 Claribel Flute 68'

8 Flauto Dolce 68

8 Flute Celeste TC 56

8 Viole de Gambe 68

8 Viole Celeste 68

8 Orchestral Strings II 136

8 Salicional 68

8 Voix Celeste 68

4 Prestant 68

4 Fugara 68

4 Flauto Traverso 61

22/3 Nazard 61

2 Octavin 61

2 Hohlflote 68'

22/3 Cornet III 183

22/3 Plein Jeu VI 366

11/3 Plein Jeu IV (from Plein Jeu VI)*

2/3 Cymbale IV 244

32 Contra Fagot 61

16 Contre Trompette 61

8 lare Trompette 68'

8 2.me Trompette 61
51/3 Quinte Trompette 61

4 Clairon 61

8 Hautbois 68

8 Voix Humaine (WR 5") 68

Tremulant

Swell to Swell 4 (only affects stops

with top octave extensions)
Swell to Swell 16

POSITIV (unenclosed) Manual I

16 Voices-21 Ranks-1,257 Pipes

Wind Pressure 25/8"

8 Principal 61'

8 Cor de Nuit 61

8 Quintade 61

4 Principal 61

4 Nachthorn 61

2 2/3 Nazard 61

2 Principal 61

16 Gamba 68

8 Principal 68

Concert Flute 68

8 Viola 68

8 Viola Celeste 68

8 Dulcet II 136

8 Kleine Erzahler II 124

4 Prestant 68

Zauberflote 68

4 Gambette 68

2 Piccolo Harmonique 61

228 Carillon Ill 183

2 z/3 Sesquialtera II (from Carillon)*

1 Fife (from Carillon)*

2 Rauschpfeife III 183

16 Dulzian 61

8 Trompette 61
8 Krummhorn 61

8 Orchestral Oboe 61

4 Rohr Schalmei 61

Trompette Harmonique (Bombarde)*
Positiv off Choir*

Tremulant

Choir to Choir 4 {only affects stops

with top octave extensions)

Choir to Choir 16

BOMBARDE (unenclosed) Manual IV

8 Voices-18 Ranks-1,038 Pipes
Wind Pressure 61/8"

8 Diapason 61
4 Octave 61

22/3 Grosse Cornet IV-VI 306

22/3 Grande Fourniture VI 366

16 Bombarde 61

8 Trompette Harmonique (W.P. 12") 61*

8 Trompette 61
4 Clairon 61

SOLO (enclosed) Manual IV

11 Voices-11 Ranks-727 Pipes
Wind Pressure 95/16"

8 Flauto Mirabilis 68

8 Gamba 68

8 Gamba Celeste 68

4 Concert Flute 68

22/3 Nazard 61 ***

2 Piccolo 61***

1 3/5 Tierce 61 ***

8 French Horn 68

8 English Horn 68

8 Corno di Bassetto 68

8 Tuba (WR 111/2"] 68

8 Cornet V (Great)*
Positiv on Solo*

Tremulant

Chimes (32 tubas, c-gz, amplified)

8 Harp (49 bars. c-ct amplified)

4 Celesta (from Harp, 61 notes)
Solo-Bombarde to Solo-Bombarde 4

(affects all stops}
Solo-Bombarde to Solo-Bombarde 16

ANTIPHONAL (enclosed) Manual V

9 Voices-11 Ranks-720 Pipes
Wind Pressure 43/8'

8 Diapason 68

8 Gedeckt 68**

8 Salicional 68

8 Voix Celeste 68

4 Principal 68
2 Kleine Mixtur III 183

8 Trompette 68

8 Vox Humana 68

PEDAL (unenclosed)

27 Voices-37 Ranks-1,220 Pipes
Wind Pressures

33/8", 45/16", 41/2", 45/8", 63/16", 7"

32 Montre (ext. of Great Subprincipal) 12* *
32 Flute Ouverte 12**

32 Contre Bourdon 12**

16 Principal 32

16 Flate Ouverte 32

16 Contre Basse 32

16 Violone 32

16 Bourdon 32

16 Gemshorn (Swell)
16 Gamba (Choir)

16 Lieblich Gedeckt (Swell)
10*3 Grosse Quinte 32

8 Principal 32
8 Violoncello 32

8 Spitzprincipal 32

8 Flate Ouverte 32

8 Flauto Dolce 32

8 Gamba (Choir)
8 Lieblich Gedeckt (Swell)
5 1/3 Quinte 32

4 Choral Bass 32

4 Nachthorn 32

4 Gamba (Choir)

4 Lieblich Gedeckt (Swell)
2 Principal 32*

2 Blockflate 32

10*3 Grand Harmonics V 160

4 Full Mixture IV 128

1 Cymbale IV 128

32 Bombarde 32

32 Contra Fagot (Swell)
16 Ophicleide 32

16 Trombone 32

16 Double Trumpet {Great)*

16 Contre Trompette (Swell)*
16 Dulzian (Choir)

8 Posaune 32

8 Trumpet 32

8 Double Trumpet (Great)*
8 Contre Trompette (Swell) *

8 Krummhorn (Choir)
4 Clairon 32

4 Chalumeau 32

2 Kornett 32

COUPLERS

Great to Pedal

Swell to Pedal

Choir to Pedal

Positiv to Pedal

Solo-Bombarde to Pedal

Antiphonal to Pedal

Sweft to Pedal 4 (affects all stops)
Solo-Bombarde to Pedal 4 (affects all stops)
Swell to Great

Choir to Great

Solo-Bombarde to Great

Antiphonal to Great
Swell to Choir

Solo-Bombarde to Choir

Antiphonal to Choir*
Antiphonal to Solo*
Great Tutti to Solo

Pedal Tutti to Swell

Swell to Great 4 (only affects stops with top octave
extensions)

Choir to Great 4 (only affects stops with top octave
extensions)

Solo-Bombarde to Great 16

Solo-Bombarde to Great 4 (affects all stops)
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Swell to Choir 4 (only affects stops with top octave

extensions)

COMBINATIONS (64 Memory Levels*)
General 0, 1-20

1-5 and 11-15 duplicated by toe studs

1-3, 5-7 and 13-15 duplicated on right side of
keyboards*

Great 0, 1-8

Swell 0, 1-8

Choir 0, 1-8

Positiv 0, 1-6 *

Solo-Bombarde 0, 1-8

Antiphonal 0, 1-4

Pedal 0, 1-8

6-8 duplicated on thumb pistons
under Manual I*

REVERSIBLES

Each manual to pedal unison coupler (thumb)

Great to Pedal (toe)

Swell to Pedal (toe]

Solo-Bombarde to Great (toe}

32 Bombarde (toe)

32 Flate Ouverte Itc,e}*

32 Contra Fagot (toe)*

32 Contre Bourdon (toe)

Choir shades to Swell expression pedal (thumb)

Manual I/II (thumb) with indicator 115hts*
Sforzando (thumb* and toe) with indicator lights

(sforzando may be set independently for each
memory level)

