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Constitution and
By-Laws of
The American
Association of Theatre
Organ Enthusiasts

Preamide

ARTICLE 1. The name of the Association shall be ‘‘TuEr
AMERICAN ASSOCIATION OF THEATRE ORGAN ENTHUSIASTS '’

ARTICLE IIL The Assoeiation shall be a non-profit organization
devoted entirely to furthering the ideals set forth in
Artiele TII.

ARTICLE III. The purposes for which this Association is
formed are: To Preserve the Tradition of the Theatre
Organ, to Further the Understanding of the Instrument and
its Musie, and to publish a periodieal to he called “*THE
TiBIA. "’

ARTICLE IV. May it be expressely stated that the use of the
name of the Association (A.T.0.E.); its publication, Tur
TiB1A, or its letterhead must be for the good of all the
group and not for personal gain and that the Officers of
the loeal chapters will be held responsible for any such
use, in poor taste, of the good name of the A.T.0.E.

The following by-laws represent the results of efforts and
desires of The American Association of Theatre Organ Enthu-
sinsts in aceomplishing these objectives:

SECTION I. MEMBERSHIP

ARTICLE 1. The membership of the Association shall consist
of individuals interested in furthering the purposes of the
Association as stated in Article 111 of the Preamble.

ARTICLE II. An honorary member shall be chosen by the mem-
bers at the annual meeting each year who will enjoy the
privileges of membership without the payment of dues for
the ensuing fiscal year, and who shall serve as an honorary
member of the Exeeutive Committee with power to vote for
the ensuing flseal year.

SECTION 11. MEETINGS OF MEMBERS

ARTICLE 1. The policies of AT.0.E. shall be determined at
an Annual Meeting of Members, to be held at a place to
be designated by the Executive Committee on the first
Saturday in February of each year.

ARTICLE II. A special meeting of members may be ecalled by
the President, with the approval of the Executive Commit-
tee, and shall be ealled by him at the request of 10 members.

ARTICLE 1II. At least four (4) members of the Executive
Committee and one (1) of the Executive Officers shall
constitute a gquorum for a meeting of the Executive Com-
mittee. The members present at an annual or special meet-
ing of members shall constitute a guorum.

SECTION III. ADMINISTRATION

ARTICLE I. The business and property of the Assoeiation
shall be administered by the Executive Committee and the
Executive Officers. Meetings of the Exeeutive Committee
shall be held at least onee each year immediately after the
annual meeting of members, and at any other time neces-
sary to handle the affairs of the A.T.O.E. as determined by
the Executive Officers.

ARTICLE II. The Orricers of this Assoeiation shall consist
of the President, Viee-President, Secretary-Treasurer, Edi-
tor, and seven (7) Execeutive Committee members.

ARTICLE IT1. The President, Viee-President and Secretary-
Treasurer shall be eleeted each year at the annual meeting
of the members. Three (3) members of the Executive Com-
mittee shall be eleeted at the annual meeting of the members
held on the odd-numbered years, and four (4) members of
the Executive Committee shall be elected at the annual
meeting of the members held on the even-numbered years.
The Editor shall be eleeted by the Exeentive Committee at
its annual meeting,

ARTICLE IV. Duties of the Exceutive Officers and the Exeen
tive Committee.

President : 1. Preside at all meetings of the AJT.O.E., or
arrange for a presiding ehairman in his absenee or as the
situation may dictate.

2, Act as Chairman for all meetings of the Executive Com-
mittee.
3. Call together meetings of the members and those meet-
ings of a speeial nature on approval of the Executive Com-
mittee,
4. To aet on matters of poliey and business relating to the
Assoeiation and the publieation when approval from the
Executive Committee is impossible or the delay in obtain-
ing such approval would result in a hardship to the best
interests of the Assoeciation or publication.
5. To appoint sueh committees and individuals as he deems
necessary in aiding him in his efforts to carry out the busi-
ness of the AT.0.E.
Viee-President : 1. To assist the President.
2. To assume the duties of the President in his absence,
Seeretary-Treasurer: 1. To take eare of correspondence rela-
tive to the Association.
2. To assist other officers in preparation of reports.
3. To keep account of receipts and expenditures of both
the Association and the publieation.
4. To sign checks and otherwise dispense the monies of the
Assoeciation in payment of debts acerued by the Assoeiation
and publieation.
5. To report on the finances of the Association at the
meetings or at the request of the President or Executive
Committee,
6. To prepare written reports annually for the benefit of
the members,
7. To determine the status of a Chapter as stated in Part
1. of Seection IV,
Executive Committec: 1. Make decisions regarding the
policy and business of the Association when a referendum
to the members is not convenient. Such deeisions must have
the approval of the President.
Editor: 1. In general, to be responsible for the publieation
of the Association’s periodieal, THE TiBIA.

a. Obtain, edit, and prepare material for inclusion in

Tue TisIA,
b. Work with the publisher in preparing the material for
publication in Tur Tisia.

2. Appoint a staff to aid him in securing material for pub-
lication in THE TIBIA.
3. It shall be his right to ask for and receive reports from
the Seeretary-Treasurer and the various Chapters for use
in THE TiBlA.

SECTION IV, CHAPTERS

Chapters may be organized by a group of at least ten (10)
members subjeet to approval by the Executive Committee, and
the provisions embodied in the following Articles:

ARTICLE I. That the request for a charter be submitted in
writing and be signed by at least ten (10) members in good
standing who will be members of the chapter, as determined
by the Seeretary-Treasurer, together with a list of the
uames of the members who will serve as Chairman, Viee-
chairman, and Secretary. :

ARTICLE II. That a copy of the minutes of each meeting be
submitted to the Executive Committee on demand, together
with a roster of those in attendance. '

ARTICLE III. That the charter shall be issued for a period of
one (1) year with automatic renewal so long as the mem-
bership in the ehapter shall not be less than ten (10). The
Executive Committee shall have the vight to withdraw a
charter if an investigation shall determine that continued
existenee of a Chapter’s Charter is detrimental to the pur-
poses of A.T.0.E., subjeet to review at the next annual
meeting of members,

ARTICLE IV. Additional dues may be levied by a ehapter
for its own purposes after approval of the amount to be
levied by the Executive Committee, subject, however, to a
2/3 majority vote of the chapter members approving the
additional dues levy.

ARTICLE V. That each chapter be required to hold ai least
four (4) meetings each fiscal year,

SECTION V. DUES AND FINANCES

ARTICLE I. Each member shall pay to the Association’s
Secretary-Treasurer $4.00 per year, which sum shall be due
and payable on July Ist of each year.

ARTICLE 1I. The said annual dues of $4.00 shall be the total
of the membher’s obligation to the Association.

ARTICLE ITL. The membership and fiseal year of this Associa-
tion shall be from the Ist day of July of each year to the
30th day of June of the following year.

SECTION Vi. AMEN DMENTS

ARTICLE L These by-Lows may be amended at any regular or
special meeting of the Exeeutive Committee and the Execu-
tive Officers by a majority vote.
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The Editor Notes . ..
W}[;\T IS COMMONLY REFERRED TO as th{_‘

““Golden Age of the Theatre Organ’’ ended more than
a quarter century ago with the advent of sound motion
pictures. As a consequence, many organists were forced
to seek other pursuits as a means of livelihood. Organ
consoles were covered with canvas and the instruments
permitted to fall into a state of practical disrepair or
sold and reassembled in private residences, in places of
publie worship, or in sundry auditoria. The early years
of radio broadeasting were marked by many organ
programs variously announced **Organ Echoes,”” ** Con-
sole Airs,”” “‘Organ Melodies,”” *“The Organ Speaks,”’
“Pipes of Melody,”" et cetera. A prominent Chicago
organist, now deceased. broadeast two one-hour pro-
grams daily for several years! Today, comparatively
few live organ programs are available to an organ-
loving public. Organ installations in broadcasting stu-
dios suffered no less a fate than their counterparts in
the theatres. For over a decade few commereial record-
ings of theatre organs have been released by recording
companies. To the younger generation, at least, the
arious eleetronie instruments have become practically
synonymous with the pipe organ and there is certainly
no dearth of such recordings in record shops every-
where and many of which are represented on the record
jacket as the genuine instrument. Lastly, it may be
pointed out that a goodly number of people have not
the slightest idea what a theatre organ is or sounds like.

LIGHT ON THE HORIZON

The advent of high-fidelity recording techniques has
stimulated interest in recording the theatre organ. Al-
ready a number of excellent dises have made their ap-
pearance and many record shops report difficulty in
keeping adequate stocks on hand to meet popular de-
mand. A surprisingly large number of organ enthusiasts
have assembled unit organs in their homes and there are
undoubtedly many others who are developing similar
projects.

