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NEXT MTOS MEETING 

MONDAY, MARCH 27, 1995 

at the residence of 

JOHN APPLE 

4 146 Sheridan Drive 
Charlotte. N. C. 28205 

At our meeting we will get to see a video of our member, Scott 
Foppiano, at a house theatre organ in Detroit. He will be performing for 
us this May here in Charlotte. At the meeting we will also see a silent 
film with theatre organ accompaniment. 

We have been invited to help with tours of the Carolina 
Theatre, Charlotte, during the last weekend of April. This will be 
discussed at the meeting. 

Please bring fmger food for a light supper. Please call John Apple 
(567-1066) to let him know what you will bring. 



LOCAL HERO 

Scott Foppiano, formerly of Charlotte and still a member of MTOS, 
has recently moved to Connecticut after living for several years in the 
Detroit area. He has received considerable acclaim as a theatre organist, 
having been a regular at the Detroit Fox, and playing at various venues 
in the area. He has recently released a CD on the Vantage Records label, 
playing the 4/34 Wurlitzer at Detroit's Senate Theatre. There is a full- 
color ad on page 77 of the current Theatre Organ. 

Scott will play at this summer's convention, on Saturday afternoon, 
on the famous four-manual E. M. Skinner organ at Jefferson Avenue 
Presbyterial Church. He will also be one of the organists playing for the 
second Wanamaker Organ Day, June 17, 1995, in Philadelphia. 

We are delighted that he is finally going to play in Charlotte. He 
will be here in May, though the various details remain to be worked out. 



By Charles Haymaker 

Theatre organ buffs are usually 
as interested in "sound" as they are in 
performance qualities. Some may even 
rate sound above performance when 
analyzing a line or recorded item. 
Certainly a theatre organ can produce a 
variety of interesting and unique 
sounds, including the "throbs" of deep 
bass. 

The writer has heard many 
recorded organ performances, from 
78s to CDs, from tiny instruments to 
the mightiest theatre, concert and 
church organs. Plus, I have heard, in 
person. Grace Cathedral, San Francisco. 
Fox Theatre, San Francisco, all the 
important Los Angeles instruments, as 
well as Salt Lake City, Chicago, New 
York. West Point. Wanamaker, and 
Atlantic City (when they were fully 
playable), and North Carolina. 

The Charlotte Calvary Church 
M6ller can be the loudest total sound 
we may ever hear on this planet. If 
you argue with this, be informed that 
you probably have not heard it all at 
one time. At full organ there is about 
20% more that can be added, which is 
guaranteed to rid you of dandruff and 
deposit in South Carolina. Very few 
people have heard this 100% sound. 
and then on very few occasions. 

But with all of that said, there 
is something awaiting you at Duke 
Chapel that is indescribable in mere 
words. I have urged you before to go 
hear this, and it is now even better. 
The AeBlian organ of 1932 has been 
fully restored, and speaks into an 
environment that was acoustically 
enhanced in 1976. So it now sounds 
like it never has before. An what a 
sound! You have to hear it, or rather 
feel it in this environment. I can't tell - 

you in words what you will experi- 
ence. "Awesome" is the best word I 
can come up with, but since that is so 
overworked these days. I don't know 
how to describe it. 

After you have those 32-foot 
pedal principals rumbling around in 
that building, you might think you 
had heard i t  all. But when they add 
the 32-foot reed to that, the sound 
begins a rhythmic vibration. It isn't 
only the low notes that overwhelm. 
The total English sound above the 
pedals is very grand. The softer voices 
are very lovely. Just be sure Dr. David 
Arcus is playing. He is the resident 
chapel organist and he knows how to 
make this organ tick, including rehar- 
monization of hymns. 

On June 12, he played a con- 
cert honoring the 150th anniversary of 
Widor's birth. Beginning with a trem- 
endous Marche Pontlficale from the 
First Symphony, he took us through 
the entire Symphonie Gothique. He 
then performed the Sixth Symphony 
on the Flentrop organ and ended with 
an unusual version of the famous 
Toccata from Symphony V. It began 
fast and loud, did not soften in the 
middle, and led to a rousing ending 
with all stops out. The effect from the 
beginning was like a musical fog, 
thereby masking the fact that it was 
being played on an essentially baroque 
organ. David knows how to make 
these instruments do his bidding. And 
who knows? Perhaps Widor intended 
it to sound this way. 

You must plan to go the Duke 
Chapel on Sunday immediately. There 
you will hear the greatest "throbs" of 
all. 