MECHANICALS

Swell expression

Choir expression

Solo expression

Antiphonal expression
Crescendo (four crescendo sequences, Standard A,

B and C. A, B and C are adjustable from the
console*)

Thirty segment L.E.D. Crescendo Pedal indicator*

Tremulants, celestes and percussion may be pro-
grammed to cancel with crescendo pedal*

Crescendo and Sforzando blind check*

Chime volume control

Chimes forte/piano

Chime dampers on/off

Harp dampers on/off

ACCESSORIES

Combination setter button

Memory lock*

Memory level selector (64 levels)*

Memory level "clear"*

Di# i tal clock with mode selector, stop/start, reset,
tast set, slow set and hold controls*

"Stand by" and "On the Air" signals*
Broadcast timer *

Console fan on/off*

Technician call button

Intercom push to talk and volume controls*
Monitor on/off and volume controls*

Nauvoo Bell button (historic bell located outside

the Tabernacle)

RELAY

Solid state*

BLOWERS

Main: 30 hp

Auxiliary pedal: 3 hp*
Antiphonal: 3/4 hp

TUNING

Equal temperament; A=440 at 74°F.

*Added as part of renovation project, 1986-88

* *Retained from earlier Tabernacle organs
***Added in 1979

NOTES TO THE STOPLIST

The following notes detail all changes or other

items of interest in connection with each speaking

stop of the Mormon Tabernacle organ. If a stop is

not footnoted, it is, to the best of our knowledge,
exactly as it was left by Harrison in 1949 with the

exception of the effects of normal aging and the
resulting normal maintenance. Such normal main-

tenance included cleaning and tonal regulation.

Every pipe in the organ was tested for proper
speech, uniformity of timbre and volume balance.

Where necessary (see text of article), regulation
was carried out. Work of this nature has not been

individually footnoted. In the case of reed stops,

repair work due to the effects of age and tuning

was somewhat more extensive. The stops listed be-

low were sent to the Schoenstein factory where the
following work was accomplished: cleaning, new

tuning springs, new tunin4 scrolls, and new
tongues and wedges only where originals were
darnaged:

Positiv 16 Rankett

Choir 8 Trompette

Swell 16 Contre Trompette
Swell 8 Trompette

DECEMBER 1988

Swell 4 Clairon (old 8' Harmonic

Trumpet treble)
Bombarde 8 Trompette

Bombarde 4 Clairon

Pedal 2 Kornett

Changes in borrows, couplers, combinations, re-

versibles, mechanicals, accessories, etc., are

self-explanatory.

GREAT

8' Montre. New pipes on actions prepared origi-

nally for Great 32' Mc,ntre (notes 1 through 6 and

29 throush 61) and new Schoenstein actions (notes
7 through 28]

8' Flate Harmonique. Original pipes (notes 1-12).

New pipes (notes 13-61). All on new Schoenstein

actions. (Orginal pipes 13-61 to 4' Flute
Octaviante.)

8' Bell Gamba. Originally intended to be a copy of
a Roosevelt Bell Gamba. Delivered as a standard

Salicional.

4' Flate Octaviante. Original 8' Flate Harmonique
(notes 1-49). New pipes (notes 50-61). All on orig-

inal 8' Flate Harmonique actions.

226' Full Mixture.

12-15-19-22: 18 Notes

8-12-15-19: 12 Notes

1- 8-12-15: 31 Notes

2' Fourniture.

Original
15-19-22-26: 18 Notes

12-15-19-22: 12 Notes

8-12-15-19: 12 Notes

1- 8-12-15: 12 Notes

1- 5- 8-12: 7 Notes

Revised 1988

15-19-22-26: 18 Notes

12-15-19-22: 24 Notes

8-12-15-19: 12 Notes

1- 8-12-15: 7 Notes

Composition change only-no rescaling. Thirtv-
one new pipes made following original scales. OId
pipes placed in storage.

11/3' Kleine Mixtur.

19-22-26-29: 12 Notes

15-19-22-26: 12 Notes

12-15-19-22: 12 Notes

8-12-15-19: 12 Notes

8- 8-12-15: 13 Notes

Refinished (softened) by Aeolian-Skinner in 1953.
Returned to normal balance in 1988.

l' Acuta.

22-26-29: 12 Notes

19-22-26: 12 Notes

15-19-22: 12 Notes

12-15-19: 12 Notes

8-12-15: 13 Notes

8' Cornet V Ranks. New pipes on new Schoenstein
actions.

16' Double Trumpet. New pipes on new Schoen-
stein actions.

8' Trumpet. New pipes on new Schoenstein
actions (notes 1-12) and actions originally pre-
pared for treble of 16' Great reed (notes 13-61).

4' Ciarion. New pipes on new Schoenstein actions.

SWELL

Lieblich Gedeckt. From Pioneer organ.

Claribel Flute. Former Kimball Melophone. Bass
octave former Austin Clarabella.

2' Hohlflote. New pipes on original Voix Humaine

action on Swell manual chest. Originally these

actions were supplied by a special reservoir. They

are now supplied bv the main reservoir and the

original wind supply has been rerouted to the
former Melos Anthropon (now Voix Humaine)
windchest.

22/3' Cornet.

12-15-17: 49 Notes

8-12-15: 5 Notes

1- 8-12: 7 Notes

22/3' Plein Jeu.
12-15-19-22-26-29: 12 Notes

8-12-15-19-22-26: 12 Notes

1- 8-12-15-19-22: 12 Notes

1- 8- 8-12-15-19: 12 Notes

1- 5- 8- 8-12-15: 6 Notes

1- 1- 5- 8- 8-12: 7 Notes

11/3' Plein Jeu. Six-rank Plein Jeu is planted on two

chests with two separate stop actions but origi-
nally controlled by one knob. An additional knob

was provided on the console to control the upper

four ranks separately.

26' Cymbale.

Original
26-29-33-36: 12 Notes

22-26-29-33: 6 Notes

19-22-26-29: 6 Notes

15-19-22-26: 6 Notes

12-15-19-22: 6 Notes

12-15-15-19: 6 Notes

8-12-15-15: 19 Notes

Revised 1957

26-29-33-36: 12 Notes

22-26-29-33: 12 Notes

19-22-26-29: 6 Notes

15-19-22-26: 6 Notes

12-15-19-22: 6 Notes

8-12-15-19: 6 Notes

1- 8-12-15: 13 Notes

Some rescaling (reduction) was done, possibly in

connection with the 1957 recomposition. In 1988,
scales were returned to original as far as could be
determined.

16' Contre Trompette. Treble (4' up) revoiced in
the late 1970s.

8' First Trompette. New pipes on actions originally

used for 8' Harmonic Trumpet. 8' Harmonic Trum-

pet treble substituted for 4' Clairon. Bass placed in

storage.

8' Second Trompette. Stop originally named 8'

Trompette. No change other than nomenclature.

8' Hautbois. Five additional reed pipes (notes G#57

through C61) made to replace iive flue pipes

placed in storage. This was done to carry the reed

tone to the highest possible point in the compass.