“ENTHUSIAST™" DEFINED

The dictionary defines an ““enthusiast’’ as one who is
““carried away by his feelings for a cause—a zealot,
fanatie, devotee.”” I recall a friend who pointed out that
his concern for the theatre organ had long ago tran-
scended the “‘interest™ stage and suggested that the
words “‘infatuation’ or ““obsession’’ would more aptly
deseribe his love of the organ. For he who embraces the
“King of Instruments’ as his favorite source of musi-
cal inspiration there can be no half-way point in his
ardor for the organ. He recalls with nostalgia the many
hours spent watching his favorite organist at the local
theatre during the days of silent pictures. Perhaps it is
the memory of the radio broadeasts of organ programs
emanating from an organ studio, perhaps the thrill of
listening again and again to certain treasured record-
ings. To such enthusiasts there can be no true substi-
tute for the theatre organ.
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The cessation of organ activity in the great theatres
of the land and over the air waves merely served to
stimulate, or whet the appetite as it were, of a group
of men devoted to the organ. Prominent among these
men was Alden Miller, a railroad employee of Minneap-
olis, Minnesota. Some years ago he engaged in the pur-
suit of colleeting memorabilia relating to organs, or-
ganists, and recordings and he authored a newsette, at
first in the form of a round-robin letter, which was
arviously known as the “‘Kinura,”” “*Ophicleide,””
“Unit Orchestral Theatre Orvgan Magazine,” °* Dia-
phone,”” ““Tibia’ and, currently, the **Kinura Theatre
Organ Digest.”” It was only a matter of time before the
need for a national organization and a magazine de-
voted to the theatre organ became apparent. The idea
met with approval from all guarters. **By all means,
let’s see what ean be done—this is what all of us have
dreamed of for years™ expressed the consensus of the
group. Thus was born **The American Association of
Theatre Organ Enthusiasts’” and its official publication,
Tue Tiera. The fruition of a pipe dream!

We hope that this, the first issue of Tar Tma will
contribute in some measure to your own particular
zest for the theatre organ. The Editor will appreciate
knowing how best to serve your interests. Let us hear
from you and we will strive to do our best.

340 é,cl:'for

American Association of Theatre
Organ Enthusiasts

MEMBERSHIP APPLICATION FORM

NAKIE, - Sxa il o e B L o

ADDRESE 1u.ivueut et e eaa & b S0n b 0

Do you own a residence organ? . ... What make? ... ..
AT v o e i

Would you be willing to be active in local chapter activ-
Rl o e Rechals? - o s e o
Do you play the organ? .. ... Professionally? ........

What subject matter would you like to see in the publica-

tion: history [[] technical data [] Other [] ........
Please list on an attached sheet the names and addresses
of persons who would be interested in the aims and ob-
| jectives of the ATOE as active members or only as sub-

| scribers to THE TIBIA.

i Please enclose your check or Money Order as follows:

i Regular members $4.00 annually

Charter members $10.00 initially g

Mail with Remittance to—
ATOE National Headquarters
6906 Santa Monica Blvd
Hollywood 38, Calif., U.S.A.
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Reports of Charter Meetings

CRAND RAPIDS, MICHIGAN

Irving Heruth of Grand Rapids, Michigan, deseribes as “a
ereat suceess” the first meeting of his newly-formed Theatre
Organ Club held Sunday, April 24, at the Michigan Theatre
in Muskegan, Michigan. The organ is a 3m /Sr Barton and was
reconditioned by members of the Club before the organization
was formed. Ted De Vlieger, a professional organist since
the age of 14, played the newly restored organ for elub mem-
bers. Sinee that meeting, the group wmet at the Fisher Theatre
in Detroit and Irv writes that still another meeting is sched-
nled in a private home of the Wurlitzer family located at a
Roller Rink in Detroit. Comments Trv in his letter:

*Of course a lot of the people think that I'm a bit erazy,
but I don’t let it bother me. In faet, a good share of them
haven't the slightest idea as to what a theatre organ is.

“T think in time a sharve of them will have a elear knowl-
edge and understanding of the theatre organ. At present, we
are trying to make arrangements with a loeal theatre for the
use of an organ. That will enable more people from Grand
Rapids to be present at our next meeting.”

We are delighted with the way organophiles have responded
to Mr. Heruth's call, and wish them continued suceess. Good
eoing, Irvin, and we are confident that vour elub will expand
with leaps and bounds.

SEATTLE, WASHINGTON

Pictured at right is a group of theatre organ enthusiasts in
the Seattle, Washington area which—even before the birth
of A.T.0.E—has been assembling from time to time at the
residence theatre organ consoles of the various individuals for
happy hours of theatre organ musie and the exchange of
organ lore.

When these people learned that Dr. Mel Doner was coming
to Seattle last February 3, they cancelled all other social plans
and assembled at the basement studio of Bob Jones to greet
Mel and learn more about the organization of AT.0.k. As
usual, when these TO lovers get fogether, an extremely inter-
esting session is enjoyed by all. Nine of these fourteen people
are fortunate in having their own theatre organs set up at
home. Undoubtedly, this is one of the first groups to assemble
a chapter of organ enthusiasts in the United States.

THE TRACKER

DENVER, COLORADO

Joen Kranmer and Bop CAsTLE continue their excellent pres-
entation of the dual-console, 4m/20r Wurlitzer in the Para-
mount Theatre. After many years of silence, this organ was
put back into action three years ago. Its continued daily use
and the hearty applause for each interlude is proof that the
present generation appreciates the theatre organ as did past
generations. Magaie Meropy, Jack Mapustes, and LaArry
MoNEar have been at the console of the 3m/15r Wurlitzer
in the Denver Theatre at various times during this vear. The
organ is undergoing extensive repairs with Mr. Roberts, the
original installer, giving it his expert attention. The 4m /17r
Robert-Morton in the Tabor Theatre, installed in 1921, has
been sold and is being dismantled. Except for the console,
this organ is still in very good condition. The late-model
2m/6r Robert-Morton in the Oriental Theatre is being re-
moved. Parts of this organ are being used in a chureh instal-
lation loeally. The 2m/18r Wurlitzer in the Orpheum Theatre
is soon to be removed. The organ, consisting of two iden-

TIBIA e FALL, 1955

Standing (I to r): Dan Ad , Mrs. GI White, Sr., Glenn White,

Jr., Bob Coombs, Dean Botteker, Ted Leamy, Glenn White, Sr. Seated
on Console Bench: Catherine Siderius, Bottom Row (Il to r): Jim Col-
lier, Ken Mayberry, Bob Jones, William Bunch, George Cole, Alden
Bice

tical nine-rank Wurlitzers, was badly damaged in the past
by water. It has not been plavable for several years. The
tamous Wurlitzer in the Denver Civie Auditorinm installed
in 1917 at a cost of $85,000 is now being removed and re-
built. This 4m/35r organ is to be reinstalled in the theatre
section of the soon-to-he renovated auditorium. Fred .
Muenier, loeal organ man who originally installed the organ,
now supervises its removal. This instrument which eontains
three sets of 32 Diaphones is to go back in its entirety with
the exception of some of the sound effects. It has been
suggested that additional stops be added to make the organ
suitable for “playing classieal musie and orehestral accom-
paniment.” The early announcements for remodeling the audi-
torinm suggested that the organ be junked. Publie indignation
prompted the formation of an advisory committee to the
mayor who recommended that the Hope-Jones Unit Orchestra
be saved and placed in the theatre proper where it could be
used and heard to greater advantage. Mr. Muenier stated that
the new installation will be “50 per cent more effective sinee
the remodeled auditorinm will not mufile its tones.” All pipe
organ lovers will agree with me that the eitizens of Denver
are wise in their decision to demand the retention of this
venerable instrument.

ST. LOUIS, MISSOURI
Sran Kaxy is doing “three a day” at the console of magnifi-
cent 4m/36r Wurlitzer in the Fox Theatre. This is the only
one of the five thirty-six rank Wurlitzers now getting a daily
workout. All evedit for the rvehabilitation of this majestie
organ must go to Stan who undertook the tremendous task
of putting it back in playing eondition after many years of
silence, If preparing and presenting programs for his theatre
aundience was not enough, Stan entertains nightly at a res-
taurant called “Musial’s and Biggie's,” is regularly heard over
KSD and KSD-TV, and is now rebuilding the recently ae-
quired 3m/14r Wurlitzer from Loew's Theatre for installa-
tion in a restaurant. At home on unit, straight, or electric
organs, Stan’s ability makes a great asset to the eity of
St. Louis.

—Roy Gorish
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Ramona Gerhard Sutten and Judd Walton (right), for-

merly of Minneapolis, and Mel Doner of Winona, Min-

nesota, share the spotlight in front of Dick Simonton’s
concert organ console.

a 0 mm

Above: Better seen than heard—a typical gab session.
Below: the entire assemblage. Left to right, top row:
Bob Jacobus, Tiny James, Frank Bindt, Dave Kelley,
Richard Vaughn, Gordon Kibbee, Harvey Heck, Bob
Olson. Center row: Jerry Sullivan, Judd Walton,
Gordon Blanchard, Archie March, Roy Booth, Ray
Webber, Don George, Merle (not Oberon). Eddie Cleve-
land, Lloyd Darey, Buddy Cole. Seated: Marie Kibbee,
Bud Wittenburg, Helena Simonton, Francis Sullivan,
Ramona Gerhard Sutton, Paul Pease, Mel Doner, Dick
Simenton, Orrin Hostetter, Keith McCaleb, Kenny
Wright.

