The Cornopean
EXETER & DISTRICT ORGANISTS’ ASSOCIATION
Newsletter
June 2021
IN THIS ISSUE
Editorial
President’s Letter
“Desert Island Discs”
Obituary
Nerdy Corner & Answers

p2
p3
p4
p6
p15

Gary Cole of Regent records
David Flood looks back
Ian Carson’s Organ Tour Pt 4
Nerdy Corner
Exe Cruise Booking Form

p6 Forthcoming Events
p20
James Lancelot remembers (Pt 4) p6 Future Event

1

p9
p15
p17
p19
p21

p18

Editorial
Please make a note in your diary of the Presidents’
Evening – a river cruise on the Exe Estuary on the
evening of Thursday 8th July, departing from
Exmouth Quay at 6:45pm. This should be a
splendid way for us to get together again after the
privations of the last year. There will be a buffet
supper (under cover in case of inclement
weather) and a cash bar. There is a booking form
at the back of this edition of The Cornopean. Book
early as places will be limited. Further details and
a booking form are on page 21.

Congratulations also to James Anderson-Besant,
currently Assistant Organist at St John’s College,
Cambridge, on being appointed to succeed
Timothy Parsons as Assistant Director of Music at
Exeter Cathedral. He will also take up his position
in September. Since Tim has already departed for
St Edmundsbury Cathedral, his place during the
summer term is being taken by James McVinnie –
Acting Assistant Director of Music.

I am sorry to report the death of Richard Lloyd,
former Organist of both Hereford and Durham
Cathedrals. Alan Thurlow who worked with
Richard at Durham Cathedral (later Organist &
Master of the Choristers at Chichester Cathedral)
has written an obituary, published on page 5. The
cover picture this month features pictures
supplied by Stuart Line Cruises, whose good
offices we will be enjoying at the forthcoming
Presidents’ Evening.

James McVinnie

James is one of the foremost organists playing
today. He was Assistant Organist of Westminster
Abbey between 2008 and 2011. Prior to this
appointment, he held similar positions at St Paul’s
Cathedral, St Albans Cathedral, and Clare College,
Cambridge where he studied music. His teachers
were Sarah Baldock, Thomas Trotter and Hans
Fagius. He made his debut at London’s Royal
Festival Hall in March 2014, giving one of the six
reopening recitals on the refurbished 1954
Harrison & Harrison organ. He made his solo
debut in the Salzburg Festival at age 26
performing with the Freiburg Baroque Orchestra
under Ivor Bolton. Do take the opportunity to
hear him at the cathedral while he is still in Exeter.

“Desert Island Discs” are contributed by Keith
Wadlan. Keith served as the EDOA Treasurer for
some 35 years and on the committee for rather
longer than that! Thank you, Keith. Ian Carson has
supplied the fourth and final part of his series of
articles about the organs in his “Quiz for travelling
Nerds” published in the January edition.
Congratulations to James Mitchell, who was
featured in the May edition of The Cornopean and
the cover of whose prize-winning Festival Toccata
graced its front page, on being appointed
Sub-Organist at Gloucester Cathedral. He takes
up the position in September this year.

Remember to stay safe until your vaccine takes
effect, and to keep to the law on lockdown and
not to go mad as the regulations ease!

Peter King, Editor
James Anderson Besant
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Letter from the new President
Piers Howell
Organs and organ music have featured for most of my conscious
life. My father was a clergyman in south Lincolnshire, so naturally
I sang in the church choir. As a 9 year-old, I gazed at the
mysterious beast that was presided over by a fellow who arrived
with his wife on a motorcycle and sidecar, from Newark. My elder
brother showed him a copy of Herbert Murrill’s Carillon, which he
sight-read; quite impressive in retrospect. My brother was
fanatical about organ and choral music, and commandeered the
music department at Stamford School to listen to Choral Evensong
at full volume. His influence had a big effect on me.
I learned the piano, and when I was 14, my father asked me to
play the organ for services; a 1-manual village organ with straight
pedalboard. Pedalling for hymns started with putting the notes in
at the end of lines, and gradually adding the rest. I took organ
lessons on the school’s chapel organ, a 2-manual “blaster”
suitable for accompanying unruly youthful congregations. It had a
prominent Pedal Trombone, which the headmaster used to
complain about, his house being just across a lawn from the
chapel; “boy, stop using the loud pedal!”