8' Voix Humaine. In 1958, an Aeolian-Skinner unit

chest was added to accommodate a Vox Humana

from the old Kimball Assemblv Hall organ. This

was called Melos Anthropon. These pipes were re-

moved in the 1988 project. The ori5inal Aeolian-
Skinner Voix Humaine was moved irom the main

chest to this chest. The wind system originally

feeding the Voix Humaine on the main chest was
rerouted to these actions.

4' Clairon. Treble of former Harmonic Trumpet on

Clairon actions. Bass of Harmonic Trumpet and

original Clairon to stora,e. [An attempt was made
to revoice the original Ciairon in the 1988 renova-

tion, but little improvement resulted.}

POSITIV

8' Principal. New pipes on new Schoenstein

actions (notes 7-61) and on actions originally pre-

pared for Great 32' Montre (notes 1-6).

118, Septerz
Flat 21st: 49 Notes

24th: 49 Notes

1' Scharf

22-26-29: 12 Notes

19-22-26: 12 Notes

15-19-22: 12 Notes

12-15-19: 12 Notes

8-12-15: 6 Notes

1- 8-12: 7 Notes

1/2' Zimbel

29-33-36: 18 Notes

26-29-33: 6 Notes

22-26-29: 6 Notes

19-23-26: 6 Notes

15-19-22: 6 Notes

12-15-19: 6 Notes

8-12-15: 6 Notes

1- 8-12: 7 Notes

16' Rankett. This stop evidenced serious speech

problems evidently from its inception, as pipes

were badly damaged in efforts to correct the situa-

tion. We discovered that chest holes (notes A34

through F42) were inadequate. Pipes that had been

damaged were repaired and the chest holes were

enlarged. It is also interesting to note that the bass

offset chest for this stop was designed for pipes of
a larger scale. Whether this was an error or

whether the pipes were changed prior to shipment
or during finishing is unknown.

8' Cromorne. New pipes on new Schoenstein
actions.

CHOIR

22/3' Carillon.

12-17-22: 49 Notes

8-12-15: 12 Notes

228' Sesquialtera. Pipes were reracked and an ex-

tra knob provided on console to control this sec-
tion of the Carillon.

1' Fife. Pipers were reracked and an extra knob

provided on console to control this section of the
Carillon.

81

95

SALT LAKE CITY, UTAH



G. Donald Harrison beside the new console 
seen in its original form, before the top cor-
nice was modified in 1954 with a lower, less 
massive profile to give the organist a better 
view of the conductor.

2' Rauschpfeife
15-19-22: 18 Notes

12-15-19: 12 Notes

8-12-15: 31 Notes

This stop was based on a special scale developed

for the 4' Principal of Ernest White's studio organ

(opus 995, 1939). It resulted in a bulge of approxi-

mately nine steps at 1/4' (3") C. The pipes in this

range were very unstable. In the 1988 renovation,
13 new pipes were provided and the scale bulge

was reduced by three steps.

8' Krummhorn. Ori5inal pipes. Name changed to
avoid confusion with new Cromorne added to Po-

sitiv. (Name of Pedal borrow also changed.)

BOMBARDE

22/3' Grosse Cornet.

12-15-17-19: 12 Notes

8-12-15-17-19: 12 Notes

1-8-12-15-17-19: 25 Notes

1 8-12-15: 12 Notes

Revoiced by Aeolian-Skinner in 1969.

22/3, Grande Fourniture.

Original

12-15-19-22-26-29: 12 Notes

8-12-15-19-22-26: 12 Notes

1- 8-12-15-19-22: 12 Notes

1- 5- 8-12-15-19: 12 Notes

1- 1- 5- 8-12-15: 13 Notes

Revised 1988

12-15-19-22-26-29: 12 Notes

8-12-15-19-22-26: 12 Notes

1- 8-12-15-19-22: 12 Notes

1- 8-12-15-19: 12 Notes

1- 8-12-15: 13 Notes

Pipes left in place but muted.

8' Trompette Harmonique. New Austin pipes on

Austin actions fed by three-valve regulator.

8' Trompette. Revoiced in late 1970s.

4' Clairon. Revoiced in late 1970s.

SOLO

8' Flauto Mirabilis. The harmonic len*% th pipes
(wood) were cut down to normal length auring, to

the best of our knowledge, the original tonal fin-

ishing process. These were left as is and carefully

regulated.

226' Nazard. Casavant pipes on actions originally
used for the two-rank Viole Celeste. Revoiced in

1988. Original pipes are now the propertv of

Brigham Young University and are intended for
use in the Austin organ which was removed in
1948 from the Salt Lake Tabernacle.

2' Piccolo. Casavant pipes (originally named

Blockflate) on Casavant action. Revoiced in 1988.

13/s' Tierce. Casavant pipes on Casavant action.

Revoiced in 1988.

8' Tuba. Wind pressure originally specified at 15".

Wind pressure noted at start of restoration 14". Af-

ter much experimentation, the pressure was re-
duced to 111/2".

Chimes. Slated for possible replacement in the fu-

ture with large-scale orchestral chimes on electric
action.

8' Harp. Slated for possible replacement with nor-

mal Skinner Harp.

ANTIPHONAL

8' Gedeckt. From Pioneer organ.

8' Tuba Mirabilis. New Austin pipes on Austin

action fed by three-valve regulator. Pipes are 10-

cated in the main organ case.

PEDAL

32' Montre. 10 pipes from Pioneer organ. Austin
actions retained.

32' Flate Ouverte. 12 pipes from Pioneer organ.

32' Contre Bourdon. 12 pipes from Austin organ.

2' Principal. New pipes on chest originally pro-

vided for 2' Kornett. Kornett pipes moved to
actions on chorus reed chest.

1026' Grand Harmonics.

5-10-Flat 14-16-17: 32 Notes

4' Full Mixture. Originally 516' Full Mixture. 51/3'

rank removed to storage. Low rank from Cymbale

transferred as upper rank of Full Mixture.

Original
12-15-19-22: 32 Notes

Revised 1988

15-19-22-26: 32 Notes

1' Cymbale. Originally 11/3' Cymbale. Low rank

moved to top rank of Full Mixture. New 1/3' pitch

rank made as top rank of Cymbale.

Original
26-29-33-36: 32 Notes

Revised 1988

29-33-36-40: 32 Notes

2' Kornett. Original pipes moved from flue chest to

chorus reed chest on actions provided in 1948 for

stop of unknown designation.

PERCUSSION

These knobs removed from their original locations

within the Great, Pedal and Choir divisions to pro-

vide room for other stops.

AGO PROFESSIONAL CERTIFICATION SEMINAR

WITH WALTER HILSE

PRACTICAL SUGGESTIONS FOR TAKING THE AGO EXAMS

Kenneth Danchik

This past January the Sacred Music De-

partment of Duquesne University hosted

Walter Hilse in a seminar for students and

community members preparing to take the

AGO certification exams. The event was co-

ordinated by Ann Labounsky, chairman of

the department and professor of organ. The

seminar consisted of two days of morning.

afternoon and evening sessions dealing with

the Service Playing, Colleague, Choir Mas-

ter and Associateship exams.