Old friends meet once again—Dr. Orrin Hostetter (left)
and Buddy Cole pull all stops in memory contest which
goes something like this, “Remember the time that . . .”

REPORT OF THE
CHARTER MEETING

| HE NIGHT oF Turspay, February 8, 1955, will

long remain a memorable one for those who responded
to pro-tem President Richard Simonton’s invitation to
attend a meeting in his palatial Hollywood home to
partieipate in the formation of the *“ American Associa-
tion of Theatre Organ Enthusiasts.”” Mr. Farney Wur-
litzer, and many others too numerous to mention. sent
their regrets in being unable to attend: Jesse Craw-
ford was out of the city at the time. Dr. Orrin Ios-
tetter, whom many of you will remember for his Capitol
recording of ““ Doll Dance’” and ** Parade of the Wooden
Soldiers™ traveled from Honolulu to attend this meet-
ing. Dr. Melvin Doner of Winona, Minnesota was run-
ner-up for honors in the traveling department. The
delegation from the San Francisco Bay area included
Bob Jacobus, **Tiny'._James, Frank Bindt, Gordon
Blanchard, and Judd Walton. Buddy Cole, well known
in America and abroad through his transeribed organ
programs under the name “*Edwin Le Mar’' partiei-
pated in the sociality, as similarly did Don George who
will always be remembered for his Vietor recordings of
the Princess Theatre Wurlitzer in Honolulu. The fair
sex was represented by Mrs. Sutton, the former Ra-
mona Gerhard, well known staff organist and pianist of
radio station WCCO, Minneapolis, Minnesota and now
active TV artist in Los Angeles. Other distineuished
guests representing nearly every field of theatre organ
activity were present,

After a tour through Mr. Simonton’s exquisite home,
and inspecting his Wurlitzer project, the meeting was
called to order by Judd Walton to resolve the business
at hand. The following officers were elected
Richard C. Simonton, 10100 Toluea Lako
Avenue, North Hollywood, California

Judd Walton, 227 Texas Street,
Vallejo, California

President

Viee President



Left: Dr. Orrin Hostetter dishes up some of the refreshments—which just possibly might be ice cream—at the Charter meeting,
while Dave Kelly reaches for the cake. Center: Hest and hostess for the gala occasion—President and Mrs. Richard Simonton.
Right: Even the host and ATOE President must sign the guest register, even in his own home.

Secretary-Treasurer Paul Pease, 914 Sherlock Drive,
Burbank, California

Executive Committee Buddy Cole, Orrin Hostetter, Gordon
Kibbee, Richard Vaughn, Bud Witten-
burg.

Next in order of business was formal action to estab-
lish Tare Tisia as the official organ of the Association.
The following officers were selected :

Editor Dy, M. H. Doner, 414 Winona Street, Winona,

Minnesota

Assistant  Roy Gorish, 2137 E. 16th Avenue, Apt. B, Denver 6,
Editor “‘olorado.

1 wowed purpose of AT.O.E. is set forth as fol-
lows :

“Organized for the purpose of preserving the tradition of
the theatre organ and to further the understanding of this
instroument and its music through the exchange of informa-
tion, "’

The Executive Clommittee was instructed to draft a
set of by-laws defining the purposes and rules of the
Assoeiation. Formal action was taken by the group to
allow any who wish to enroll as charter members by
payment to the Secretary-Treasurer a minimum of ten
dollars, the closing date for such memberships to be
set by the Committee.

Following the cessation of the business meeting, the
balance of the evening was devoted to renewing friend-
ships, meeting new friends and discussing organ lore.
The photos accompanying this report deseribe better
than words the conviviality of the group. This reporter
also finds words inadequate to express appreciation of
the group for the delicious refreshments served by our
hosts, Mr. and Mrs, Simonton, and for making this
meeting possible. As proof of the meeting’s success, the
last guests bid farewell at three o’clock in the morning,
the Bay delegation three hours later by plane!

Thus was born A.T.0O.E. Long shall we recall this
memorable experience,

Above: Gordon Kibbee in unmatching dark trousers,
and Orrin Hostetter in unmatched dark jack have Rich
Vaughn in the middle as they listen to a tape-recorded
sample of Gordon’s wizardry on Vaughn’s 5m Wurlit-
zer., Below: ATOE Executive Committee—(left to right)
Judd Watson, v.p.; Bud Wittenburg; Paul Pease, sec.-
treas.; Richard Vaughn; Melvin Doner editor; Richard
Simonton, pres.; Gordon Kibbee; Dr. Orrin Hostetter.
Absent was Buddy Cole.




FATHER OF THE THEATRE ORGAN:

The Remarkable Story of Robert Hope-Jones

. e e _A/anruler jﬂ".ﬂt"‘, SS/g

Part One

O,\'L-: MAY BE FOR OR AGAINST, but he must con-

cede that no organ builder ever attracted such warmth of
Friendship or heat of enmity as did Robert Hope-Jones.
More than a generation after his death he is a live force.
While mueh of the organ world is energetically ridding
itself of his influence, a consequential other part still
venerates his memory, makes pilegrimages to his works
and looks wistfully back to the times when he flour-
ished. No other organ builder so stamped an entire age
—the most prolific in American organ building. The
appearance of this journal is evidence of how vigorous
is the interest in his works, his times, and his remark-
able if quaint history.

For the theatre organ was Hope-Jones’s own peculiar
creation although he did not live to see the first flush
of its success or to realize the glories that it would
reach in the middle ’twenties. The associations did
nothing to help his repute since later extravagances of
the theatre organ seriously impaired its status as a
vehicle for serious music.

I much prefer the terms Unit Organ and Unit Or-
chestra which are more accurate and comprehensive,
and which properly describe instruments found in all
kinds of places—churches, municipal auditoria and
residences as well as theatres. 1t is to be hoped that the
AATOE can rescue this much maligned department of
organ building from the opprobrium into which it is
unjustly placed, and show that it produced more than
mere musical slapstick for the silent films.

What may be taken as a typical attitude of the op-
position is expressed by A. Thompson-Allen in his ar-
ticle “*The History of the Organ’’ which appears in
Religion in Life, Winter, 1954-1955: “* The decline and
fall of the organ as a pristine musical instrument was
¢lose upon us by the end of the nineteenth and begin-
ning of the twentieth centuries. A host of evil geniuses
descended upon the field of organ building. An Eng-
lish electrician by the name of Robert IHope-Jones
turned his attention to the organ. A new system. known
as the Unit extension system (which enabled the same
pipes to be used over and over again at different pitches
and under the disguise of forming extra stops) de-
ceived many foremost organists, Organs with twice the
number of stops and less than half the number of pipes
were extolled by high-pressure commercialism and sales-
manship.”’

Now, as anyvone familiar with the facts must know,
that is a very naive statement of the case. I for one
would be quite willing to leave open the guestion of
Hope-Jones’s ** genius.”” But of his sincerity, his inalien-

6

able devotion to the organ and his ardent idealism,
every informed organ enthusiast must certainly be
aware. His tragic end was in itself sufficient evidence
of these. His remarkable influence was unhappily indi-
cated by an old associate of his who recently used
Hope-Jones’s macabre invention as a means to end his
own misery,

“A Precocious Child”

Robert Hope-Jones was born on February 9, 1859 at
Hooton Grange, Cheshire. e was a sensitive, delicate,
and precoeions child, unable to engage in the sports
which occupied most children. His life was despaired of,
but he was able to escape the rigorous English winters
by journeys to the south of France. Turning to music
he played occasional services at the Eastham Parish
Church at the age of nine. By fourteen he had lost his
father and had become voluntary organist at St. Liuke’s
Church, Tranmere, and later at St. John’s, Birken-
head. At seventeen he was apprenticed to the electrical
and shipbuilding firm of Laird Brothers, working up
from workman to the drafting room. Later he became
chiel engineer of the National Telephone Co. and sev-
eral patents in telephony bore his name.

This experience was to serve him well, for the prin-
ciple of low-voltage signal eurrent which made the elee-
tric action practical was most widely applied at that
time in the telephone. The initial mistake of experi-
menters with eleetric action was to overwork the elec-
trical system. Sonrces of power were expensive and un-
certain, and the high voltages in use caused arcing,
burned out contacts, and were a fire hazard. Among
the expedients devised to deal with this condition was
the mereury contact in which a nail was plunged by
the key into a trough of mercury—the same principle
now applied to our familiar silent light switches. Hope-
Jones seems to have realized the inherent impraeti-
cality of sueh an approach and attacked the problem
from the other side: using signal eurrents only and
leaving the heavy work to the wind pressure. Unfortu-
nately his first pneumatic system was erude.