From: Michael Laird <mlaird@FRANCK.SANDERS.LOCKHEED.COM> 
Subject: Keith Chapman I Wanamaker CDs 
Comments: To: Pipe organ mailing list <piporg-l@albany.edu> 
To: Multiple recipients of list PIPORG-L <PIPORG-L@UACSC'L.ALBANY.EDU> 

As promised, here is a short review of the recently released 2 CD set 
of Keith Chapman's complete Wanamaker recordings. 

The Complete ChapmadWanamaker Recordings 
Disc 1 
1. Les Petites Cloches - Purvis 
2. Piece Heroique - Franck 
3. Arabesque #1 - Debussy 
4. Bist du bei mir - Bach 
5. Andante - Vierne 
6. Ballet - Debussy 
7. Gyrnnopedie #l - Satie 
8. Pavane - Ravel 
9. Suite Gothique - Boellmann 

Total Time: 

Disc 2 
1. Flute Tune - Arne 
2. Concerto #4 - Handel 
3. Arabesque #2 - Debussy 
4. Choral - Jongen 
5. Cortege - Debussy 
6. Pictures at an Exhibition - Moussorgsky 

Total Time: 

As with the previously released "ChapmantWanamaker Memorial Release" CD, 
these discs have good sound quality, but (in my opinion) are degraded by 
the addition of "ambiance" noise from the Wanamaker store. This background 
noise is a fact of life when listening to the Wanamaker organ in person, 
but is not something I want to hear when listening to a recording. I also 
think that if Keith had wanted background noise behind his recordings, he 
would have put it there on the original LPs. Fortunately, the noise does 
not usually intrude on the music (it only does during softer sections); 
that noise and an ugly purple and yellow color scheme for the CD are 
the only two things I really don't like about the discs. 

The sound seems very faithful to the original LPs, so if you've ever 
heard the LPs, you should know exactly what to expect from this set. 
For those who haven't heard those records, this set is the next best 
thing to hearing Wanamaker's in person. Keith shows off many of the 
different sides of the organ - from soft and "music box"-like in the 
Purvis to bold and bombastic in the Franck and Boellmann. I am particularly 
fond of his Debussy arrangements, especially "Ballet" -- he makes the pieces 
sound like Debussy wrote them for the organ originally. The quality of 



the playing is technically excellent, as it always was with Keith, but 
don't expect to always hear "historically authentic" registrations. 
Wanamaker's doesn't really have any "historically authentic" stops for 
pre-Romantic pieces anyway! This is the orchestraUsymphonic style of 
organ building and playing at its peak. 

"Les Petites Cloches" makes the Wanamaker organ sound like the world's 
largest music box, using the Mustel Celeste and one of the sets of Chimes 
(the "Minor" Chimes, I think) from the Percussion division. Keith takes 
some characteristic registrational license in the Franck, bringing the 
opening theme out on the solo reeds of the Ethereal division, and using 
contrasting string and foundation stops for the softer middle section. 

In Debussy's Arabesque No. 1, Keith fades the Mustel Celeste in and out 
of the melody line (adding a nice tinkle here and there), using solo reeds 
and flutes for the melody against the accompaniment of the String division. 
He also uses the piano stop from the Percussion division in several places. 

In Bach's Bist du bei mir, note the secondary melody (string stop) that 
accompanies the main melody (on the flute); Keith played this extra line 
by thumbing down and playing two manuals with his right hand. 

The Vieme piece utilizes the Pedal Divide, where the bottom octave of 
the pedalboard plays the selected pedal stops while the upper octave and 
a half plays whatever couplers are selected. This allows each foot to 
play with a different sound, and brings out the melody in the right foot 
quite effectively. I've also noticed that the solo flute used for the 
melody seems to change character as he moves from one end of the keyboard 
to the other -- could anyone out there with experience in voicing describe 
what's going on here? 

I could go on and on, but I don't have the time to. Let me quickly mention 
a couple other points -- the crescendo in the Choral by Jongen is just 
incredible; just when you think he's at full organ, some more stops are 
added -- and Pictures at an Exhibition is one of the best single works 
to show off the many different capabilities and variety of sounds on the 
organ. I think several of the pictures sound much more convincing played 
on the organ than they do played by an orchestra. Keith played this piece 
from the original piano score, but used Ravel's orchestration for ideas and 
registration. This piece is definitely a great example of orchestral 
transcription! 



According to the CD, copies of this CD set and the previous "Chapman Memorial 
Release" single CD are available by writing to: 

John Wanamaker' s 
Customer Service - Grand Court Organ 
13th & Market Streets 
Philadelphia, PA 19107-3321 

They may also still be selling Wanamaker Organ T-shirts. At the "Organ Day" 
they were offering two designs in both white-on-black, and black-on-cream 
T-shirt styles. The first design was the famous pen-and-ink drawing of the 
facade pipes with some flags decorating it, and the second design is a 
drawing of the Wanamaker store with a cutaway view of the Grand Court and 
the locations of the organ console and chambers. 