Piers Howell

My enthusiasm for playing the organ took off. I discovered the greatest composer in the world, JSB, and I
still believe this to be the case. Having two other very talented organists at the same time, all competing
for practice time, was stimulating. One became a professional harpsichordist, and the other, a year
younger than me, organ scholar at King’s College, Cambridge. It’s fair to say I didn’t match anywhere
near to them standard-wise, and hopefully since then I have always had a realistic idea of my own
abilities, or lack of them.
Fast-forward through university, creating a career, and starting a family... In my thirties, I took up organ
lessons again with John Wood, a former organist at Crediton Church. I also became involved with the
music at Crediton, playing for occasional services.
In 1988, I became full-time assistant organist there, which lasted for 9 years. This was a very fruitful
period for me, as accompanying a choir of 50 required not only learning the settings and anthems of the
English choral tradition, but also building up a repertoire of organ pieces for all occasions. During that
time, there were broadcasts, several choral evensongs at Exeter Cathedral, and choir visits to Wells,
Truro, and Chichester cathedrals, and foreign visits to Dokkum in Holland; plus a series of CD recordings
of the organ and choir. All these events were under the initiative and guidance of Neil Page, to whom I
will always be grateful, for having been given these opportunities. For me, accompanying choirs and
congregations is one of the most joyful aspects of music-making.
In 1997, I took a step back, and took to striding over Dartmoor, with my cameras. I was running a fulltime business, single-handed, and in retrospect, this was not compatible with the musical demands of a
busy and ambitious choir. I have maintained contacts with the choir, and it is very impressive to see the
achievements of the various directors of music, and the stream of young people whose musical talents
have been nurtured over the years.
These days, I am the happy “keeper” of a quality small 2-manual organ by Henry Speechly built in 1909
(he made the large 32’ pipes in the south transept of Exeter Cathedral) at Cheriton Fitzpaine. Just a few
stops on each manual, but every single one speaks properly, blends with the others, and counts towards
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the whole. This organ is carefully maintained by Michael Farley and Bob Millington. When I mentioned to
Bob that I missed the effect of undulating strings, he paused for a moment, then selected the Great
Dulciana, and coupled the Swell Salicional to it; voila! Furthermore, the balance can be adjusted with the
swell pedal.
I love French organ music, especially Vierne, Alain and Messiaen, Alain; all these have been played at
Cheriton Fitz, some probably for the first time! But I always return to JSB in the end.
Piers Howell