First Hope-Jones Organ

The first Hope-Jones organ was that which he rebuilt
at St. John's, Birkenhead. Only simple hand tools were
available, and the work was done by him and the men
and boys of the choir in spare time—which was a
greater achievement then than it would be today. Raw
materials came from the closest sources such as knive-
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ivories which were reworked to become stop tablets.
The work began in 1886, and after repeated difficulties
had been met it was completed in 1892 and proclaimed
to all the world as the greatest advanee in the history
of organ building. It contained an electrical action and
many revolutionary features which Hope-Jones’s inimi-
table showmanship demonstrated with elan. For fullest
effect the console was taken out into the churchyard
where, amidst the tombstones, he sat playing to an audi-
ence within the church itself!

This caused such a sensation that contracts were soon
forthcoming to electrify other instruments. The promise
of suceess made it possible for Hope-Jones to marry in
1893. His wife, the former Cecil Laurence, deserves an
eternal place in the annals of organ building—not sim-
ply as the wife of an organ builder, but for the heroic
services she personally performed, for her courage dur-
ing the parlous times to follow, and for her wonderful
loyalty throngh Hope-Jones’s personal vicissitudes.

The Hope-Jones Organ Co. received a contract for
Worcester Cathedral in 1895, where the pair spent the
last heetie nights before the dedicatory reeital. Five
minutes before the organ was to be heard for the first
time a wind trunk burst under the tremendous pressure
which Hope-Jones was beginning to use. Hope-Jones
rallied his men and all set struggling to tame the tor-
nado unleashed in the erypt, while Mrs. Hope-Jones
served beer and cheese all around.

Trials and Tribulations

Although trouble dogeed Hope-Jones's steps continu-
ally, the company seemed to have received a substantial
number of contracts. They were very seldom profitable,
and Hope-Jones was already attracting both admira-
tion and hostility. Instruments were sabotaged, usually
by cutting of cables. The organ at St. George's, Ian-
over Square, was partially destroyed by fire attributed
by Hope-Jones’s friends to jealous competitors. and
charged by the latter to Hope-Jones himself as an es-
cape from the results of bad design. Ernest M. Skinner
later quoted Hope-Jones’s employees of the time as say-
ing that he had done it to enlist sympathy. Despite
financial backing, the company lost money. Mrs. Hope-
Jones came forward splendidly as ever and gathered
a dozen girls to make small parts in the factory. In
1897 the factory was unionized and amidst threats of
violence the police demanded that the workers surren-
der either their jobs or their membership in the union.
Whether Hope-Jones or the law was responsible for
this, I do not know. But the company at Battersea was
terminated and its properties were hastily and waste-
fully bundled off to Norwich where Hope-Jones and his
key men joined forees with Norman and Beard. This
substantial and versatile company was to sub-contract
Hope-Jones work under direction, independently of its
own product. There was a femperamental incompati-
bility between the staffs from the outset which even-
tually brought the association to an end. Hope-Jones re-
tained his optimism and buovaney throughout these
trying times even though he was hounded by both credi-
tors and unpleasant personal rumors. After months of
wandering, during which he was almost homeless, an-
other association was formed with a builder at Here-
ford—Eustace Ingram. If was then that the instrument
at Warwick Castle was built, and his friends received
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charming notes from him on crested stationary !

The reader will understand that Hope-Jones was a
soloist who did not easily adjust himself to the disci-
pline of work in concert. This, together with his costly
experimentation, made business collaboration hazard-
ous. So by 1905 Ingram also had reason to regret
his partnership and to seek means of dissolving it. This
was available in a most unfortunate form. Scotland
Yard was notified of Hope-Jones’s abnormal romantie
tendencies and evidence gleaned through a peep-hole in
the voicing room was adduced against him. Ingram
later said he never expected Hope-Jones to move so
fast. With scarcely passage money in his pocket, he and
Mrs. Hope-Jones boarded ship for America.

This unhappy incident has been heatedly debated on
both sides of the Atlantic. The evidence was never of-
fered in court but its validity was vehemently main-
tained by both Ingram and G. A. Wales Beard who
were explicit with names and places. Another previous
partner, equally outraged by his business methods, de-
nied seeing any suspicious conduct in four vears of in-
timate association. Practically all Hope-Jones’s friends
stood by him. It seems ineredible today, but one must
remember that this was only ten vears after Oscar
Wilde was sent to Reading Gaol.

Journey to America

Hope-Jones’s arrival in America was characteristically
dramatic, though perhaps unintentional. Friends at the
Austin Organ Company in Hartford learned by letter
from New York that his ‘long-formed plans’ to visit
“the land of opportunity’ had been realized. He had
anticipated it for so long, and there seemed no time like
the present. So he had come. The inference was that he
had come at the invitation of Skinner. There were
mixed reactions. An old associate, Carleton €. Michell,
was now with the Austin company and realized his
power as a competitor. But if he were in the company,
what might not happen? Michell also feared the loss of
his own authority in tonal matters. A berth was made
for him as second viee-president which he relinquished
a year later after contributing some improvements to
the wind supply, use of imitative solo voices and bland
foundation stops. the diaphones which appeared in
some Austin organs of the period, and the stop-key
console,

Hope-Jones then visited Harrison, an organ builder
of Bloomfield, N. Jersey. But it took only one or two
contracts to leave Harrison penniless and embittered.

His next connection was with the Skinner Company.
Mr. Skinner, in a letter to (". A. Van Buskirk (Oectober
18, 1932), said that he went to England especially to
see the Worcester Cathedral organ, but became so dis-
egusted when he heard some of Hope-Jones’s other in-
struments that he did not even visit Worcester. But
Hope-Jones’s reputation had become so great subse-
quently that Skinner believed him to be an artistic sue-
cess although a commercial failure. And setting aside
his earlier conclusions, he took on Hope-Jones. The as-
sociation lasted for fifteen months, during several of
which Hope-Jones was confined to his home with rheu-
matic fever.

The episode with Skinner was filled with comedy and
exasperation, as anyone familiar with the two person-

(Continned on page 16)
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The Wurlitzer Hope-Jones Unit Orchestra
in the Isis Theatre, Denver, Colorado

Tti»: veAr 1915 is notable as the date when the
silent movie entered its Golden Age, for in this year D.
W. Griffith released his film ““The Birth of a Nation
which became widely acelaimed as the world’s greatest
silent motion picture. This famous twelve-reel epie
doomed the Nickelodeon, as the early movie honses
with their two-reelers were called, and established the
““feature picture.”” Motion pictures were nationally ae-
cepted as a preferred medinm of entertainment by this
time, vaudeville houses were feeling the effects of the
shift, and legitimate theatres were being rented for
these feature productions. The time was right for the
advent of the ‘*Movie Palace.”

In Denver, the enterprisine Samuel L. Baxter had
already established a house with a seating capacity of
2,000 solely for the showing of motion pictures. He had
come to Denver in 1906, purchased a small theatre for
the showing of *‘flickers,”” progressed rapidly through
the Nickelodeon-player piano stage, and finally estab-
lished the Isis Theatre with music provided by an or-
chestra and (reportedly) a small straight organ. Lo-
cated on Curtis Street, it vied with some fifteen other
theatres in what was then referred to as ‘*The Broad-
way of the West.”” This theatre soon gained much fame
and recognition when late in 1914 Mr. Baxter consulted
Mr. Farny Wurlitzer on the building of a Unit Or-
chestra.

A precedent for a Wurlitzer Hope-Jones Unit Or-
chestra had already been set by the installation in May
of 1913 of the thirteen-rank organ in the Paris Theatre
located diagonally across the street from the Isis. In
addition, the Wurlitzer Company had been consulted
about an organ for the Denver Civie Auditorium in the
same year; however, the former was to be no rival for
the newly proposed Isis organ, and the latter venture
was not to see completion until the winter of 1917-18
due to considerable political discord.

Robert Hope-Jones had been dead for three months
when Mr. Baxter contacted Mr. Wurlitzer and although
Mr. Hope-Jones had not been actively employed as
manager of the factory for a vear prior to his death,
one can readily see how closely his thoughts were ad-
hered to by the Wurlitzer Company. Mr. Wurlitzer
wrote to Mr. Baxter on January 4, 1915: “* As regards
distinetive varieties of tone color for each of the various
stops, here we feel none will question our supremacy.
Beyond dispute, the Unit Orchestra leads and always
has led in providing extreme colors. In this connection,
we venture to call attention to the fact that the variety
of tone an organ yields depends much less upon the
number of its stops than upon the degree of variance of
each from all others.”” Surely, this statement is a con-
cise explanation of the thought behind the Unit Or-
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chestra where the stress is on tone color in an endeavor
to emulate the orchestra.

The contract was negotiated on January 11, 1915.
The price for the instrument was fixed at $40,000. M.
Baxter provided the necessary alterations to the build-
ing for housing the organ which brought the total
expenditure to $50,000 for the completed instrument.
This amounted to the largest sum ever spent for an
organ in a motion picture theatre up to that date.