Hope you've found this interesting! 

-- Michael 

Michael Laird "0 give thanks unto the Lord; for He 
Lockheed Sanders, Inc., Nashua, NH is good: for His mercy endureth for 
mlaird@franck.sanders.lockheed.com ever." -- Psalm 136:l 



Date: Sun, 12 Jun 1994 22:55:30 EDT 
Reply-To: Pipe Organs and Related Topics <:PIPORG-L@UACSC2.ALP,ANYYEDU> 
Sender: Pipe Clrgans and Related Topics (PIPClRG-L@UACSC2.ALEANY.EDU> 
From: df i le@MED. UNC. EDU 
Subject: Review of Arcus's All-Widor recital (Duke) 
Comments: To: piporg-l@albany. edu 
To: Mu1 t iple recipients of 1 ist PIPORG-L <:PIPORG-LaUACSC2. ALPPANYY EDU::. 

David Arcus's all-Widor recital this afternoon was most 
enjoyable. The program was as follows: 

"Marche Pontificale" from Symphony No. 1 in C Minor. Op. 13 

Symphonic Gothique, Op. 70 (complete) 

(Aeolian Organ, 1932) 

Symphony No. 6 in G Minor, UP. 42 

(Flentrop Organ, 1975) 

Encore: "Toccata' from Syrn~hony No. 5 (on the Flentrop) 

I had not heard the Marche Pontificale previously. It was a 
good pot-boiler with which to open a program. 

Although most of us know or have played the beautiful 
Andante Sostenuto from the Gothisue, the work as a whole is of a 
more austere cast than the more frequently played syn~phonies, 
emphasizing strict counterpoint more than the more typical 
melody/harmony focus we usually attribute to Widor. This 
emphasis is most pronounced in the third movement (a buoyant, but 
more or less "strict" fugue a la gigue) and the fourth (final) 
movement, which begins with a sort of "motet" texture of 
contrasting reeds and flutes. After a second fugal section, we 
hear a rather brief toccata section which is followed by a return 
to the strict contrapuntal texture of the opening to close out 
the symphony on a solemn note. 

The mighty Aeolian proved equal to the task of providing 
both power and subtlety in this work. Arcus used a great variety 
of reed voices and solo flu es and strings to bring out the t, interplay of polyphony. He is true master of the style, and 
achieved a remarkable degree of cohesion in this rather 
sectionaliied work. 

The Flentrop proved to be quite able to tackle the Sixth 
under Arcus's control , though the fast movements were more 
successful than the slower lyrical ones. The fast movements of 
the Si:.:th lend themselves suite nicely to terraced dynamics, 
though to be sure Arcus on more than one occasion achieved the 
"impression" of crescendi or decrescendi, undoubtedly through 
the considerable exertions of his registrational assistants! But  
even this kind of trickery could not be done on a single lyrical 



voice such as character iies the slow movements, and these, thortgh 
played with great feelingl sounded too mechanical (pun intended! ) 
on voices that could not increase or decrease in volume. The two 
slow movements just did not possess the intimacy that they should 
have. 

In several places, I detected that the combination of two 
stops (e.g., a principal and a flute of equal pitch) were being 
used to impart a "Romantic warmth" that worked quite well. 
Unfortunatelyl the lack of a sdlid pedal bass marred some of the 
louder moments, and this is certainly a problem of this 
instrument, as I've stated before. 

One has to admire the muscular control that Arcus has in his 
hands and feet. There was certainly no concession to slower 
tempos in his playing on this large tracker; the brilliant 
staccato passage in the first movement was done impeccably and at 
a very fast tempol without any noticeable blurring of the 
execution. 

All in all, an enjoyable program brilliantly executedl and a 
chance to compare two very different instruments playing similar 
repertoire. 

Dean File 
df i learned. unc. edu 



Playing the Mighty -- Compton? 

Surely we are all familiar with the theatre organ builders 

of the 1920s and 30s and their awesome creations, the Rartons, 

Robert Mortons, Kimballs and Mollers, to name only a few, and 

of course the outstanding example, the Mighty Wurlitzer, King 

of the American theatre organs, notwithstanding the fact that 

an Englishman, Robert Hope-Jones played a significant part in 

its early development. There was however another Englishman 

working in his native country and independent of Hope-Jones 

who designed and built the definitive British theatre organ. 