Desert Island Discs
These are the selections for Keith Wadlan, recently
retired EDOA Treasurer and organist (not yet retired!)
for All Saints’ Church, Exmouth, with thanks to Peter
King for inviting me.
I started learning to play the organ in my early teens.
At the age of 12 I had moved with my parents to the
countryside of Axminster, where I joined the Parish
Church Choir under Choirmaster Herbert Mearing. A
couple of years later, with his encouragement, my
piano lessons with him changed to organ lessons.
“Zadok the Priest” Handel’s masterpiece needs no
introduction of course and I have been lucky enough
to sing it a fair few times over the years. I’ve started
with this one as it takes me back to my childhood. I
Keith Wadlan
remember that the first time I heard it was in the mid-1950s. I was living in Axminster, had started organ
lessons and Mr. Mearing took me to a Saturday afternoon Choral Evensong at Exeter Cathedral. “Zadok”
was the anthem that was sung, and, not then knowing the work, I thought it a little odd that during the
organ introduction the conductor, Lionel Dakers, stood in front of the choir doing absolutely nothing at
all for what seemed an age before the singing started! However, it was well worth the wait.
“The Helios Overture” by Carl Nielsen. This piece should be good for getting me up in the morning, albeit
very gently! I believe it represents the rising (and eventual setting) of the sun over the Aegean Sea and
for me it conjures up a picture of an ancient royal court being prepared for the day’s proceedings, with
the various minions gradually getting things ready for the arrival of the king. The volume and intensity of
the music increases very slowly and melodically (there is a richly tuneful passage for the strings along the
way that I find utterly divine!) until a long trill from the strings heralds the grand arrival on the scene of
the “king” (i.e. the sun) depicted by a magnificent maestoso melody played by the brass. The day then
proceeds merrily on its way until everything gradually dies down again and fades away to a single note at
sunset.
“Entrance of the Peers” (Iolanthe) The Gilbert and Sullivan operettas are great favourites of mine and I
have been fortunate enough to perform in quite a few of them, firstly with the Exmouth Operatic Society
in the 1960s and a couple of decades or so later with St. David’s Players, the Exeter based Gilbert & Sullivan
Society. Iolanthe is certainly one of my favourites and if asking for the whole show is cheating somewhat,
I’ll plump for the “Entrance of the Peers” which I think is one of the grandest and most dramatic of
entrances for the male chorus that I have experienced.
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“Trumpet Voluntary” A rather vague title, but this one is the final movement from John Stanley’s Suite
for Organ. I’ve played it on numerous occasions at weddings, either for the entry of the bride or as part
of the music before the service, but I’ve chosen it here to remind me of two particular weddings: my own
and that of my daughter and used for the entrance of the bride on both occasions. Also on both occasions,
I seem to remember that I had duties to attend to other than playing the organ!
“You Got It” (Roy Orbison) We’re kind of at the halfway stage in my selections and it’s perhaps time for
a bit of light relief. There are quite a lot of pop songs that I enjoy – mainly, and predictably, from my
younger years in the 1960/70s (and proportionately fewer as each new generation comes along!). This
one was released posthumously in January 1989 and never fails to get my feet tapping when I hear it!
“The Beatitudes” (Arvo Pärt) My wife Sandra and I enjoyed being able to sing this in Gloucester Cathedral
some years ago. We were with the St. David’s Singers, who were the “visiting choir” for that particular
week-end. Mark Perry was conducting with Stephen Tanner playing the organ. This work, written in 1990
and revised in 1991 has a modern feel to it and is discordant in places, but nicely so. I won’t attempt to
try and describe it all here, but the final “icing on the cake” for me comes after the singing finishes with a
strongly sung “Amen” over the course of six changing chords of music. Up to this point the organ has
been barely noticeable, simply providing a soft drone-like effect underneath the singing; but as soon as
the singing ends, the organ comes thundering in in all its glory with a toccata-like passage that very
gradually fades away to a quiet ending. It’s a fantastic musical effect.
“Passacaglia & Fugue in C Minor” (J. S. Bach) There has to be a bit of Bach of course and there’s so much
to choose from, but this is one of my favourites. A dramatic minor key theme followed by twenty
imaginative variations and a fugue, written in his early twenties and apparently influenced to some extent
by his meeting with Buxtehude. This piece leads into my final selection where we’re still on Bach – kind
of, but this time it’s the massive:
“Prelude & Fugue on BACH” by Franz Liszt. Evidently, not only was Bach able to produce wonderfully
dramatic music, but even his name is sufficient to inspire other composers to do the same – and Liszt
certainly succeeds in magnificent style! A good finale to the proceedings.
If I had to choose just one of the above, I think it would be The Beatitudes, which would serve to remind
me of both the singing that I have enjoyed and the glorious sound of a mighty cathedral organ.
A number of EDOA Castaways have naturally chosen a keyboard instrument of some kind as their luxury
item, often an organ with ingenious ways of providing the required electricity. I am following suit, because
I need the practice, but I’m taking no risks with a power source that may fail, so I’ll go for a “Pedal Piano”
(a piano with organ-style pedals attached) à la Albert Schweitzer, made from materials suitable for my
desert island location.
I think that the Bible and the complete works of Shakespeare will provide me with sufficient reading
material. Instead, I’d like a monster book of crossword and codeword puzzles (with an inexhaustible
supply of pens or pencils) in order to try and keep the little grey cells exercised!
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Obituary
Richard Lloyd
Richard Lloyd was appointed Organist and Master of the
Choristers at Durham Cathedral in 1974 in succession to the
long-serving and legendary Conrad Eden, who had been in post
since 1936. Each had started their musical career as a cathedral
chorister, Conrad at Wells (under Thomas Davis) and Richard at
Lichfield (under Ambrose Porter), from where both went on to
be a Chapel Scholar at Rugby School. From Rugby Conrad
proceeded to St John's College, Oxford, as Organ Exhibitioner,
while Richard went as Organ Scholar to Jesus College,
Cambridge, overlapping in his first year with Peter Hurford.
Following Oxford, Conrad Eden returned to his native Wells, first
as Assistant and then from 1933 as Organist, before moving to
Durham in 1936. Richard went to Salisbury Cathedral as
Assistant to Christopher Dearnley (1957-1966), then became
Organist of Hereford Cathedral from 1966 until 1974.
With similar career paths, both were steeped in the English
Richard Lloyd
cathedral tradition, but there the comparison ended. They were
very different people. Conrad was arguably the last 'old style' cathedral organist who stayed at the console
during every service and only occasionally made the journey down to the stalls to conduct. Everything
was led from the organ, with keys transposed as required to
maintain a smooth transition between consecutive choral items
(particularly Nunc Dimittis - intoned Creed - Responses Anthem). I had been appointed Sub Organist in January 1973, so
was Conrad's assistant for his last four terms. Full of ideas, he
was an interesting person to work with. We got on well, and I
like to think we shared a mutual respect for each other. I was
relatively inexperienced, having come up through the 'parish
church' route, and learned much from him for which I am
profoundly grateful.
Richard inherited me as his first Assistant. As he was of the new
generation which increasingly conducted the choir, leaving the
Assistant at the console to accompany, we expected change and
Conrad Eden
change there was. Conrad had kept the same set of responses in
use for weeks on end, changing them only "when people start to complain" (as he told me in response to
my question about his policy). With Richard the responses were different every day (to suit the period of
the setting and anthem) and with greatly increased variety. Much new music was introduced into the
repertoire, from all periods. He loved Tudor music, the anthems of Purcell (including the 'symphonies'
between choral sections, usually 'cut' by preceding generations), eighteenth century verse anthems,
Victorian music (including Wesley's longest anthem, O Lord thou art my God, which lasts twenty minutes)
and the English generation of Parry, Stanford and Wood. He worshipped the music of Herbert Howells
and also introduced us to selected contemporary composers (Geoffrey Burgon's A Prayer to the Trinity
became a particular favourite of mine). He was of course a prolific composer himself: as well as performing
works composed before his arrival in Durham it was a privilege to be giving first performances of works
specially written for our own choir. One of the most memorable of these was his setting of the Advent
Prose. The Advent Procession in Durham was a new service initiated by Richard and Dean Eric Heaton.
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Richard's imaginative use of a small and distant
semichorus of trebles, joining in at key moments
from the Chapel of the Nine Altars (behind the High
Altar), had a spine-tingling effect.
Richard liked, in the 'old' way, to play the psalms
every day - which he did in a personal and sensitive
style, making wonderful use of the tonal variety
available on the mighty Durham organ, but would
then go 'downstairs' to conduct the canticles and
anthem. He didn't always put his cassock and
surplice on until after playing the psalms and I recall
one evensong where, as it turned out, the first
lesson was a very short one. After "Here endeth the
first lesson", and hearing the choir and
congregation stand, I leaned back from the organ
bench to peer through the little opening in the
Richard Lloyd at the Hereford console
Bishop Cosyn woodwork through which you could
see the conductor (no closed-circuit television in those days and also, unbelievably, not even a mirror) but
Richard was not yet in sight. I waited to see him arrive, but the seconds continued to tick by and I felt that
I had to do something, so played the introduction to the Magnificat and off we went. A couple of times I
snatched a moment away from the score to have another look down, but still no Richard. Then, halfway
through the Magnificat, I heard footsteps coming up the organ stairs again. Richard's head popped round
the corner, and with a grin he came out with the words "I didn't make it"!
Though a fine organist his greatest love was accompanying. He was never enthusiastic about giving recitals
and was happy to let me play most of the voluntaries. He was, though, a brilliant improviser. I will never
forget his first Sunday at Durham. He had said that he would play the voluntary after the main Holy
Communion service that day. I was slightly puzzled when he arrived with no music, and hoped I had
remembered correctly. But after playing the final hymn, and as the procession went out, he launched into
an amazing improvisation based on its tune. Never before in my life had I heard anything like that, and
couldn't believe that it was all being played with not a note of music in front of him other than the hymn
book. The style was truly English, too, which is so much more demanding (at least in my book) than the
more formulaic continental approach to improvisation. There are few organists about today who have
that gift.
To the choristers Richard came as a refreshing
change. Whereas Conrad (and most of his
generation) was strict and formal, sometimes even
feared, Richard - while maintaining perfect
discipline and respect - always appeared to be
relaxed and informal, avuncular even. I don't think
I ever saw him angry about anything. In the weeks
since he has died it has been very moving to read
the tributes written about him by former choristers
and to discover how greatly he was admired.
Though they were only of tender age at the time,
they obviously came to think of him as a friend. He
produced the most lovely sounds from his
choristers and discovered some first-rate soloists
from among their ranks. How he did it I don't know:

The Cathedral Organist's House, Durham

7

as Sub Organist I was usually coaching groups of probationers in the vestry while he was rehearsing the
choristers in the Song School, but I would have given anything to be a fly on the wall. Richard was relaxed
with the men of the choir, too, and always constructive rather than destructive in his comments. Instead
of pulling everything apart he praised what he heard and liked, encouraging you to give more of the same.
High standards were maintained not because he demanded them but because that is what his choir
wanted for him. The choir were also invited into the Organist's house from time to time, and much
enjoyed the hospitality provided by his wife Mowenna, assisted (or perhaps sometimes hindered?) by
their four young daughters, whose delight was to crawl under the table, undo the shoelaces of the adults,
then tie your right-hand shoelace to the left-hand one of your neighbour. We all, of course, pretended
that we didn't know what was happening, and expressed great surprise when we stood up to move away
from the table at the end. Happy days!
Outside services, one of Richard's greatest loves was
cricket. If I turned up in the morning to take the boys'
choir practice their first question to me would be
"Where's the cricket today, Sir?" In such weeks he
would often include 'hidden' references to cricket in
the service lists, choosing music by composers who
shared a surname with a well-known cricketer
(Bairstow, Statham, Cope etc.) or acrostics such as
responses by Byrd, canticles by Ayleward, and
anthem by Tomkins so that, read down the list, the
first letter of each spelled BAT. Being a Yorkshire
supporter, and a great fan of Geoffrey Boycott,
Richard's most memorable service list was for the
Geoffrey Boycott
week beginning Sunday 18th September 1977 where,
read in sequence, the initial letter of each composer for the entire week spells 'Geoff gains the Ashes'!
This fascinating piece of information was even relayed nationally from the Commentary Box at
Headingley! Richard also enjoyed the company of the choir men from time to time over a glass of beer in
a pub where, being a member of CAMRA, he educated us all on the best beers to drink. In one year, as a
joke for his birthday, my wife Tina made a small plaque which we fixed with Blu Tack to the right hand
side of the organ console. The plaque bore a
pub sign saying 'The Open Wood' and had
two miniature decorated beer pump
handles, one for Theakston's 'Old Peculier'
and the other for 'Sam Smith's OBB' (Old
Brewery Bitter), two of his favourite 'pints'.
Richard was tickled pink. We meant to
remove the plaque after a couple of days, but
Richard wouldn't hear of it, and the beer
pumps remained in place until the day he
left. And that is the person Richard was.
Genial and likeable, always leading his team
with a sense of fun, and producing such
lovely music to enhance and adorn the
worship. They were great times. Thank you,
Richard; rest in peace.
Geraint Bowen, James Lancelot & Richard Lloyd enjoying a postconcert beer, appropriately in the Lichfield Vaults, Hereford
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Alan Thurlow

The Editor interviews Gary Cole of Regent Records – Part 1
1

Firstly, Congratulations on your recent award of an HonRSCM! Thoroughly well deserved.
Regent Records has gained for itself an enviable reputation as the leading quality label for
recordings of choral & organ music. When did you set it up and how did that come about?
Thank you, Peter. The HonRSCM award came as a
complete – but very pleasant – surprise back in January
last year when the letter from RSCM Director, Hugh
Morris, landed on the doormat entirely out of the blue!
The presentation should have taken place in Salisbury
Cathedral on 24th October. With restrictions in place that
wasn’t possible, but I was delighted to receive the award
virtually from the former Dean of Westminster, the Very
Reverend Dr John Hall, Chair of the RSCM.

Gary Cole

In the summer of 1987 I took my ad hoc choir to Norwich
Cathedral for the week. The choir was typical of these
occasional set-ups: singers randomly assembled from
friends I knew from Oxbridge, London, and a few
cathedrals. During the evenings (in addition to singing the
daily services!) we recorded a selection of 20th century
French music with me conducting: Langlais Messe
Solennelle (Adrian Lucas – Assistant Organist at Norwich at
the time – played the organ for us); Poulenc Christmas
Motets; Poulenc Mass in G.