Mr. Henry B. Murtaugh, who was delighting andi-
ences on the newly-installed Wurlitzer in the Liberty
Theatre, Seattle, Washington, was consulted on the
specifications, and work on the theatre started imme-
diately. The first shipment left the factory on May 22,
1915. This was followed by two more consignments on
June 3rd and 4th—all by railroad from North Tona-
wanda, New York.

The end produet was a specification consisting of
twenty-eight ranks of pipes housed in six chambers
and controlled by a plain mahogany four-manual con-
sole situated mid-way in the orchestra pit, with 156
stop tablets. One of the prime reasons this organ proved
a delight to both audience and organist is that they
were both actually engulfed in the organ, as you will
notice by the following layout.

The Main Organ was located on the left side, and as
was the case with all the chambers, it was provided with
a ‘‘tone reflector’’ to focus the sound most advantage-
ously into the auditorium. This chamber contained the
following ranks and percussions.

16* Tuba Horn 85 Pipes 8 Salicional 61 Pipes
167 Clarinet T Sk 8 Viol d'Orchestra 85
16 Horn Diapason 73 ¢ 8 Viol Celeste T
8 Open Diapason T § Saxophone Gk
& Coneert Flute 85 « 8 Krumet gL ¥
Chrysoglott 49 Bars

Noteworthy is the fact that the Horn Diapason was
extended down to 167, called ‘*Bass'' in the Pedal. The
Coneert Flute did not extend down to the usual 16
Bourdon. Here, also, we notice the Saxophone and
Krumet—stops usnally found in the Solo Organ.

The Foundation Organ was situated above the pro-
cenium arch and contained these ranks:

16 Diaphonic-Diapa- Brass Drum-Tympani (large)

S0 73 Pipes Snare Drum 1
16 Tibia Clausa I 85 ¢« Snare Drum 11
8 Gamba 6l Tambourine
8 Gamba Celeste 6L '« Castanets
8 Vox Humana afh Cymbal, Crash
Cymbal, Band
Triangle

The twelve lowest pipes of the Diaphonic-Diapason
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extended down to 32, and were located in their own
chamber above a false ceiling running lengthwise of
the auditorium. Thus, this rank contained 85 pipes in
all. No part of this stop was effected by tremulant. The
Tibia Clausa I was unleathered.

The Unenclosed Percussion and Effects Chamber was
also located above the procenium arch immediately in
front of the Foundation Organ with both sharing a
common ornamental erill. Here was found:

Wood Harp 49 Bars
Xylophone I (large

Wind Machine

Lightning Effect
seale ) 37 Bars Fire Gong

Chimes ( Tower seale) 25 Tubes Auto Horn

Thunder Sheet Steamboat Whistle

Rain Maehine Telephone Bell

Surf Machine

The Wood Harp was a conventional Marimba with-
out reiterating action. It was eonstructed in the manner
of a regular instrument with divided naturals and
sharps unlike the chromatic scheme later employed in
organs. The Tower Chimes were the largest scale tubu-
lar chimes manufactured by Deagan. The lightning
effect consisted of an intricate array of eleetric bulbs
(the old hand-blown variety) concealed behind the or-
namental grill and put into action through a series of
pneumatic motors which operated electric switehes. In
the top of this chamber was the tone opening for the
32" Diaphone pipes.

The Solo Organ was on the right side, directly oppo-
site the Main Organ. This organ was entirely straight
with the ranks available on the Solo Manual only at
8" pitech—to other manuals only through coupling.
Here were found ;

8 Trumpet 61 Pipes Glockenspiel 37 Bars
8 Orehestral Oboe 61 ¢ Xylophone 11 37
8 Kinura 3 B L Sleigh Bells 25 Notes
8 Oboe Horn GF, . Bells 25 Notes
8 Tibia Clausa IT 61

8 Quintadena G1

The straight Solo Organ seems to have been standard
procedure in all Wurlitzer organs of large size at this
period. This scheme was abandoned in the case of the
larger organ in the Civie Auditorinm where the Solo
Organ is unified to a degree. The Isis Solo division is
identical to that of the early Style 35 of which there
were several installations prior to 1915. The Bells were
of the tuned door bell variety.

The Tuba Chamber was also located on the right side
of the theatre in a position slightly above and partially
behind the Solo Organ. Herein was contained the 167
Bombarde-Tuba Mirabilis consisting of 85 pipes. This
stop was voiced on 25” pressure and was not effected
by tremulant. The lowest eighteen pipes had wooden
resonators, but all of the pipes were reeds—not the cus-
tomary Diaphonic-Bombarde. For some unfathomable
reason, one lone percussion was found in this chamber

the Tom Tom. It is known that the Tom Tom, prob-
ably the first one ever used in a theatre organ, was an
after-thought of Mr. Baxter’s: but why locate it with
the Tuba Mirabilis?

In the back of the theatre on the right side was the
Echo Organ. Like the Solo Organ, this organ was also
straight except for the Bourdon which was drawn at
16" and 8" pitches. (The entire organ, excepting the
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Bourdon, was on one chest and affected by only one
tremulant. Everything was voiced on 67
Here were found:

pressure. )

16" Bourdon 44 Pipes & Vox Humana Gl Pipes
8" Horn Diapason -t TR 8 Vox Humana L R
& Gamba 61 4 Flute 61

Chimes (Class A) 25 Tubes

The 16" Bourdon and 4’ Flute were independent
‘anks. There is no indication that the second Vox Hu-
mana was tuned as a celeste rank.

The organ was officially opened on August 4, 1915;
and it was a gala affair. Mr. Wurlitzer had persuaded
Henry Murtaugh to come to Denver for the opening of
this organ. Carmenza Vander Lezz, employed by the
Wurlitzer Company as an official demonstrator, also
performed. In the audience were the principals from
the Wurlitzer Company, the Mayor of Denver, and
many other prominent loeal dignitaries. There is even
the story of the pedal tones causing the fragile electrie
filaments in the light bulbs to break, plunging the
theatre into total darkness for a period.

Mr. Murtaugh apparently remained at the Isis for
some time because early newspaper accounts make ref-
erence to his daily recitals. The organ was an impor-
tant and vitally needed addition to the musical life of
Denver at this time—a period when organs were called
upon to provide the musie now available to everyone
through radio, recordings, and orchestras. It was ac-
claimed as a great concert instrument and utilized by
the Chamber of Commerce as an example of one as-
pect of Denver’s eultural life. One Denver newspaper
stated: ““A feature of the city. Something that every
visitor must see at least once; and every citizen will
want to hear time after time.”” It is interesting to note
that the word ‘‘recital’” was always used in referring
to a performance, The term “*interlude’ is nowhere to
be found.

To quote from the various sources of publicity about
the organ seems unnecessary, but two outstanding facts
prove bevond any doubt the success of this instrument.
Mr. Baxter felt confident that the orean was sufficient
alone in its drawing power for him to give up every-
thing else in the way of music ; and because of inereased




attendance, he was able to pay for this organ many
yvears in advance of the stipulated agreement. $50,000
is a tremendous sum today, but in 1915 it was a fortune.
It seems doubly so when one is aware that admission to
the Isis at this period was a mere ten cents!

Through the 1920’s, the Isis remained a first-class
house ; but as the city grew and the years of The De-
pression descended, Curtis Street found itself too close
to the railroad tracks, literally. The city was forced to
expand to the east, and the newer section with its mod-
ern theatres commanded the attention of the erowds.
Thus, Curtis Street was relinquished to a less discern-
ing group.

The organ was last playved in 1939, Its **Swan Song™’
was played by a pert little lady by the name of Mary
Dobbs Tuttle. Mrs. Tuttle had been with this organ
from the very beginning. By 1939, not only the theatre,
but the organ itself was merely a shadow of its former
self. In an effort to draw patronage, an over-zealous
manager decided to present stage shows. However, the
Isis had been designed strictly for motion pictures and
it had no dressing rooms. Therefore, a junkman was
called in and the Main, Solo, relay and console were
literally axed and hammered into scrap to make dress-
ing rooms from the evacuated space. Although the de-
struction of the organ was a pathetic blunder, yet
needless to say, no bribery could cajole patrons into
this unpleasant neighborhood.

With the passing of time it was an accepted fact that
the Isis Wurlitzer no longer existed. Mrs. Tuttle men-
tioned to me in a conversation one day in 1952 that she
was certain some of the organ was still in the theatre.
It was not long before several organ enthusiasts were
able to investigate the situation. We discovered that
the Foundation Organ, the Tuba, and the Echo Organ
were still intaet, preserved in an excellent state behind
locked doors. What remained was acquired posthaste.
With the exception of the 32" octave of the Diaphone
and the 8 IHorn Diapason from the Echo which was
destroyed in an unfortunate aceident, all of this mate-
rial is now again in use or is being stored for future
use in various home installations throughout the country,

Thinking of the Isis Wurlitzer as a commercial ven-
fure, it must be acknowledged a complete success. As a
theatre organ, it must have been superb. Its limited
unification, as we may now reflect on more recent in-
struments, possibly leads us to look askance; but al-
though bigeer and more versatile theatre organs have
sinee been built, certainly few ever knew the glory of
the Isis. It was the largest of its day and remained close
to the top in size even when the last one was installed.
Its unfortunate ending is an ineident which has been
repeated time and again throughout America. Nothing
remains of the theatre itself today, for it was con-
demned and torn down this year.

