STATEMENT BY THE ORGANBUILDER

Beginning in Roman times, the history of the pipe organ leads through
Byzantium to the court of Charlemagne, where an organ made its first
appearance in the Christian west. By the late middle ages, organs had become
common in churches and cathedrals all over Europe, as well as in England and
Ireland, some of them of very imposing size. During the sixteenth century, the
instrument came to have most of the characteristics that we associate with it
today. The musical needs of the various branches of the Christian church in
that period gave rise to different national styles of organbuilding. Thus we
speak of the French organ, the German organ, the English organ, among
others.

Organbuilding today has developed along two main and distinet paths.
On the one hand, there are those, esoteric to a greater or lesser degree, who
build in the various historic styles, usually following historic models closely,
and in that sense making style "copies." On the other hand, there are
organbuilders who design instruments which acknowledge and grow from the
work of the past but which are a fusion of the important elements of more than
one national style, and represent an evolution.

Organs built by the first group of organbuilders are frequently very
fine indeed, often beautiful, but they are restrictive, quite unashamedly so in
the best instances. Thus a North German style organ is perfect for Bach, and
for the classical Lutheran liturgy, but it cannot work for the great music of the
last 150 years, including all the fine French repertoire (Franck, Vierne, Fauré
etc.) and the wonderful store of English choral music (Parry, Stanford, Howells
etc.). An historic copy of an eighteenth-century English organ is fine for the
English music of that period and earlier but, as those organs did not have
pedal keyboards, most of the music of Bach is made impossible, as are the
French and later English repertoires already mentioned.

Organs built by the second group of organbuilders generally have
considerable versatility, and on good examples the music of all periods, solo
and accompanimental/liturgical, can be performed authoritatively. This is
particularly true of larger organs, where the range of stops and tone colors
available can serve wide demands. One could liken this type of organ to an
excellent restaurant with a very extensive international menu! The new pipe
organ of the Cathedral of the Madeleine is in this category. With sixty stops
disposed on four manuals and pedals, it is reasonably large (while not
luxurious or extravagant, and every single stop has its purpose) and it has
great versatility. The music program of the cathedral includes music from all
periods, from different national schools and backgrounds, the wide range which
is found in church music throughout the U.S and Canada today. Accordingly,
the new organ is in the right style for such a program.



I began this piece with some earlier organ history. Let us follow it
through to the present day. The forthright principles of design and direct
mechanical control which the classical organ used remained basically
unchanged until the middle of the nineteenth century. Beginning then,
technological developments took place which began to rob the organ of its
essential nature. At first pneumatic and later electrical devices were
introduced which on the one hand made it possible to make ever larger and
more powerful instruments, but which increasingly separated the organist
from responsive artistic control of the instrument. Furthermore, the resulting
organs proved to be far less durable than their predecessors. Recognition of
these problems has led to a return to the earlier tradition of mechanical or
"tracker" action organbuilding. While it is obvious that the "historic"
organbuilders of today employ tracker action the same system is also to be
found in the work of many of the second group of organbuilders mentioned
already. The organ in the Cathedral of the Madeleine has tracker action so
that the keys are directly connected by thin and light strips of wood (these
trackers give the action its name) to the valves which let wind into the pipes.
This means that the organist can influence the way in which the pipes speak.
Accodingly, the organ’s action is particularly responsive.

The new organ is housed in organ cases of solid oak. These cases are
made in the traditional way, with detailing found typically in the work of two
or three centuries ago. The pipes seen in the front of the cases are of an alloy
of 75% tin to 25% lead, highly polished, and with mouths laid with 22-carat
gold leaf. Six of these pipes are embossed with a pattern and are laid with
gold leaf all over, as feature points. Above and below the pipes is hand-carved
work in solid oak, in "flamboyant" gothic style, with gilt highlighting. The
form and style of the organ cases is in sympathy with the rest of the cathedral
and its furnishings. The design is informed by the historic work of the past
but is original, created for this cathedral, and is not in any sense a copy.

The organ contains more than 4,000 pipes. Of these, only some 200 are
visible, including those of the horizontal Fanfare Trumpet which dramatically
project from the organ case set in the gallery rail. All the other pipes are
inside the organ (except six of the very largest, which stand against the end
wall of the gallery) and the pipes range in size from twenty-five feet long down
to pipes smaller than a pencil. The pipes are made of various alloys of tin and
lead, of wood and of copper. They vary not only in length and in material but
in diameters, form and musical design. No two of the 4,000 are the same!