I’d engaged Mark Brown (Producer) and Antony Howell (engineer) to come to Norwich to make the
recording for us. At the time these were just names on the back of Hyperion recordings of the Corydon
Singers. I wasn’t even clear what the producer actually did at that point - but I soon found out! Mark took
charge of managing the recording sessions, and with great charm and wit directed me as the conductor
as to what takes were required, what was not so great about
the performance – and why – and, in addition to what I
wanted to re-do, what re-takes he needed – keeping
everything flowing, positive, and thoroughly enjoyable, and
all with a rich, velvety, and constantly-encouraging voice! He
subsequently – just as a professional producer should – took
responsibility for the editing and editing decisions, with me
having input on corrections, right up to delivering the
finished mastertape.
With a mastertape in my hands the question was what to do
with it. Rather than facing the possible humiliation of
rejection from every record label in Europe I decided to start
my own. In those days there were probably only 10% of the
number of boutique labels there are now. The original plan
was for a label to showcase young artists – we subsequently
made recordings with harpist, Rachel Masters, and
bassoonist, Kim Walker, and I conducted another disc with
my choir – music by Kodály – recorded in All Hallows, Gospel
Oak, in north London, with John Scott playing the organ.
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John Scott

Up until this point my over-arching ambition had
always been to become a cathedral director of
music, but then came the biggest catalyst in
changing my entire future career in music. A phone
call came out of the blue from Hyperion; Mark
Brown had got himself double-booked and had
suggested that I might like to take over one of the
production projects. My excitement knew no
bounds, scrolling through my diary to find the dates
and thinking ‘whatever else I have on those dates,
I’ll cancel it’ – but this became almost
uncontainable when, almost nonchalantly, I
enquired what the project was and was told
‘Winchester Cathedral Choir with David Hill’. More
producing for Hyperion quickly followed, together
with bookings from Chandos and Naxos. Within a
year or so this had become a full-time occupation.
The producing for other labels meant that
developing Regent as a label in its own right was
put on the backburner somewhat for well over a
decade.

The first CD produced by Gary

2

In a recording session only one thing frightens me more than actually playing and that’s the
recording technology. Were you always interested in that? Has it changed much over your time?

The technology actually frightens most
recording engineers too – ‘Never turn
your back on digital’ is a well-known
phrase amongst sound engineers. I
made one recording (as a solo organist)
in 1986 on analogue tape, which we
edited – complete, separate sections
only! – with a razor blade, but every
thing I’ve done subsequently has been
using various incarnations of digital
technology. The earliest affordable
digital recording machine was a DAT
(Digital Audio Tape) recorder which
used tape cartridges about the size of a
thick credit card. This could record, but
to edit it was necessary to load the
Gary at work
takes (in real time) to a Sony 1100
editing system - a large studio-based editor which used two large video recorders outputting the chosen
edits to a third machine. Editing was slow, cumbersome, and expensive. The big advance in digital editing
came in the early 1990s when computers became capable (with expensive additional hardware and
software) of editing digital audio. Computers have increased enormously in power since then and nearly
all are now capable of editing multitrack audio – and many can edit multi-camera 4K video too – using just
their own basic hardware and free software.
What haven’t changed in any great way are the microphones. Engineers are still using microphones
designed in the 1970s and 80s, or even earlier in the case of valve microphones, very popular for
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orchestral recordings. New microphones have been developed which have taken their place alongside the
‘classic’ designs. Especially revered for organ recordings is the Soundfield microphone. This is often
described as a ‘single’ microphone, but is actually a collection of four small microphone capsules very
close together, each one pointing in a different horizontal and vertical direction to form a kind of sphere.
The four audio feeds can be decoded in an almost unlimited number of ways from simple stereo to
complex surround sound with height information, as well as left and right. Originally developed in the 60s
by a Yorkshire company, Calrec, it is now in its sixth generation and has probably been used on more
organ and choral recordings than any other make of microphone.
For organ recordings I tend to use the Soundfield as the main microphone together with a couple of
additional omnidirectional microphones. These give a little additional warmth to the lowest bass
frequencies, and also help disguise the distinctive and easily recognisable ‘sonic signature’ of the
Soundfield. For choral recordings I use a selection of microphones from Sennheiser, Schoeps, AKG, and
Neumann.
I haven’t always been interested in recording technology as
such, but became interested in collecting classical recordings
– and how the music sounds on them – from about the age
eleven, when I started to learn the piano. LPs, then, of
course! In my home town of Dudley we had a big department
store, with a huge classical record section – gone now. All my
pocket money went on buying LPs – Beethoven Symphonies,
Mozart Piano Concerti, and Haydn String Quartets were the
first great loves. For Christmas and birthday presents I
collected all of the Antal Doráti/Philharmonia Hungarica box
sets of LPs on DECCA of the complete Haydn Symphonies.
This was the first recorded survey of this wonderful and
extraordinary music. I love it so much I now have three
Classic Haydn recording
different recordings of the symphonies. We also had an
excellent public library with a large collection of classical LPs and scores. Most days after school (Dudley
Grammar School – which was in the same road as the library) I would go into the library to look for a new
‘discovery’ amongst the recordings, with an added bonus if there was the corresponding score. My
experiences took in much of the later nineteenth century and early twentieth – mostly orchestral, but
some chamber music – and Handel too. Not much exposure to Bach or earlier music then!
3

Do you have any particular favourite venues that stand out, either because of their architecture,
their organ, or their acoustic?