A complete and authentic stop tablet layout follows.

SPECIFICATION—Four-Manual Wourlitzer Hope-Jones Unit Orchestra, Isis Theatre—Denver, Colorado

PEDAL (Com 2 Notes) Viol b )
Diapl’ﬁ)ne Eomyiss 3 3 16" gctfve Celeste (Viol) :'
u , ute
Disprone 32 Twelfth (Flute) 22/3
Dmtgla;idee 'lg' Piccolo (Flute) 2
Tibia Clausa | 16 s i
Er:énétiorn Diapason) {2’ «Ehwmg‘o"
TN . Snare Drum
;:’:E; ﬂé’rib"'s g, Tambourine
Octave, (Phonon Diapason) 8’ Carstanets S
Open Diapason g Solo to Accompaniment
Tibia Clausa | 8* .
Cello (Sal.-VDO.-V. Cel.) g Accompaniment Second Touch
Flute 8 Tuba Horn 8
Clarion 4" Diapason-Phonon
Piano 16" Tibia Clausa |
Bass Drum Glockenspiel
Cymbal Cathedral Chimes
Snare Drum %Ie_igh lBe"s
riangle
F‘ec!al Second Touch Solo to Acc. Second Touch
(with Pedal) Solo to Acc. Pizzicato Touch
Bass Drum One tablet to cause the pedal stops
Kettle Drum and couplers to move so as to fur-
Crash Cymbal nish automatically a suitable bass at
Cymbal all times.
Snare Drum Ten double-touch adjustable combi-
Triangle nation pistons.
Pedal Second Touch GREAT (Compass 61 Notes)
Amigkdle board) 35 Krumet (Ten. C) 16’
e . DOphicleide 16’
Ophicleide, Pizzicato Touch 32"  elarinat 16
Bombarde to Pedal Contra Viol (Ten. C| 16’
Creat to Pedal Tuba Mirabilis g
Echo to Pedal Tuba Horn 8"
Three adjustable Toe Pistons Diapason-Phanon 8
Open Diapason 8:
ACCOMPANIMENT Eipem Diapason 8¢
(Compass 61 Notes) Gamba: Celeste 8
%ogiraHViot (Ten C) lg' éa!xqph?ne g:
uba Horn arine
Open Diapason 8" Viel d'Orchestra 8
Horn Diapason g’ xiol Cﬁleste g
amba L rume i
GCamba Celeste 8" Salicional 8’
Saxophone 8' Concert Flute 8’
Clarinet 8’ Clarion (Tuba Horn) 4’
gio: g'(?rcthestra g’ egci’rave {Open) :
iol Celeste i
Krumet g ?Ictave Celeste (Violl 2
Salicional ' ute 4
Concert Flute 8"  Twelfth &N 3"
Vox Humana 8 Viel (VDO) 2!
Bells Piccolo (Flute) 4
Octave (Open) 4" Tierce (Flute) 113/5"

10

Piano 8
Harp

Xylophone

Sleigh Bells

Chrysoglott

Bells Reiterating

Octave Coupler

Solo to Great

Sforzando Touch

Great Second Touch

On~icieide 16°
Tunia Mirabilis 8’
Sforzando Touch

Solo to Great, Second Touch

Solo to Great, Pizzicato Touch

Ten double-touch adjustable combi-
nation pistons,

One tablet to cause the pedal stops
and couplers to move so as to fur-
nish automatically a suitable bass at
all times,

BOMBARDE

{Compass 61 Notes)

Bombarde 16’
Diaphone 16°
Tibia Clausa | 164
Tuba Mirabilis 8"
Diapason-Phonon 8"
Tibia Clausa | 8’
Gamba 8’
Gamba Celeste 8’
Vox Humana 8"
Clarion (Tuba Horn) 4"
Piccolo (Flute) 4°
Xylophone

Clockenspiel

Great to Bombarde
Great Octave to Bombarde

Sclo to Bombarde

Sftorzande Touch 1st and 2nd
Touch

Bombarde Second Touch
Bombarde 16*
Mandolin

One tablet to cause the pedal stops
and couplers to move so as at all
times to furnish a suitable bass.
Ten double-touch adjustable combi-
nation pistons.

SOLO (Compass 61 Notes)

Tibia Clausa 11 8’
Trumpet 8"

Orchestral Oboe 8
Kinura 4
Oboe Horn 8’
Quintadena 8’

Cathedral Chimes
Xylophone |
Clockenspiel
Xylophone |1
Sleigh Bells

Bells Reiterating
Harp

Chrysoglott

Six double-touch pistons.
ECHO ORGAN (Playable from

Pedal and Great Key boards)
PEDAL (Compass 32 Notes)

Beurdon 16°
Flute 4*
GREAT

Horn Diapaszn 8’
Gamba

Oboe Horn

Vox Humana

Vox Humana

Flute 4
Cathedral Chimes

GENERAL

Five tremulants: Main, Solo, Founda-
tion, Vox Humana, Echo.
Four expression pedals and indicating
keys: Tuba, Solo, Main, Foundation.
One Ceneral expression pedal and
indicating keys with couplers,
One balanced crescendo pedal.
One thunder pedal for 32" Diaphone.
One thunder pedal for Reed 16’
One thunder pedal for Tibia 16"
One double touch sforzando lever:
First touch—full stops wind.
Second touch—Full everything.
One double touch sforzande pedal.
First touch—Snare Drum.
Second touch—Base Drum, Cym-
bal.
Two blowers: 20 HP, 10 Hp.

EFFECTS:

Rain, Surf, Wind, Lightning, Thun-
der, Fire Gong, Auto Horn, Steam-
boat Whistle, Electric Bell, 3
birds (Solo, Main, Foundation).
Wind, Rain, Thunder and Light-
ning operated from buttons on
key cheeks,
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The Theatre Organ and its Tonal Design

C(’m:.\' THE Ruporrr WurpLitzer Manufac-

turing Company bought out the business and patents
of the bankrupt Rebert Hope-Jones in April 1910, an
interesting chapter in the history of American organ
building was opened. Neither party could foresee just
how and when it would end, much less what would be
contained in the pages between. But in 1943, when
Wurlitzer liguidated its pipe organ department, over
two thousand of its instruments all over the world gave
evidence that something had indeed been started in
1910. Moreover, several other builders had taken up
the tonal mantle of Hope-Jones. Though none of these
ever seriously threatened Wurlitzer’s vast output fig-
ures, many—such as Marr & Colton, Kimball, Barton,
and Robert Morton, as well as Compton and Christie
in England—bnuilt organs of execellent quality. How-
ever, it was the Wurlitzer company which most thor-
oughly exploited the new tonal ideas.

The many ingenious inventions of Robert Hope-Jones
are too well-known to recount in detail here ; but among
them may be mentioned countless features of the mod-
ern electro-pnenmatic orean action, second and pizzieato
touch, the unit system of tonal design, the extensive use
of pereussion tone in the organ, and a whole family of
radically-voiced stops on high wind pressures. At any
rate, almost all the distinetive features of the Wurlitzer
theater orzan were the work of this man—mnot to men-
tion also a number of developments in the communica-
tions field, a new type of storm warning signal used by
the Canadian Government, and a elever new method of
committing suicide, which he himself unfortunately
saw fit to use in 1914,

While Hope-Jones’s inventions were originally con-
ceived as improvements in the field of legitimate organ
construction, it was left to the Wurlitzer company to
adapt them to the needs of a swiftly-growing new mar-
ket : the motion picture theatre. Movies in those days
were all of the silent varviety (indeed, the appearance of
talking pictures in 1927 sounded the death knell of the
theatre organ). Orchestral music to accompany them
had been tried and found wanting, and it was left to
the versatile unit organ to fill the gap. After all, an
orchestra was tied to its score, but not so the resource-
ful organist who was free to improvise a running ac-
companiment always in keeping with the mood of the
flickering images on the screen. Later the organ was
used extensively as a solo instrument and so found its
way into the movie palaces of the late twenties, as well
as into radio stations, ballrooms, and other places of
enfertainment.