His name was John Compton, and his instruments in their heyday 

graced the auditoriums of countless British cinemas. Quite 

a number of Wurlitzers found their way across the Atlantic as 

well, but they were comparatively expensive compared with their 

home-built cousins. Because theatre organs were kept in use 

for intermission work much longer (up to and during World War 

11) in Britain than in the United States a number of Comptons 

are still to be found in their original locations. Probably 

the best known to American enthusiasts is the 5/17 model with 

its art deco illuminated surround in the Odeon Theatre, Leicester 

Square, London. 

The illuminated surround is worth a mention and a little 

bit of explanation. It was a peculiarly British innovation 

-- to my knowledge no American theatre organ possessed such 
a colorful accoutrement. But in Britain even the dignified 

Wurlitzer console was sometimes decked out in fluorescent livery, 

although so far as I know the practice originated with Compton. 

In any event British audiences thrilled to the sight of the 

iridescent "jelly-mold" surround, although purists decried the 

fashion and maintained that the money would have been better 

spent on an additional rank or two of pipes. Organists too 

suffered discomfort seated on the illuminated bench and 

becoming hotter every moment from the lamps therein. The 

mechanism which produced the color changes, either an 

instantaneous change from one color to another, or a gradual 



and continuous blending of colors, red to violet to blue to 

aqua to green to orange, etc. would have done credit to Rube 

Goldberg. Backstage was to be found a black metal box roughly 

two feet square by a foot or so deep made of wire mesh through 

which could be discerned various electric motors whirring away 

and moving a series of metal rods forwards and backwards at 

a slow pace. The rods controlled a number of rheostats which 

were connected to the red, blue and green primary color tubular 

bulbs within the surround, and the variations in the current 

so produced brought about the magical color changes which 

entranced the matinee audiences. The effect was really 

surprisingly attractive and certainly added a visual element 

to the presentation of the organ interlude, although Reginald 

Foort commented caustically that an organist must be in a bad 

way if the audience had to be distracted by pretty colors as 

he played! The color changes were switched at the console by 

a series of stop tabs colored to correspond to the lighting 

effect desired, including the automatic continuously changing 

cycle. 

Another and perhaps rather more practical Compton innovation 

was the double touch tab cancellation feature. If any tab is 

pressed through its double touch range, all other tabs are 

cancelled on that manual, which affords the organist an instant 

change from an ensemble registration to, say, solo Tibia. 

Comptons have of course the traditional horseshoe console, 

and they made the most of their console appearance, often 

employing a 3-manual console with only a 6-rank organ. The 

flue stop tabs are white, and the reeds a rather anemic orange 

-- personally I prefer the Wurlitzer red but I suppose they 
wanted to be a little different. Strings are usually white 

also, not yellow as we may expect. Unlike the third manual 

on the famous 3/8 "British" Wurlitzers installed in the Granada 

Circuit theatres, which was merely a coupler manual bringing 

on the 8 ft. Great stops, the top manual of the Compton has 

its own set of unified tabs, and also includes the tabs for 

the Melotone unit. The organ of course has a full complement 



of tonal and non-tonal percussions of excellent quality. I 

was particularly impressed by a very well-defined Xylophone 

and a set of orchestra bells. 

Comptons were well ahead of their time in another respect. 

Back in the 1930s they came up with an electronic stop, called 

the Melotone, which was a feature of many of their instruments, 

even the smaller ones. It produced by revolving electrostatic 

discs a haunting faintly Tibia-like tone which was quite 

pleasing. A Krumet and Chimes were also derived from the 

Melotone. The technology involved in manufacturing the Melotone 

unit has been almost lcst at the present time, a'though I know 

of one case (in Glasgow) where the Physics Department of the 

local University have collaborated with the organ technical 

team in actually fabricating the necessary engraved acetate 

discs to call forth once again the sound of the Melotone. 

I had the pleasure in the course of a recent visit to 

Scotland, of playing the 3 1 6  plus Melotone Compton now installed 

in the Summerlee Museum, Coatbridge, a few miles east of Glasgow. 

I am indebted to the Scottish District of the Cinema Organ 

Society, and in particular to Dr Iain McGlinchey, an accomplished 

organist, for his courtesy in allowing me access to this 

instrument. The first thing I realized after playing a few 

bars is that a Compton is not a Wurlitzer! They are powerful 

instruments, and the 6 ranks together sound like at least double 

that number. I am told that Compton decided that at least they 

would outdo Wurlitzer in sheer volume of sound, and in that 

they have succeeded admirably. The Summerlee Compton has 6 

ranks, Tibia, Flute, Diapason, String, Trumpet and Tuba. The 

last two have to be heard to be believed. When a recent visiting 

American organist sat down at the console, and flipped down 

the orange Trumpet and Tuba tabs, his only comment was "Wow!" 