Dr. Hilse is well qualified to coach these

exams. He has served as chairman of the

AGO National Certification Committee since

1981 and remains involved with the plan-

ning, grading and evaluation of the exams.

Professor Labounsky is active in the Guild's

educational concerns and is the Region III

Coordinator for Education. Through her ef-

forts, the degree programs in organ and sa-

cred music at Duquesne University have in-

cluded preparation for the Guild exams as

part of their curricula. Both Walter Hilse and

Ann Labounsky are educators and per-
formers who endorse the Guild exams as an

important step in the career of an organist.

Many of the suggestions offered by Dr.

Hilse can be applied to all of the Guild

exams, and to the general study of organ lit-

erature and practical keyboard skills. This

article will summarize the ideas and sugges-
tions offered in the seminar.

The numbering system of the following

paragraphs refers to the subsections from

the official publication "Professional Certi-

fication Requirements for 1989'' {see THE:

AMERICAN ORGANIST, July, pp. 31-34).
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COLLEAG[JE

A January 1989 date will be available for a

midwinter Colleague examination. Top pri-

ority will be given to grading these exams in

a month's time so that examinees, having

been notified of passing this exam, may pre-

pare for another Guild exam in June. (Appli-

cations for this exam will be received at

Headquarters between September 1 and De-

cember 1, 1988.1

C.2: Beethoven's ''Hallelujah (Chorus''

from the Mount of Olives. A successful ac-

companiment for this oratorio work will

translate the main ideas of the orchestral

score into the organ medium. The instru-

mental introduction can be likened to the

double-dotted rhythms of the French over-

ture style. A 16' pedal stop would help to

approximate the range of notes that the dou-

ble bass would play in the orchestra. The

pedal may sustain the lowest notes of chords

throughout the measures of the introduc-

tion, or may articulate them to accent the

strong beats. Dynamics may be executed in

terraced style by alternating manuals. Trills

may be omitted in the accompaniment. The

triplets found in the accompaniment (at re-

hearsal letter "I") are more easily executed

when played in groups of six notes [two

triplet figures linked together).

C3: Bernstein's "A Simple Song" from

Mass. The difficulty with this vocal work is

in adapting the elements of the piano ac-

companiment and the stylistic elements of

the guitar strum to the organ. Approximat-

ing the piano sustaining pedal is a particular

challenge. The pedal should not contain any

16'tone at the beginning, since the left hand

does not contain octave figures. An 8' stop

would be sufficient. A 16' pedal stop may be

added on page 3. measure 4, in order to play
the low B and G in measures 7 and 8, and

all the bass notes below tenor C. If this is

done, the pedal should play the bass notes

an octave higher than written from page 3,

measure 4, through page 4, measure 10.

Thereafter one should cancel the 16' pedal

stop and play the notes where written.

Registration for the manuals should con-

tain 8' and 4' stops for the forte sections of

the first page. The Swell should contain 8'

strings and flutes, and could be reduced to
one stop in the ppp section.

On page 2 the pedal should play the low-
est notes of the left-hand figuration C-D-Eb-

D legato. The left hand should play the

notes not played by the pedal. The flute part

that enters in measure 11 oil page 2 is op-

tional and need not be included in the organ

accompaniment. The same is true on page 3.

However, this flute obbligato in the final
three measures of the piece definitely

should be played.

C4: Hymns. The hymns contained in the

Examination Hymn Booklet represent vari-

ous Christian and Judaic traditions. The

AGO Professional Certification Committee

is considering a future revision of this book-

let which might include additional hymns

from contemporary sources.

Hymn introductions may be taken from

published sources and may be brief. One

can begin with a single melodie line, pro-

gressively adding voices to complete the in-
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A relatively recent photo of the Tabernacle organ following the 2007 enlargement of the stage extension and structural reinforcement. The spot-
lights which mar the clean lines of the case were installed decades ago when the choir regularly broadcast on television.
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ESSAY BY DAVID CHAMBERLIN

St. Ambrose Parish in Salt Lake City has been blessed 
with a beautiful, large, and acoustically gracious worship space, a 
talented and ambitious director of music (Christopher Huntzinger), 
excellent choirs, and supportive clergy. However, prior to 2012, the 
church was being served by a unit organ of only seven ranks with no 
reeds. When the 44-rank Holtkamp organ from St. Mark’s Episco-
pal Cathedral downtown became available (replaced by a new Bige-
low instrument), the musicians and clergy of St. Ambrose wasted no 
time to procure it for their parish. Having maintained the Holtkamp 
instrument for many years, and having dismantled and removed it to 
make way for the new organ, Bigelow & Co. was the obvious choice 
to reconstruct it as a new instrument for St. Ambrose.

Bigelow Opus 36 includes the console, chests, and forty-two 
ranks of pipes from the Holtkamp, all seven ranks from the parish’s 

previous Wicks organ, and one new reed rank, for a total of fifty 
ranks. Only four ranks were substantially revoiced, otherwise revoic-
ing was limited to minor adjustments required by changes in wind 
pressure and different acoustics.

A handsome new oak case, including a Rückpositiv, harmoniz-
es with the interior of the church and presents the organ as a new 
instrument.

The inaugural recital was played by Dr. Clay Christiansen of the 
LDS Tabernacle on January 25, 2013. Dr. Christiansen, who had 
served St. Mark’s Cathedral for ten years when the Holtkamp was 
new, commented afterward that the new instrument “far eclipses 
either previous instrument,” and called it a “very satisfying eclectic 
instrument, wonderfully well-suited to its environment.”

ST.  A M BROSE  CATHOL IC  CHURCH  |  SALT  L AKE  C I T Y,  UTAH
Bigelow & Co., Inc. | American Fork, Utah

St. Ambrose Catholic Church
Wicks Organ Co., Opus 4501, 1965

GREAT PIPES RANK
 8 Principal 61 1
 8 Rohr Gedeckt (Sw)  4
 8 Dolce 61 2
 4 Octave 61 3
 4 Harmonic Flute (Sw)  7
 22/3 Twelfth (Sw)  5
 2 Principal 12 3
  Swell to Great 16ʹ
  Swell to Great 8ʹ
  Swell to Great 4ʹ

SWELL
 8 Gedeckt 61 4
 8 Echo Salicional 61 5
 8 Voix Celeste 49 6
 4  Harmonic Flute 61 7
 4 Salicet 12 5
 22/3  Nazard  4
 2 Piccolo 12 7
  Tremolo
  Swell to Swell 16ʹ
  Swell to Swell 4ʹ

PEDAL
 16 Sub Bass 12 4
 16 Lieblich Gedeckt  4
 8 Principal (Gt)  1
 8 Bass Flute (Sw)  4
 4 Octave (Gt)  3
 4  Harmonic Flute (Sw)  7
  Great to Pedal 8ʹ
  Great to Pedal 4ʹ
  Swell to Pedal 8ʹ
  Swell to Pedal 4ʹ
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The 1967 Holtkamp in its original configuration at St. Mark’s Cathedral, Salt Lake City.