Artistic Value

It is unfortunate that the present-day organist usu-
ally has a low regard for the artistic merits of the
theater organ and its music. While, to be sure, in many
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cases such opinions were more than justified, we ven-
ture the observation that even today too much artisti-
cally valueless musie is heard—in many cases played by
the very same eritics who consider the theatre organ
beneath their dignity. To be sure, the latter instrument
was useless for the performance of most of the tradi-
tional organ literature, which being largely polyphonie
in texture and not relying so heavily on the element of
tonal color, requires an instrument designed on the
basis of contrasting manual and pedal flute and prin-
cipal choruses. But certainly the careful tonal work of
Whurlitzer, and less yet the excellent plaving of such
men as Reginald Foort, Jesse Crawford, Stuart Barrie,
Richard Leibert, Quentin Maclean and many others
can not so lightly be cast aside. Entertaining, often
highly orchestral, and yet more often extremely roman-
tic it was to be sure, but nevertheless always carefully
thought out and eminently musical. To hear such an
artist as Emil Velazeo (who had studied composition
with Leo Sowerby) improvise an accompaniment to a
silent picture was said to be a revelation, and we are
fully prepared to believe it.

Now exactly what were the fonal resources demanded
by this new school of organists? They can be sum-
marized as follows:

1. Highly characteristic primary tone colors capable
of being freely mixed to provide a wealth of
subtle effects,

2. The extreme flexibility offered by the unit system.

3. Rapid and responsive key, stop, and expression
control.

4. Second-touch keyboards, making possible hith-
erto impracticable uses of counter-melodic ef-
fects.

The tonal palette of the theatre organ may be con-
veniently divided into two distinet classes: foundation
stops, and eolor-producing stops. The foundation stops
provide a smooth, sonorous sub-structure with which
the various registers of the color-producing group blend
to produce the rich, many-voiced ensemble effects typ-
ical of the theatre organ.

At this point it must be clearly understood that these
diverse elements are perfeetly capable of blending into
a homogeneous whole, previous writers to the contrary
notwithstanding. The tonal glue which makes them
cohere is the free use of the tremulant or more cor-
rectly, many tremulants beating against each other in
such a way that the regular, mechanical pulses of each
are lost to the ear in the vibrant sound resulting. In
theatre playing, the normal use of the tremulants is to
keep them on all the time, taking them off only for spe-
cial effects. Moreover, every rank in the organ will be
affected by one tremulant or another, and many of the
more important stops will have ones of their own.

This free use of the tremulant may not seem quite so
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vulgar when it is observed that many other instruments
—for example, the violin or the human voice—depend
to a large extent on the vibrato for their most beantitul
string bowed without the vibrato, the greater part of
and characteristic tones. Like a high-pitched violin
the theatre organ’s voices tend to sound qguite metallic
and unsympathetic without a fairly heavy tremulant.

With this factor in mind, let us now proceed with our
classification and deseription of the instrument’s fonal
resources. We shall then be in a position to consider
just how they are disposed between the various divisions
of the organ.

Class I. The Foundation Stops.

A. The Tibia family. **Sobbing Tibia'’ tone is to the
theatre organ what prineipal choruses are to the legiti-
mate organ. It can be deseribed as extremely hollow,
smooth and pervading flute tone.

B. The Diapason family. The theatre diapason is much
fuller and smoother than the traditional principal. Usu-
ally the range below is composed of diaphonie (valvu-
lar reed) pipes, which speak much more promptly than
low-pitehed flue pipes.

C. The Flute family. This group also includes the dul-
ciana and quintadena, and provides neuntral founda-
tional accompaniment tone.

D. The Smooth Reed family: Tubas, Oboe Horn,
French Horn. These stops are characterized by sonorous
horn tone.

E. The Full-Toned Percussions: Piano, Marimba, and
Harp Chrysoglott.

Class I1. The Color-Producing Stops.

A. The String family: Theatre strings are generally of
very keen intonation,

B. The Brass family: Trumpet and English Post Horn.
The theatre organ trumpet has resonators of spun brass,
and is a close imitation of the orchestral trumpet played
mf. The Post Horn is a development of the Iope-Jones
“Dounble English Horn™ producing a loud, tearing
sound closely resembling that of the orchestral trumpet
played ff. 1t is constructed with large “*duckbill”’ shal-
lots and thin tongues, and serves as a dominating solo
I'l‘l'll.

C. The Orchestral Reed family: Clarinet Orvchestral,
Oboe, Cor Anglasis, Saxophone. The Wurlitzer reed
voicers turned out some amazingly characteristic stops
in this group. Their Clarinet was pretty much standard.
The Saxophone was a quarter-length Brass Trumpet.
The Orchestral Oboe was % length, of very small seale,
and had Kinura type tongues and shallots. The Cor
Anglasis was like the Orchestral Oboe, but of larger
scale and of § length. An example appears at the Fisher
Theatre, Detroit, and is an excellent stop indeed.

D. The Piquant Reed family: Kinura, Krumet, and
Musette. These bear a striking resemblance to the
sehnarrwerk of the old German baroque organ. The
Kinura, having thin tongues and shallots and almost
no resonators, produces a sharp, buzzing sound not un-
like that of the jews’-harp. The other two stops are
modifications of the first, The Krumet has full-length
medium-scale eylindrical resonators and emits a hollow,
wailing tone; the Musette has eighth-length eylindrical
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resonators and is probably the best blender of the three.
E. The Vor Humanas.

1. The Thin-Toned Persussions: Xylophones, Bells, and
Chimes.

G. The Non-Tonal Percussions: Drums, Traps, and
various sound effects for silent picture accompaniment.

Organization

Now that we have eclassified and deseribed the con-
tents of our tonal paintbox, the next step is to see how
they are organized into a nseable pattern. After an ex-
amination of several hundred instruments, the writer
believes that a unit organ is best balanced tonally if its
pipe work is distributed as follows: 10 per cent Tibias,
10 per eent Diapasons, 10 per cent Flutes, 20 per cent
Strings (half unisons and half celestes), 10 per cent
Smooth Reeds, 10 per cent *‘Brass,”” 15 per cent Or-
chestral Reeds, 5 per cent Piquant Reeds, and 10 per
cent Vox Humanas, Of course few instruments will fol-
low these percentages exactly; but an ideal scheme of
20 ranks will be given below.

In the so-called “‘straight’ organ, each manual con-
trols a separate department ; if enclosure in swell boxes
is desired. no problems avise as to what should be con-
tained in each. However, in the case of the unit organ,
in which the entire instrument is treated as a single
pool of tonal material made playable from several
manuals and pedal, any division of this material into
separate chambers must perforce be an arbitrary one.
In his early organs, Hope-Jones used a system of five
chambers patterned after the instrumental sections of
the orchestra: Foundation, String, Woodwind, Brass,
and Percussion. Such a scheme, however, had two seri-
ous defects, In the first place, it was impossible to con-
trol separately the volume of solo and aceompaniment
parts when both were played on voices of the same tonal
family. Secondly, the instrument pretty much had to
be located in one place, whereas most theatre organs
were installed divided on opposite sides of the pro-
seeninm. It would not do to have the listeners near one
side of the auditorium hear nothing but string and
woodwind tone, while those on the other side were bom-
barded with all the foundation, brass, and percussion
stops. The logical solution was to provide a representa-
tive selection of voices at each side of the theatre. This
soon became standard practice,

Probably nine out of ten Wurlitzer organs are
found divided fairly equally into Main and Solo cham-
bers located on opposite sides of the building, and in
the few instruments large enough for a more elaborate
scheme, two more chambers are added—a Foundation
to go with the Main, and an Orchestral to share the
cther side with the Solo. Although the tendency was to
place the more colorful voices in the Solo and Orchestral
chambers and the tones of the accompanimental mate-
rial in the Main and Foundation, the distinetion was
never very clear-cut.

Sample Specification

At this point in our discussion a sample stoplist may

profitably be presented.
Following the above prineiples in an organ of medium
(Continued on page 16)
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THE SPINNING ORGANS—

’EIII FOLLOWING SURVEY comprises dise and tape
recordings available as of August 1, 1955. Not in-
cluded are repressings of old 78-rpm masters under new
LP labels (Gramophone, Plymouth, Pontiac, Reming-
ton, Royal, and Varsity ) on which the organist’s name
is either not mentioned or is stated as a nom de plume.
These records cater largely to department store patrons
and retail for less than one dollar, including the 12-in.
dises. In several instances the dise jacket carries the
phrase " Recorded in Europe’’ obviously with the de-
sign of inducing purchase by the indiseriminate buyer.

[t is not the purpose of this review to comment on

the merits or demerits of organ recordings, either from.

the standpoint of the recording technique or the musi-
cianship of the recording artist. Not only is there wide
variation in the fidelity of play-back equipment but
musical preferences of individuals vary. That which
appeals most favorably to one listener may be ill-re-
ceived by another. The Ameriecan Association of Theatre
Organ Enthusiasts appreciates any activity on the part
of any recording company to record the music or the
organ. To such companies which have already made a
commendable start in this direction we say “*Thanks.
Keep them coming!™

Re-issues on LP
(Released Prior to Jan., 1955)

Columbia Albums 92 and 137, featuring DON BAKER at the
3m/24r Wurlitzer, New York Paramount Theatre Studio are
available on 10-in. CL 6037 at all record shops.