It is a thrilling experience – and privilege – to
be able to work in so many wonderful and
historic great churches! Architecturally there
are probably very few places in the UK to
match York, Lincoln, or Ely, but from a
recording point of view the ideal situation is an
acoustic that is full, rich and warm, but with a
clarity that enables particularly an organ or
choir to be heard at its best. In that respect
Truro Cathedral is unequalled – absolutely
magical in its acoustic, and with a wonderful
organ, or course. If the organ is not needed
then the Lady Chapel at Ely has the most

York Minster Choir recording in the N Transept
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Lincoln Minster Choir recording in the Crossing

sublime acoustic of all for a
cappella repertoire. Recording in
the nave of York is also
something special – in terms of
overall reverberation length and
decay it is similar to St Paul’s, but
with an added clarity and focus.
Recording Howells’s St Paul’s
Service there with the Minster
Choir under Robert Sharpe a few
years ago for a Choral Evensong
disc worked so spectacularly
well, I thought it sounded at least
as impressive as in St Paul’s itself!

The Lady Chapel, Ely Cathedral; masterpiece of the 1st half of C14

Of the organs I’ve recorded my personal
favourite in the UK is the Father Willis in
Salisbury Cathedral. For me this epitomises
the ‘English Cathedral’ style of organ building
to perfection. Truro is another superb Willis
instrument and remarkably resourceful for its
relatively limited number of forty-five
speaking stops. Hereford and Lincoln are fine
Willis instruments too. Blackburn (Walker,
1969), Coventry (H&H, 1962), and Liverpool
Met (Walker, 1967 – sadly currently not usable
for solo recordings, but H&H have just started
on a restoration) are all exceptional mid-20th
Truro Cathedral, masterpiece of John Loughborough Pearson
century instruments in a very different style –
virile and tonally commanding – and sound particularly effective on recordings.
12

At the other end of the tonal spectrum I’m especially fond of St Helen’s, Bishopsgate (Thomas Griffin,
1744 – Goetze & Gwynn 1996), and Christ Church, Spitalfields (Richard Bridge, 1735 – William Drake,
2015) – rare and exquisite examples of beautifully-restored 18th century English organs. The latter was
the largest organ in England at the time of its original construction, and the Drake restoration is a breathtaking work of art in itself!
Organs on shelves,
Top row
a 1950s-60s phenomenon:
Coventry (Top L, centre & R)
Middle row:
Liverpool Met (L),
Blackburn (R)
Bottom row:
Eighteenth Century cases
restored:
St Helen’s, Bishopsgate,
London (L)
Christ Church Spitalfields,
London (R)

13

One organ deserves special mention: the Klais
instrument of Bath Abbey (1997). This is arguably
the most successful eclectic instrument built in the
UK in the last 30 years. Bathed in a luxurious
acoustic the organ is an absolute chameleon: it can
sound convincing as a large 17th century north
German instrument in Buxtehude, it has the
characterful reeds and powerful tutti needed for
French Romantic repertoire, and it also has the
warmth and breadth of softer solo colours needed
for German and English Romantic music, and
particularly
early
20th
century
choral
accompaniment. It is a masterpiece of tonal design,
build quality, and voicing.
4

Because of the nature of Cathedral life and
the call on the time of musicians, and of
children in particular, are there any special
challenges imposed by, for instance,
recording in the evenings or the limit on the
number of sessions?

Cathedral recordings generally have to be done in
the evenings – including solo organ – not least
because the buildings are usually open to the public
Bath Abbey, case by Sir Thomas Jackson (1914)
during the day. There are additional restrictions on
with additions by Alan Rome (1972) & Klais Orgelbau (1997)
choristers who usually have a full day at school. A typical recording schedule might be three consecutive
evenings for a standard repertoire programme such as anthems or carols – and cathedral choirs generally
follow the usual professional arrangement of three-hour sessions, with one twenty-minute break.
Exceptionally demanding contemporary repertoire might require four evenings.
We try to find ways of ways of easing the workload: if the cathedral has two equal top lines (boys and
girls) both taking part in the recording each top line can be on alternate evenings. In the case of a fourevening recording we sometimes split the sessions either side of a weekend. Ideally, younger choristers
should not go on singing beyond about 9.00pm, and many cathedrals just use ‘top three years’ (ie 10-13
year olds) for recordings. This is less of an issue with a 13-18 girls’ treble line. It can sometimes be a puzzle
to schedule the sessions if the cathedral has a choral evensong on session days. In this case it’s usual for
one treble line (or the probationers) to sing the service and the other to do the recording session.
A couple of places I record at regularly have come to the ideal arrangement: on the evenings of the
recording sessions the Chapter say Evening Prayer at 4.00pm or 4.30pm, and then close the building
straight away afterwards. This enables the
session to start at 5.00pm. A 5.00-8.00pm
session is the most civilised for everyone –
the children are not kept too late and the Lay
Clerks can eat afterwards. One cathedral
actually has a 40-minute break in the middle
of the session and provides a generous
cooked meal for everyone. The choristers
still sing like angels afterwards!
Choristers' Tea at Wells
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The Experience of a Lifetime – Part 1
David Flood looks back at his career
43 years ago, less three months, I received a handwritten letter from Allan Wicks telling me I had
been selected to be his Assistant at Canterbury
Cathedral. I was still finishing my PGCE and it
came as a bit of a surprise but at the same time
the most exciting thing in the world. So it was on
1st September 1978 that I first played for a service
in Canterbury Cathedral, since the Lay Clerks
always start back on the 1st, and my, I was scared!
I was playing the same Willis console that Gerald
Knight and Sidney Campbell would have played
but we had the newest communication device: a
tiny TV screen about 4” in diameter on which I
could see a tiny, misty AW. We didn’t rehearse in
the choir stalls so the first time I played was also
the first time I experienced the fact that I couldn’t
really hear the choir. So my journey began.