II. GREAT
16 Quintadena 61
8 Principal 61
8 Gedackt 61
4 Octave 61
4 Spitzflöte 61
2 Doublette 61
 Mixture IV 244
8 Trumpet 61

I. POSITIV
8 Copula 61
4 Rohrflöte 61
2 Principal 61
2 Blockflöte 61
1 Octave 61
 Sesquialtera II 122
 Scharff III 183
8 Cromorne 61

   III. SWELL (enclosed)
8 Bourdon 61
8 Gamba 61
8 Celeste [F] 56
4 Principal 61
4 Fullflöte 61
2 Nachthorn 61
11/3 Quinte 61
 Fourniture III 183
16 Fagott 61
8 Oboe 61

PEDAL
16 Principal 32
16 Subbass 32
8 Octave 32
8 Flauto 32
4 Choralbass 32
 Rauschbass III 96
16 Posaune 12
8 Trumpet 32
4 Schalmey 32

Cathedral of St. Mark, Episcopal
Salt Lake City, Utah
Holtkamp Organ Co., Job No. 1820, 1967
Relocated and rebuilt for St. Ambrose R.C. in 2012 by Bigelow & Co.
Compasses: 61/32

COUPLERS
Swell to Great
Positiv to Great

Swell to Positiv
Great to Pedal

Swell to Pedal
Positiv to Pedal
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St. Ambrose Catholic Church
Salt Lake City, Utah
Bigelow & Co., Opus 36 (2013)
3 manuals, 50 ranks

Rebuild/enlargement of Holtkamp Job No. 1820
Utilizing all seven ranks of Wicks Op. 4501, the church’s previous 

organ
One completely new stop: Swell Cornopean
Minor revoicing (slightly higher cut-ups), except as noted
Original Holtkamp console with expanded stop rail

I. POSITIV PIPES
8 Prestant 7  New A.R. Schopp; 1-6 from 

Copula, then ext. Prestant 4ʹ
8 Copula 61
8 Dolce  (Gt)
4 Prestant 61  Wicks Octave, revoiced 

(reduced toe holes)
4 Rohrflöte 61
 Dolce  (Gt)
2 Principal 61
2 Blockflöte 61
1 Octave 61
II Sesquialtera 122
III Scharf 183
8 Cornopean (Sw)
8 Cromorne 61
 Swell to Positiv

II. GREAT
16 Bourdon  (Sw*)
16 Quintadena 61 
8 Open Diapason 61 Wicks
8 Principal 61
8 Gedeckt 61
8 Dolce 61 Wicks
4 Octave 61
4 Spitzflöte 61
2 Doublette 61
IV Mixture 244
8 Trumpet 61 Reworked by Fred Oyster
 Positiv to Great
 Swell to Great

III. SWELL
8 Viol-Principal 61  Holtkamp Gamba, revoiced 

(higher cut-ups, larger toes)
8 Bourdon 61 Wicks
8 Flute 61  Holtkamp Bourdon (wood/

metal)
8 Salicional 61 Wicks
8 Celeste  (FF) 56 Wicks, 6-12 Holtkamp
4 Principal 61 
4 Harmonic Flute 61 Wicks
22/3 Nasat 61  Holtkamp Füllflöte 4ʹ  

(+5 from stock)
2 Nachthorn 61
III Fourniture 183  22 new, rest repurposed from 

11/3ʹ Larigot and Fourniture  
(C was 2/3 -́1/2 -́1/3 ,́ now 2 -́1 -́2/3ʹ)

16 Fagott 61
8 Cornopean 61 New from A.R. Schopp
8 Oboe 61 
4 Fagott  (ext. 16ʹ) 24 New from A.R. Schopp

PEDAL
32 Principal Resultant
32 Resultant  (Bourdon)
16 Principal 32
16 Bourdon  (Sw*) 12 Wicks
16 Bourdon doux (Sw*)
16 Quintadena  (Gr)
8 Octave 32
8 Flauto 32
4 Choralbass 32
4 Bourdon  (Sw 8ʹ) 
III Rauschpfeife 96
16 Posaune 32
16 Fagott  (Sw)
8 Trumpet 32 Reworked by Fred Oyster
4 Schalmey  32
 Great to Pedal
 Positiv to Pedal
 Swell to Pedal

*The 16ʹ octave of the Bourdon rank is extended from the Swell Flute 
but is unenclosed.  On the Great, and on the Pedal as “Bourdon 
doux,” the 16ʹ octave plays on reduced wind pressure.
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The Cathedral of the Madeleine
Salt Lake City, Utah
Kenneth Jones and Associates, 1992

I. POSITIVE (58 notes)
8ʹ Principal
8ʹ Hohlflute 8ʹ
8ʹ* Quintadena
4ʹ Octave
4ʹ Coppelflute
22/3ʹ Nazard
2ʹ Octave
2ʹ Nachthorn
13/5ʹ Tierce
11/3ʹ Larigot
11/3ʹ Scharf V-VI
16ʹ Rankett
8ʹ Cromhorne
 Tremulant
8ʹ Fanfare Trumpet
 
II. GREAT (58 notes)
16ʹ Principal
8ʹ Octave
8ʹ Rohrflute
8ʹ Gamba
4ʹ Octave
4ʹ Spitzflute
22/3ʹ Quint
2ʹ Octave
2ʹ Mixture IV
1/2ʹ Cymbal III
8ʹ Trumpet

III. SWELL (enclosed, 58 notes)
16ʹ* Bourdon
8ʹ* Open Diapason
8ʹ Gedeckt
8ʹ* Salicional
8ʹ* Celeste
4ʹ Principal
4ʹ Harmonic Flute
22/3ʹ Nazard
2ʹ Gemshorn
13/5ʹ Tierce
2ʹ Mixture V
16ʹ Double Trumpet
8ʹ Cornopean
8ʹ Oboe
8ʹ* Vox Humana
4ʹ Clarion
 Tremulant
 
IV. BOMBARDE (58 notes)
8ʹ* Open Flute
8ʹ* Dulciana
 Cornet V (mounted)
16ʹ Bombarde
8ʹ Trompette
4ʹ Clairon
8ʹ* Clarinet

PEDAL (30 notes)
32ʹ Open Bass
16ʹ* Open Wood
16ʹ* Principal
16ʹ* Bourdon
8ʹ* Octave
8ʹ* Bass Flute
4ʹ Choral Bass
4ʹ* Flute
22/3ʹ Mixture IV
32ʹ Contra Bombarde
16ʹ Trombone
8ʹ Bass Trumpet
4ʹ Schalmey
 
COUPLERS
Great to Pedal
Positive to Pedal
Swell to Pedal
Bombarde to Pedal
Positive to Great
Swell to Great
Bombarde to Great
Swell to Positive