In the warehouse-like setting of the museum, the reverberation 

is quite something. The tonal quality is brisk and businesslike, 

well suited to marches and light classical numbers, not perhaps 

so suitable for achieving the lush Wurlitzer-like sounds. The 

absence of a Vox Humana may be noted. It is said that when 



Reginald Foort accepted the position of Staff Organist with 

the B.B.C. presiding at the 4/22 Compton (which was destroyed 

by enemy action during the London blitz) he was astounded at 

the absence of a Vox on the Accompaniment manual. He also found 

the total ensemble effect less than perfect, and actually 

disabled a number of the stop tabs which he found offensive 

to the ear so that guest organists would not make the mistake 

of using them! In so doing he was sharing a common impression 

among organists that Comptons are less "forgiving" than 

Wurlitzers, where virtually any combination of stops will sound 

reasonably acceptable. With Comptons one has to be more careful 

about registration. The string is not the silvery Salicional 

of a Wurlitzer but a much keener sound, perhaps akin to a Robert 

Morton. The famous metal Tibia of the Compton sobbed very 

satisfactorily to my ear although there is endless debate among 

the cognoscenti concerning the alleged tonal superiority of 

its wooden Wurlitzer counterpart. The action was fast and 

responsive, and the powerful reeds showed their paces in 

providing jazzy riffs in uptempo numbers. All in all the Compton 

is a satisfying theatre organ to play, once one gets used to 

its eccentricities, albeit a little "churchy" in tone quality. 

This is no disadvantage to the considerable number of Comptons 

which have in fact migrated successfully from cinema to church, 

where they continue to provide high quality musical 

accompaniment, reverting to their theatrical roots every now 

and again when they play host to a visiting theatre organist. 

The Scottish group also maintain a 4/10 Wurlitzer in the 

Civic Center in East Kilbride just outside Glasgow, but that 

is a story for another day. 

Don Macdonald 





January 14, 1995 

Mr. John Apple 
President 
mos 
4146 Sheridan Drive 
Charlotte, North Carolina 28205-5854 

Dear John: 

As yon can tell, we have been honored again. This is the second time the Phone Company has honored us. 
The first was in Greensboro when they used one of our photos of the theatre for the cover of the phone 
book. The following information is included in the phone book: 

Southern Bell 
Customer Complaint Bureau 
1208 Southern National Center 
P.O. Box 30188 
Charlotte, NC 282304188 
Toll Free 780-2155 

About the cover: 

The Carolina Civic Center is Robeson County's premier performing arts facility. Opening on 
June 18, 1928, the Carolina Theatre was the area's preeminent showplace for live performances 
and films for over four decades. Scheduled for demolition after closing in 1975, dedicated local 
citizens succeeded in rescuing the historic suucture. In 1981, the Theatre was entered into the 
National Register of Historic Places, and restoration began. Exactly fifty-seven years after its 
original opening, the Carolina Theatre reopened as the Carolina Civic Center. Today, it proudly 
houses the only operating theater organ between Atlanta and Richmond, and hosts numerous 
productions and concerts yearly. For information regarding upcoming events, contact Milo 
Hunter, the Civic Center's Director, at 738-4339. 

Cover art work by Ann B. Davis 



Mr. John Apple 
January 14, 1995 
Page - 2 

Our next bit of news is the progress at Williams High School. The organ there is spealang now and will 
have one of the two consoles hooked up very soon. We will be having the members in soon to hear the 
organ and see ow progress. This organ is under the control of the new computer based system from 
Rickman Controls. All the bells of the old Devtronics and more. You'll be able to play a number and print 
the sheet music right then. Or compose on your home system and play the recording back on the Mighty 
Theatre Organ. What a teaching tool. You and your members are invited to visit and see the work in 
progress. We are trying to work every other Sunday, weather permitting, starting the 21st of January. 

The chapter has just acquired another Wurhtzer and we hope to find her a home in North Carolina. 

I had an idea for your news letter which you might like to try. "A where are they now" series of articles on 
the organs and organist of North Carolina. Did you know that the original organ at the Carolina Theatre 
in Lumberton came from Charlotte. The News Paper reports it to of been a Geneva. But Junction did not 
List any for your area. But could it of been a Smith? There were some of those. Anyway I just though I'd 
pass the mystery on to you. By the way, I don't know where the organ went after the Carolina. 

On a more personal level, I'll be leaving for Europe for a few years this summer, so if I don't see you at 
Williams I'll be looking for you in the "Journal" 

Sincerely, 

&J:&&Q 
Buddy Boyd 