David Flood

We saw some wonderful occasions: the first
Enthronement in which I played a part was for
Archbishop Robert Runcie in 1980 and for which
the new nave organ had just been finished – the
first time that a pipe organ had been permanently
sited in the nave. Pope John Paul II visited in 1982
(it was shortly after he had been injured and we
weren’t sure that it would happen) and we were
on worldwide TV. Anything I did (there were only
two of us: we had no organ scholar or extra
assistance) would be heard all round the world
instantly and that was something which I had to
get used to. It happens much more often now but
then it was quite rare.

Allan Wicks at the Henry Willis iii console, Canterbury

AW was an amazing mentor who allowed me to
make mistakes – once – and then expected not
just the highest standards but the ability to add
initiative and spontaneity to the performance.
That took a while to come, especially since after
about two weeks the organ was taken out to be
rebuilt by N P Mander. Everything from then on
was either accompanied on a three-stop Collins
chamber organ standing by the choir stalls, or else
on the 1960s Hammond which still sat both on the
quire screen and in the nave. The Hammond
often sounded as if it would explode (let’s say we
would not have been disappointed…) and it was
taken out with very little ceremony!
Accompanying was quite a skill in that situation
and continued to be so once the organ came back
at the end of 1979, since it was very different from
its predecessor.

The Canterbury Nave during the papal service
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So, it was in 1986 that I was appointed to Lincoln
Cathedral, where I spent two very enjoyable years
in that superb building surrounded by so much
willing support and determination. One of the
first things we had to do that September was the
Enthronement of Bishop Robert Hardy, a really
colourful occasion for which the whole of that
huge floor space in the nave was needed. (It was
the only time I can remember that a Jester was
involved in the pre-service period!) So the choir

Pope & Archbishop at the nave altar, Canterbury

The “total immersion” of those eight years was
the best training anyone could wish for. By the
mid 1980s we welcomed the first of a stream of
talented organ scholars which was a huge benefit,
remembering that Canterbury Cathedral has a
sung Evensong seven days a week.

Alan Ridout

was moved up on to the screen, on a scaffold on
the south side of the organ and I was directing
them actually standing over the edge of the
screen! I had a telephone link to Roger, my
assistant, who was on the other side of the organ
case with no way of communicating otherwise. I
had commissioned Canterbury composer Alan
Ridout to set the Bishop of Lincoln’s psalm, Ps1,
and we had but a few days to learn this new piece,
performed twice in the ceremony.

Allan Wicks at the Mander console, Canterbury

There were so many people who
gave time and energy to come and
help us out as Lay Clerks as well as
the tremendously loyal and flexible
singers already in the choir who
came for the ride through all the
new repertoire and different ways.
They remain great friends now, as
well as many of the choristers: a
wonderful team who achieved such
amazing things in so short a time.
To be continued.
Ian Cars on’s

Lincoln Cathedral, the Nave, masterpiece of the early C13
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The Organ of Chideock Roman Catholic Church
Organ 4 in Ian Carson’s Quiz for travelling Nerds

Read the Guardian and you might not wish to
visit this organ, although it is only 37 miles from
Exeter. “In summer, 20,000 vehicles a day pass
through Chideock village in Dorset, flooding the
air with toxic nitrogen dioxide...” That must be a
particular challenge for the Anglican church of St
Giles on the main road, but when they bought
their pipe organ from Stringers of Hanley (think
Arnold Bennett) in 1892 their main preoccupation in positioning it was to obscure the
black knight memorial to one of the Catholic
Arundell family, for generations Lords of the
Manor.

(helpfully it’s called ‘North Road’).The organ is in
the Roman Catholic Church about half a mile up
that road and attached to Chideock Manor,
where Prince Andrew and his bride Sarah stayed
shortly after their marriage, during his course of
naval air training at Yeovilton.
The organ in the church’s west end gallery was
built by Bishop and Starr of London in 1874 and
rebuilt at some point by Osmond of Taunton. The
father of Charles Bishop (who was running the
company from 1854) invented the anticoncussion bellows (to which we owe a steady
wind supply), the Clarabella, and the
composition pedal. The organ is single manual,
and a clarabella is one of the seven original stops.
The Manor Chapel, which is the Roman Catholic
Church, is now known as the ‘Our Lady, Queen of
Martyrs & St Ignatius' Church’. It is the surviving
evidence of a long and at times tragic history of
Catholicism in Chideock, and a real little jewel of
a church - you’d be amazed.