*Restored Kimball ranks
8 x 128 levels of memory.
Sequencer
Mechanical key action
Electric Stop Action
IV/79 ranks. 58/30

THE ECCLES MEMORIAL ORGAN

In 1909, a 27-rank electro-pneumatic organ was built by 
the W.W. Kimball Company of Chicago. It was rebuilt by 
Schoenstein & Co. of San Francisco in 1953. By the mid-
1980s, this organ had come to the end of its natural life 
and was replaced in 1992 by a new IV/79-rank mechanical 
action English-style organ built by Kenneth Jones and As-
sociates of Bray, Ireland. The organ, which has 4,066 pipes, 
stands in a gothic case designed to match the woodwork 
installed in 1918, when the cathedral’s interior was remod-
eled by Pittsburgh architect John T. Comès. 
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ESSAY BY DAVID CHAMBERLIN

All of us at Bigelow & Co. were thrilled and honored 
to be commissioned to build a new tracker organ for the beauti-
ful, historic Cathedral Church of St. Mark, Salt Lake City. The 
three-manual, forty-rank instrument is the firm’s Opus 35, our 
fourth-largest when it was completed in February 2012. The Very 
Reverend Frederick Q. Lawson, former dean of the cathedral, initiat-
ed the project and supported it throughout. Dr. Andrew Unsworth, 
one of the Tabernacle organists, served as consultant

Founded in 1871, less than thirty years after the first Latter-day 
Saints arrived in the Salt Lake Valley, and only two years after the 
completion of the first transcontinental railroad, St. Mark’s is the 
oldest non-LDS church in Utah in continuous use. It was designed 
by noted architect, Richard Upjohn (Trinity Church, New York 
City), in the Gothic Revival style, and is now listed on the Nation-
al Register of Historic Places. The interior is graced by beautiful 
stained glass windows, including several by the famous Tiffany firm.

The highest priority in the visual design of the new organ was to 
reveal the rose window that had been walled over behind the previ-
ous organ for forty years. That requirement was met, and the south- 
facing rose window once again adds light and life to the Sunday 
morning worship experience. The gothic architecture of the organ 
case fits the church interior perfectly and is a joy to behold.

Tonal objectives of the new organ included a generally warmer 
sound than had been in vogue at the time of the previous organ and 
more resources for choir accompaniment in the Anglican tradition. 
Because the Positive division, placed on the gallery rail, would be the 
least useful in terms of choir accompaniment, it was conceived as 
a quasi-solo division (Cornet, Processional Trumpet, Great to Pos-
itive coupler). Placing the Great division under expression, except 
Præstant 8 and Octave 4, increases its usefulness in choir accompa-
niment and adds considerably to the flexibility of the instrument.

Manual key action and all coupling is mechanical, except that the 
Processional Trumpet (mounted horizontally in the main case), the 
Swell Fagotto 16, and the lower two octaves of the Great Bourdon 
(borrowed from the Pedal) play from electro-pneumatic chests, as do 
all Pedal stops. Giving up tracker action on this limited basis solved 
several problems associated with fitting a sizeable organ into a re-
stricted space, and it made some valuable unification and duplexing 
practical.

Dedicatory and inaugural recitals spanned several months and 
were played by cathedral organists George Henry and Christopher 
Wootton, other area organists, including those of the Tabernacle on 
Temple Square (one of whom is a former organist of St. Mark’s), and 
Dr. Julia Brown.

THE  CATHEDR AL  CHURCH  OF  ST.  M ARK  |  SALT  L AKE  C I T Y,  UTAH
Bigelow & Co., Inc. | American Fork, Utah
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A HISTORY OF THE ORGANS IN 
SAINT MARK’S CATHEDRAL 

ESSAY BY S.L. HUNTINGTON

The first recorded instrument at St. 
Mark’s was a Mason & Hamlin reed organ, although 
the instrument used at the opening service on Sept. 5, 
1871 was “a gift from a Sunday school” in New Hav-
en, Connecticut. It is not known if the original organ 
and the Mason and Hamlin were the same or sepa-
rate instruments. In 1882, Johnson & Son installed 
a two-manual instrument costing $6,000, Op. 589, 
in the right-side transept with the choir, although 
the price might suggest a three-manual instrument. 
When the building was enlarged in 1903 with a deep 
chancel, constructed according to plans developed in 
1870, the choir was moved into the chancel and the 
organ into a left-side chancel chamber. An article in 
the October 6, 1913 issue of the Salt Lake Telegram 
announced the organ mechanism was worn out and 
it was being enlarged to three-manuals with a modern 
action (M.P. Möller Op. 1621). This is at odds with 
the Moller ledger book, which implies an existing 
Choir division was being enlarged and gives details 
of the divisional enlargement as follows: Great 9 
ranks-9 stops enlarged with 1 rank; the Swell with 16 
rks.-14 stops gained 6 new ranks; and the 7 rks.-7 stop 
Choir received 5 new ranks. The three-rank Pedal was 
augmented with octave extensions. The action is not 
specified but was presumably electro-pneumatic, and 
the rebuild cost $5,400. This organ burned with the 
church on March 31, 1935. 

A repurposed organ, a Wurlitzer Hope-Jones Unit 
Orchestra originally built for the Victory Theatre, 
Salt Lake City (Op. 802, 1924), was placed in the re-
built church. This was a standard two-manual, 8-rank 
Style F with divided expression. The Wurlitzer re-
mained in use until 1967 when it was sold to a private 
individual in Salt Lake City. As part of the Diocesan 
Sesquicentennial celebration in 1967, the choir was 
moved to a new purpose-built rear gallery, and a new 
custom-built three-manual instrument was commis-
sioned from the Holtkamp Organ Co., Job No. 1820. 
This organ in turn, was replaced by Bigelow & Co. 
as their Opus 35 in 2011, a new three-manual elec-
tric-action instrument, the gift of a generous donor. 
The Holtkamp was reconfigured and enlarged slightly 
for St. Ambrose Catholic Church, Salt Lake City, by 
Bigelow & Co., as its Opus 36, in 2013.

St. Mark’s Cathedral decorated with American flags on December 12, 1912. Utah became 
increasingly patriotic as World War I approached. Bishop Franklin Spencer Spalding, 
1904–1914, spoke against the war, as did his successor, Paul Jones, 1915–1918, a socialist and 
pacifist. J. Walcott Thompson, son of the commandant of Fort Douglas, a local attorney, 
and a cathedral vestry member for forty-seven years, led opposition to Jones, which resulted 
in the latter’s resignation as bishop. A portion of the rebuilt Johnson & Son organ is visible 
in the left chancel.
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II. GREAT (unenclosed) I. POSITIVE (on gallery rail)
16ʹ Bourdon C-b0 from Ped. 8ʹ Præstant facade, C-F from Ch. Fl.