Construction of the pipes is labor intensive in the extreme, as there is
not only critical variation in diameters and other dimensions from note to note,
but also in the thickness of the walls of each pipe from bottom to top. A
popular misconception is that the pipes are made from metal tubing cut to
length, rather like plumbing but with perhaps a more sophisticated range of
diameters! Nothing could be further from the truth. The metal is cast in flat



sheets by hand, planed to ultra-accurate graded thicknesses, cut to minutely-
graded patterns (a bit like cutting out from multiple dress patterns), rounded
and formed one by one on mandrels, by hand, and soldered up to make pipes.

There are many sounds in the organ which are named after other
instruments, for example flutes, woodwinds and brass. The pipes in the form
of Principals or Diapasons however are unique to the organ and when well-
voiced have a special vocal quality. These pipes far outnumber the rest of the
pipes of the organ and provide the true "organ sound" that supports singing so
well. When voicing the pipes, we speak of them as singers who, like choristers,
must learn their notes. Each pipe’s note has characteristics of attack,
continuing tone, and decay (or, as one might say, consonants and vowels)
which must be shaped to the musical response of a particular acoustic and the
tonal intentions. This work of voicing occupies months on a project such as
this, and requires silence and freedom from interruption - in other words a
locked cathedral! We regret this necessity, but feel sure you will agree that no
apology is needed in the pursuit of quality of tone.

I talked above about the technological developments in organbuilding
which began in the middle of the last century. The previous pipe organ of the
Cathedral of the Madeleine was built in 1911, and while it included good
materials, it had pneumatic action, later rebuilt to electro-pneumatic, and
transient technology. It was in a very poor state by the 1980s, some would say
even earlier than that. It was also a child of its time in musical terms, more
an attempt to imitate an orchestra than a pipe organ in its own right. Both
as a recital and a liturgical instrument, it was far from versatile. However, we
have incorporated in the new organ the best of the pipes of the old, where
these could be used without detriment to the character of the new instrument.
In this way, the old organ is, in a sense, a reincarnation within the new, and
it is a pleasure to think that the 1911 pipes will continue to serve in the future
the congregation which they have served for eighty years already.

This new organ has been built to be strong and durable. With
thoughtful care it should make music for many generations, for centuries.

May this instrument make a new contribution to the liturgy of this
magnificent cathedral and to the musical life of Salt Lake City. Let it stand
as a testimony for future generations to the positive creative abilities of our
time and a sign of our confidence in the future of both humankind and the
church.

Kenneth Jones
for Kenneth Jones and Associates



KENNETH JONES AND ASSOCIATES

The builders of the new cathedral organ design and build pipe organs
for cathedrals, churches, institutions and private homes. With workshops in
Bray, Ireland, the firm's work has become known in many parts of the world,
and representative instruments are to be found in Ireland, England and the
United States, with work also having been carried out for clients as far away
as Australia and the Falkland Islands.

In the United States, the company has built some fourteen new organs,
from as far north as Alaska down to Florida. Future contracts include a new
organ of three manuals and pedals, 31 stops, for River Road Presbyterian
Church, Richmond, Virginia and a new organ of three manuals and pedals, 40
stops, for the historic mid-eighteenth-century church of St. Michael,
Charleston, South Carolina, where the company is also to reconstruct and
restore the historic 1765 Snetzler organ-case.

Among recent important commissions have been instruments for The
Cathedral of the Madeleine, Salt Lake City (four manuals and pedals, 60
stops), the National Concert Hall, Dublin (four manuals and pedals, 52 stops)
and St. Peter’s Church, Eaton Square, London (four manuals and pedals, 65
stops, the largest tracker-action organ ever built for the United Kingdom).

The firm’s instruments always involve mechanical (tracker) key-action,
and an evolved tonal style which is independent of the whims of fashion. The
ruling principle in every instrument designed by Kenneth Jones and Associates
is fitness for its environment and siting, in musical, technical and architectural
terms. The firm does not believe in imposing a "house style." On the contrary,
every organ is uniquely designed to complement the architecture (while not
being subservient). Thus its instruments vary enormously in form and
aesthetic. One of the remarks Kenneth Jones and his team likes to hear is,
"That organ looks as if it has always been there."