In 1961 the organ was moved in a gesture of
ecumenism, with the work carried out by the
more local Osmond of Taunton. Don’t tell the
editor of The Cornopean what follows - because
it is a sentiment of which he might approve, but
a curiosity of the church is that the oldest bell
bears the inscription (and anagrammatic clanger)
‘Love Dog’.
But to find organ number 4, take the road that
goes northwards from hard by St Giles’ Church
17

The present Manor House dates from about
1810, built after the estate had been purchased
by the Welds, Dorset’s leading Catholic family at
the time. It was Charles Weld who was
responsible for the ornate Romanesque chapel now the church - of 1874, and the family
remained at the Manor until recent times.

Adjoining the manor and church site are the
vestigial remains of Chideock Castle, which in
medieval times came into the hands of the
Arundell family, who remained faithful to the
Catholic Church following the Reformation, and
were kicked out of the castle by Cromwell’s
troops, with the buildings razed to the ground
over the following centuries.

Ornate pillar in the chapel
You can find out more about the martyrs here: https://www.chideockmartyrschurch.org.uk/hist
ory/the-chideock-martyrs/

Catholic priests found refuge there from the
1590s and the villagers adhered to the old
religion, but it was at the cost of seven
martyrdoms - the Chideock martyrs. Three were
priests, one villager was executed for his faith,
and three others for supporting one of the
priests, with another villager dying in prison. Two
of the priests were beatified in 1929.

..and about the church here: https://www.chideockmartyrschurch.org.uk/hist
ory/
And if you would like to visit the restored
gardens at Chideock Manor: https://chideockmanorgarden.co.uk/
(Adults’ admission £10)

Ian looked destined to be a biochemist, but when he took an organ
scholarship exam at Selwyn College Cambridge he glibly signed a form
undertaking to accept the scholarship if offered and to read music. The
unanticipated happened and Ian’s studies became carbon free as he
submitted to the music tripos. It so happened that his tutor’s wife was a BBC
floor manager, who sold him the idea of a BBC career, an escape from the
sometimes suffocating atmosphere of academia in Oxbridge which he had
breathed from birth. At some point he found himself in Bristol as producer
of a graduate orchestra - the Academy of the BBC. One day a violinist in the
orchestra put her violin on the roof of her car, drove off, and experienced a
Ian at Ste Clotilde, Paris, 1989
low flying violin passing her when driving down a steep hill. Ian consoled her
and they have now been married for 42 years. Ian took up the organ again in Bristol, continuing when he
moved to Devon, but plays now at churches around the current family home in Taunton.
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NERDY CORNER
Name the owners of these famous Musical Moustaches (nb, there is one joker in the pack)

Moustache 3
Moustache 2
Moustache 1

Moustache 4

Moustache 5

Moustache 6

Moustache 9
Moustache 7

Moustache 8

Moustache 11
Moustache 10

Moustache 12
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Forthcoming Event
NB, 8th July 2021
Rose.

Exe River cruise on the Tudor

Buffet supper, cash bar.
Departs Exmouth Quay 6:45pm,
returns 9:45pm
Tickets £12:50 per person
(limited to one guest per member)

The Tudor Rose on the Exe

Nerdy Answers
The pairs of letters in bold were the clues, being the last two letters of the first and last names of a
composer, or of a collection. Name the composers/collection
eg:
JOHN STANLEY

-RD
-ER

-ER
-NG

RICHARD WAGNER
CLAVIER ÜBUNG
SAMUEL WESLEY

THOMAS TOMKINS

CAMILLE SAINT-SAËNS

ALFRED HOLLINS

FRANCIS POULENC

ALEXANDRE BOËLY

WILLIAM WOLSTENHOLME

GUY BOVET

THOMAS TALLIS

GUY ROPARTZ

JEHAN TITELOUZE

GUY WEITZ

CHARLES TOURNEMIRE

FRANZ LISZT

GABRIEL PIERNÉ

WILLIAM BOYCE

PIERE DANDRIEU

PAUL HINDEMITH

LOUIS MARCHAND
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Summer Cruise on the Exe Estuary
(The Presidents’ Evening)

Thursday, 8th July, departing Exmouth Quay at 6:45pm, returning at 9:45pm
Buffet Supper; Cash Bar
Booking opens now. Please pay by cheque or by BACS. In either case, please return the form to Peter
Johnson at:

Fairways
98, Beer Road
SEATON
EX12 2PU
e-mail: peteraj@talktalk.net
Please note that, although tickets initially were only originally available to members plus one guest per
member, after Thursday 3rd June, booking is open for additional guests. All bookings must be received
by 24th June at the latest (for catering arrangements). The ticket price includes buffet supper.
The Treasurer will acknowledge receipt of your booking by e-mail or by telephone

Summer Cruise on the Exe Estuary
(The Presidents’ Evening)
Thursday, 8th July
BOOKING FORM
Please reserve me
(delete as appropriate)

1 ticket
2 tickets

Either: I attach a cheque payable to: “Exeter & District Organists Association”
for
£12.50
(delete as appropriate)
£25.00
Or: I have paid £12.50, £25.00 (delete as appropriate) by BACS:
account name: “Exeter & District Organists Association” (a club/association account)
Bank: TSB Exmouth branch; Sort code: 30-93-15 Account number: 00759215
Any special dietary requirements (vegetarian, vegan, allergies):

Name (please print)
Address
Telephone number
e-mail address (please PRINT)
Signature
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