8ʹ Præstant facade 8ʹ Chimney Flute C-B wood
4ʹ Octave C-b0 facade   4ʹ Octave

  4ʹ Open Flute
Enclosed Great   2ʹ Octave

8ʹ Conical Flute III Cornet A - d³
8ʹ Harmonic Flute C-d#0 from Conical Flute  8ʹ Cromorne
4ʹ Lieblich Flute small-scale chimney flute 16ʹ Processional Trumpet, t. c. ext. 8ʹ

22/3ʹ Twelfth 8ʹ Processional Trumpet horizontal, from c0 in
      main facade. EP action.2ʹ Fifteenth Great to Positive

IV Mixture Swell to Positive
8ʹ Trumpet  

Flexible Wind affects all manuals PEDAL
Positive to Great 32ʹ Resultant (Bourdon)
Swell to Great 16ʹ Contrebasse wood

16ʹ Bourdon wood
III. SWELL (enclosed) 8ʹ Octave facade

8ʹ Stopped Diapason C-B wood 8ʹ Bourdon ext.
8ʹ Viole de Gambe C-F# zinc  4ʹ Octave ext.
8ʹ Voix Céleste begins on bass G 16ʹ Trombone C-B wood
4ʹ Viol-Principal 16ʹ Fagotto (Sw)
4ʹ Traverse Flute 8ʹ Trombone ext.

22/3ʹ Nasard 8ʹ Fagotto (Sw)
2ʹ Blockflöte   4ʹ Fagotto (Sw)

13/5ʹ Tierce Great to Pedal
III Plein Jeu Positive to Pedal
16ʹ Fagotto EP action Swell to Pedal

8ʹ Oboe
Tremulant affects all manuals when Flexible Wind is on

GENER AL
61/32 Compass. AGO Pedalboard.
Detached console. Keys of bone/ebony.
Self-regulating mechanical key action for manuals.
Electro-pneumatic action for all Pedal stops, as well as  

Gr. Bourdon 16 (C-b0), Sw. Fagotto, and Processional Trumpet.
Electric stop action.
Multi-level combination action with piston sequencer.
Flexible Wind

The Cathedral of St. Mark, Episcopal
Bigelow & Co., Op. 35, 2012
Salt Lake City, Utah
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The Cathedral of St. Mark, Episcopal
Bigelow & Co., Flue Scales

POSITIVE
Præstant 8ʹ F c0 c1 c2 c3

Diameter 106 80.3 46.2 27.5 17
MW 4/17

Octave 4ʹ C c0 c1 c2 c3

Diameter 80.3 46.2 27.5 17 10.6
MW 4/17 1/4

Octave 2ʹ C c0 c1 c2 c3

Diameter 44.2 25.1 14.7 9.2 5.78
MW 1/4

Chimney Flute 8ʹ C c0 c1 c2 c3

Diameter 71.3 71.3 44.2 28 18.6
MW 4/17
Chimney diameter — — 11.05 7 4.65
Chimney length — — 60.25 27.175 11.3

Open Flute 4ʹ C c0 c1 c2 c3

Diameter 77.4 52.5 35.7 22.9 14.6
MW 1/5

Cornet III (22/3ʹ)* A c0 c1 c2 c3

Diameter 46.2 41.9 27.5 17.6 10.9
MW 1/5
*all three ranks same scale

GREAT
Præstant 8ʹ C c0 c1 c2 c3

Diameter 162.4 92.4 52.6 32.7 20.3
MW 4/15

Octave 4ʹ C c0 c1 c2 c3

Diameter 88.6 50.9 29.2 18.0 11.1
MW 1/4

Twelfth 22/3ʹ C c0 c1 c2 c3

Diameter 61.1 35.1 21.1 13.0 8.0
MW 0.235 0.242 0.248 0.254 0.260

Fifteenth 2ʹ C c0 c1 c2 c3

Diameter 50.9 29.2 18.0 11.1 6.9
MW 1/4

120

THE CATHEDRAL CHURCH OF ST. MARK



Mixture IV (11/3ʹ) C c0 c1 c2 c3

Diameter 31.5 18.6 11.1 6.7 4.3
MW 2/9
breaks at c0, c1, c2, c#3 (51/3ʹ), f #3

Bourdon 16ʹ C c0 c1 c2 c3

Diameter — — 77.7 51.5 34.1
MW — — 2/9

Conical Flute 8ʹ C c0 c1 c2 c3

Diameter 142.2 90.4 57.5 37.3 24.2
top diameter 42.7 33.8 25.8 19.5 14.4
MW 2/9

Harmonic Flute 8ʹ C c0 c1 c2 c3

Diameter — 77.9 62.8 48.0 32.7
MW — 2/9
harmonic pipes begin at a1

Lieblich Flute 4ʹ C c0 c1 c2 c3

Diameter 71.1 43.8 27.5 17.7 12.5
MW 2/9 graduated to 1/5
chimneys begin at G#, becomes conical open at f # 2

Chimney diameter — 7.7 5.7 4.2 —
Chimney length — 80.6 36.6 15.7 —

SWELL
Stopped Diapason 8ʹ C c0 c1 c2 c3

Diameter 95x119 77.8 48.3 30.6 19.4
MW 2/9

Viole de Gambe 8ʹ C c0 c1 c2 c3

Diameter 105.3 62.6 37.2 22.1 13.2
MW 2/9
1-12 stopped poplar, cylindrical open at f # 3

Voix Céleste 8ʹ G c0 c1 c2 c3

Diameter 84.8 68.3 40.6 24.1 14.3
MW 1/4

Viol-Principal 4ʹ C c0 c1 c2 c3

Diameter 77.7 44.3 25.2 15.0 9.3
MW 1/4

Traverse Flute 4ʹ C c0 c1 c2 c3

Diameter 77.7 53.9 40.6 26.3 17.1
MW 1/5
harmonic pipes begin at c1

121

SALT LAKE CITY, UTAH



Nasard 22/3ʹ C c0 c1 c2 c3

Diameter 61.4 41.8 27.5 17.6 11.1
top diameter 30.7 20.9 13.8 8.8 5.6
MW 1/5
cylindrical at f 3 and gradually increase mouth width thereafter

Blockflöte 2ʹ C c0 c1 c2 c3

Diameter 52.3 35.1 22.8 14.5 8.3
top diameter 26.2 17.6 11.4 7.3 8.3
MW 1/5
cylindrical at c3 and gradually increase mouth width thereafter

Tierce 13/5ʹ C c0 c1 c2 c3

Diameter 46.0 30.5 19.7 12.4 7.2
top diameter 23.0 15.3 9.9 6.2 7.2
MW 1/5
cylindrical at g#2 and gradually increase mouth width to 1/4 thereafter break back to 31/5ʹ at g#3

Plein Jeu III (2ʹ) C c0 c1 c2 c3

Diameter 38.9 23.1 13.7 8.2 5.2
MW 2/9
Composition:

C 2 - 1 - 2/3
e0 2 - 11/3 - 1
g#1 22/3 - 2 - 11/3

g#2 4 - 22/3 - 2
e3 8 - 4 - 22/3

PEDAL
Contrebasse 16ʹ C c0 c1

Width/Depth 238/285 132/164 83/102
Equivalent diameter 294 166 104
rescaled from Kimball Violone acquired from Charles Ruggles

Bourdon 16-8ʹ C c0 c1 c2

Width/Depth 174/218 104/130 62/77 38/47.5
Equivalent diameter 220.0 130.8 77.8 47.9

Octave 8ʹ C c0 c1 c2

Diameter 162.4 92.5 55.0 34.1
MW 1/4
mouth width gradually increases from 1/4 at c1 to 4/15 at g2
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Historic American Buildings Survey
P. Kent Fairbanks, Photographer September, 1967 

St. Mark’s Episcopal Cathedral
231 East First South Street, Salt Lake City, Salt Lake County, Utah



University of Utah, Libby Gardner Concert Hall
Salt Lake City, Utah
Lively-Fulcher Pipe Organ Builders, 2000

3 manuals, 67 ranks

I. GR AND ORGUE PIPES
16ʹ Montre 61
8ʹ Montre 61
8ʹ Flûte à cheminée 61
8ʹ Flûte harmonique 61
8ʹ Salicional 61
4ʹ Prestant 61
4ʹ Flûte ouverte 61
2ʹ Doublette 61
 Fourniture V 305
 Cymbal IV 244
8ʹ Cornet V [t.g.] 210
8ʹ Trompette 61
4ʹ Clairon 61

II. POSITIF EXPRESSIF
8ʹ Montre 61
8ʹ Bourdon 61
4ʹ Prestant 61
4ʹ Flûte 61
22/3ʹ Nazard 61
2ʹ Doublette 61
2ʹ Quarte de nasard 61
13/5ʹ Tierce 61
11/3ʹ Larigot 61
 Fourniture IV 244
8ʹ Trompette 61
8ʹ Cromorne 61

BOMBARDE (Floating)
16ʹ Tuba magna 12
8ʹ Tuba mirabilis 61
4ʹ Cor harmonique 12

III. RÉCIT EXPRESSIF
16ʹ Bourdon 61
8ʹ Diapason 61
8ʹ Viole de gambe 61
8ʹ Voix céleste 61
8ʹ Flûte traversière 49
8ʹ Cor de nuit 61
4ʹ Prestant 61
4ʹ Flûte octaviante 61
2ʹ Octavin 61
 Plein jeu IV 244
16ʹ Basson 61
8ʹ Trompette harmonique 61
8ʹ Basson-hautbois 61
8ʹ Voix humaine 61
4ʹ Clairon harmonique 61

PEDALE
32ʹ Contre-basse (digital) 32
32ʹ Soubasse 12
16ʹ Montre [G.O.]
16ʹ Flûte (open wood) 32
16ʹ Soubasse 32
8ʹ Montre 32
8ʹ Flûte 12
8ʹ Bourdon 12
4ʹ Prestant 12
4ʹ Flûte ouverte 12
32ʹ Contre bombarde 32
16ʹ Bombarde 12
16ʹ Basson 32
8ʹ Trompette 32
4ʹ Clairon 12

Mechanical key action
Electric stop action
Optional assisted coupling

THE GARDNER CONCERT HALL ORGAN

The Lively-Fulcher pipe organ built for 
the Gardner Concert Hall on the University of Utah 
campus in Salt Lake City was installed and complet-
ed by May 2000. The tonal inspiration of the 58-
stop instrument is modeled after the great organs of 
19th-century France, with mutation stops borrowed 
from the classic tradition and reed tonalites based 
on both the classic Clicquot and romantic Cavaillé-
Coll schools of construction. As a teaching and con-
cert instrument, it possesses the musical flexibility 
to perform the gamut of standard literature, while 
in the larger musical life of an active university, the 
organ is capable of balancing a full orchestra as both 
a soloist and as a member of the symphony, and with 
two of its three manual divisions under expression, 
possesses a wide dynamic range for the accompani-
ment of soloists, choruses, and chamber groups. 

The free-standing case takes inspiration from 
various design elements throughout the recital hall, 
and is constructed of highly-figured cherry. The bass 
pipes of the Grand Orgue and Pedale Montre stops 
are placed in the façade and are of 72% tin. The pipe 
shades are formed of a two-layered geometric design 
with the front layer in gold and the back in a con-
trasting green. The prominent feature of the Positif 
pipe shades is the Utah State Flower, the Sego Lily, 
forging a personal connection between the organ’s 
public face, the state of Utah, and its University 
home. The organ is positioned front and center in 
the hall, in its own gallery above the orchestra stage 
and behind the choir seating. The Hall is designed 
to provide a flexible reverberation period ranging 
from a luxurious 4.5 seconds to a more intimate 1.5 
seconds. 

The new organ has mechanical key action with 
electric stop action and a solid-state combination 
system offering 256 memory levels. Externally, the 
case façade suggests the disposition of the divisions 
within: the Positif Expressif is front and center at im-
post level, with the Grand Orgue above and the Récit 
behind. The Bombarde division is divided on either 
side of the Grand Orgue and the Pedale is divided on 
either side of the manual divisions behind the mas-
sive sixteen-foot pedal towers. The wind system uti-
lizes traditional-style reservoirs with wooden wind 
trunks. The keyboards feature bone-covered naturals 
and ebony sharps.
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AIO CONVENTION LECTURE VIDEOS

LECTURE VIDEOS FROM 2022 AND 2023 ARE NOW AVAILABLE FOR VIEWING
VIDEOS FROM PREVIOUS CONVENTIONS ARE PRESENTLY BEING CONVERTED AND WILL BE AVAILABLE SOON!
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M.P. Möller
The ArTisT of orgAns
The orgAn of ArTisTs

Bynum Petty

M.P. Möller was the largest organ com-
pany in the world and built more pipe 
organs than any other organbuilder in 
history. Documenting such an enterprise 
is a formidable task that has been ad-
mirably achieved by Bynum Petty, the 
OHS’s former archivist. This revised and 
enlarged second edition of his original 
study of the company, An Organ a Day, 
traces its beginning in 1854 to its eventu-
al sale in January,1993. A wealth of archi-
val photographs illustrates every facet of 
the company, including its most import-
ant instruments. Many detailed stoplists 
of the largest organs, a transcript of M.P. 
Möller’s 1921 diary, and a complete cata-
logue of Möller Artiste player organ rolls 
are included. The last of 24 appendixes 
is a complete Geographical Index of the 
company’s 11,850 organs.

OHS PRESS, 2023; 402 PGS. HARDCOVER
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Pipe Organ Building, Rebuilding
 and Service Firms 

www.apoba.com1-800-473-5270

Virtuoso
PIPE ORGAN CONTROL SYSTEM

integratedorgantech.com
877 462 4684

John C. Eckels Residence
2 manuals; 8 ranks

Kegg Pipe Organ Builders



Organ Supply Industries Inc. 
www.organsupply.com 

2320 West 50th Street - Erie, PA  16506 
1.814.835.2244 (Phone)  /  1.814.838.0349 (Fax) 