JESSE CRAWFORD, also on the Paramount Studio organ,
is featured on Decca LP Albums 5058 “In a Monastery Car-
den ;” 5059—“When the Organ Played at Twilight;” and 5581
“Lead Kindly Light,” the latter a group of hymns with instru-
mental accompaniment.

A group of selections by RICHARD LEIBERT, previously is-
sued as 78's by Viector are now available on two 12-in. Camden
labels: Cal 169 “Dick Leibert at the Console” and Cal 200—
“Mellow Moods.” Featuring the Radio City Musie Hall 3m/12r
studio Wurlitzer with instrumental accompaniment the selec-
tions include a group of Strauss waltzes and standard favorites.
The same label includes Cal 143 “Organ Cameos” and Cal 132
“Pamous Melodies” by the late LEW WHITE, again a re-issue
of popular favorites previously issued as singles under the
Vietor label.

Two choice dises by the inimitable GEORGE WRIGHT at
the N.Y. Paramount Theatre Wurlitzer under the King label
are available at all record shops. Dise #265-3 (“Always,”
“Stardust,” “Night and Day,” “Body and Soul,” “Begin the
Beguine,” “Smoke Gets in Your Eyes”) and #265-19 (“Brazil,”
“Blue Moon,” “Espani Cani,” “Birth of the Blues,” “Honky
Tonk Train Blues,” “Falling in Love with Love").

LP Recordings
(Released Prior to Jan., 1955)

The Replica Record Co., 7210 Westview Dr., Des Plaines, 111,
deserves hearty congratulations for its recording efforts in be-
half of the pipe organ. To quote from a leaflet distributed by
the company, “Replica Records is off to a fast start and intends
to hold its lead in production of fine pipe organ records. From
the start it was evident that they had set a new standard for
faithful reproduction of the elusive pipe organ tones. You
haven't heard pipe organ musie like this on records before-
they simply didn’t make them. With the advent of high-fidelity
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equipment it's at last possible to do justice to a too long
neglected musieal instrument. IHigh Fidelity magazine ecalls
these records ‘beautifully engineered’ and you'll agree when
vou hear them. Any doubting Thomas about hi-fi's superiority
over standard recording will be sent scurrying for an equip-
ment catalog when he hears these records. This is truly hi-fi at
its hest, Any one of the following albums will take its place as
the ‘piece de resistance’ of your record collection.”

Replica 33X501 and 33X503 feature LEON BERRY, the
popular organist at the Hub Roller Rink, Chicago, Tllinois, at
his 2m/6r unit organ. Those who like organ musi¢ embellished
with traps and percussions will definitely want these record-
ings. Rep. 33X500 features BILL KNAUS on the 3m Wurlitzer
at the famed Trianon Ballroom in Chicago on a platter titled
“The Latin Set,” selections including “Orehids in the Moon-
light,” “El Choclo,” “Tico Tico,” “Siboney,” “Brazil,” “Night-
ingale,” “Jealousy,” and “Lady of Madrid.” The equally popular
Aragon Ballroom, where Wayne King and his orchestra rose to
fame, exploits the 3m Wurlitzer by HAL PEARL on Rep.
33X502—“Dizzy Fingers,” “Malaguena,” “Canadian Capers,”
“Song of India,” “Stan Takes a Holiday,” “Espani Cani,”
“Flapperette,” and “Polly” and the theme from Grieg's “Piano
Coneerto.”

The popular English organist, H. ROBINSON CLEAVER,
whose many recordings on the English Parlophone label are
well known to organ record collectors in this country, exploits
the 4m/14r Wurlitzer at the Granada Theatre in Tooting, Lon-
don, on three dises released by U.S. Decca: DL 35360—“The
Church Organ”—includes “War March of the Priests,” “Even-
song,” and other well known classies; DLAG38S “As Time Goes
By and DL5492 “Organ Moods” are delightful groups of stand-
ard favorites.

Known to many radio listeners as “Edwin LeMar” through
his transcribed organ programs and as the piano accompanist to
Bing Crosby and Rosemary Clooney, BUDDY COLE’'S organ
interpretations are unique. He plays his own Robert-Morton
3m/10r organ on several of the selections in Capitol Alh, H-206
“Moonlight Moods™ and H-9002 “Organ Plays at Christmas.”

A library of 150 masterpieces on twelve 12-in. records
(LP101-112) is available from The Summit Sound Systems Co.,
917-19 E. Market St., Akron 5, Ohio. The organist is WILLIAM
MEEDER at the console of 3m/9r Kimball of the Columbia
Broadeasting System, New York City, which was originally the
studio organ that the late Lew White used for many of his
Vietor recordings.

The early Vietor pipe organ recordings of the late THOMAS
“FATS" WALLER are prize collector’s items. Two selections
“l Believe in Miracles” and “Don’t Try Your Jive on Me”
the former recorded in this country in 1935 with a small band,
the latter in London in 1938, appear on Victor's LPT 10-in.
Album—*“Swingin’ the Organ.” The other items on the disec are
Hammond.

REGINALD FOORT needs no introduetion to organ fans in
America. His early recordings on the U.S. Decca label, featur-
ing the 4m/36r Wurlitzer of the N.Y. Paramount Theatre,
while no longer available, are well-remembered. Now residing
in Chicago, Illinois, “Reggie” continues to thrill his organ fans
with his recordings for Cook Laboratories under the label
Sounds of our Times. Five 10-in. dises have been released, the
first four featuring the 3m/17r Wurlitzer at the Mosque Civie
Theatre in Richmond, Virginia, the other the 4m/36r Wurlitzer
at the Fox Theatre, Detroit, Michigan. Dise #1050 includes
“Hungarian Rhapsody No. 2, “Giselle Waltz,” “Bells of St.
Mary's,” “Londonderry Air,” “In a Persian Market,” Coppelia
Waltz,” and “Zampa Overture.” 1051 offers “Orpheus Over-
ture,” “Nocturne” (Grieg), Scoteh medley, “Flight of the Bum-
blebee,” “Sleeping Beauty Waltz,” “Parade of the Tin Soldiers,”
and “Jealousy.” On #1052 are “Percussion and Pedal”—“St.
Louis Blues,” “Dust Storm,” “Stars and Stripes Forever,” “In
a Clock Factory,” “Nightmare in the Mosque,” Finale from
“Dance of the Hours.,” #1053 has “Foort at the Mosque'”—
“Scherzo in E Minor” (Mendelssohn) “To the Spring,” Prelude
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M Ay I commENCE by saying how much I appreciate
the honour your Editors have given me, in asking me to con-
tribute an article to the very first edition of Tue Tinia. T eon-
trol, as some of you will already know, The Robinson Cleaver
Theatre Organ Club, and its subsidiary publication Theatre
Organ Review. My committee join me in wishing your enter-
prise every sueccess, as 1 know that the theatre organ has a
lure to the old and young alike—and at heart we arve all
yvoungsters !

Coming to organ topies, during 1954 T personally covered
eighty-eight theatre organ shows in England and Scotland,
trom as far afield as Aberdeen in the extreme North, to
Bournemouth in the sunny South. This grand total of organ
solos covered the three main types of organs used in the
British Isles, namely Compton, Christie, and Wurlitzer. The
three main cinema eirenits (Associated British Cinemas,
Odeon Theatres, and Granada Theatres) were included in my
visits, as well as several independent concerns.

During 1954, the position of theatre organists here in the
British Isles was as follows: Associated British Cinemas have
an excellent team of fifteen who tour the country, and whose
welfare is controlled by a Musical Director who is himself a
well known broadeasting organist. Odeon Theatres have but
three organists in England, all of whom are based in the West
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End of London. They also have another organist in Kire, who
is extremely popular in Dublin. In the latter part of the year,
Granada Theatres reduced their organ staff by three, leaving
only four to tour the cirenit. However, 1955 sees the three
displaced organists playing on Sundays for the company, so
it 1s now a case of “organ-ising” on Sundays as well as week-
days at several Granada houses. The number of organists em-
ployed by independent conceerns is but small.

On the Continent there are numerous electronie jobs to be
heard, but too few pipe organs. In Holland, however, the posi-
tion is reversed, for the two main broadeasting systems have
theatre organs in their studios. Germany (Hamburg) and
France (Paris) also use theatre organs, but less frequently
than Holland. Denmark gives oceasional Wurlitzer hroadeasts,
but not to the extent of pre 1939. The remainder of Europe
is lost as far as theatre organ music goes, so it appears that
the British Isles are still the last hope in the field.

I hope you will forgive me for not mentioning one solitary
organist’s name, but like yvour organization, one must com-
mence {rom the roots, and then braneh forth into blossom, so
that all being well, the organists will eome in due time. Nev-
ertheless, to mention all the organists over here would com-
plete one copy of your publication, so be content, and wait
for the next issue.

to 3rd Act of “Lohengrin,” “In a Monastery Garden,” “Light
Cavalry Overture,” “Wine, Women and Song,” “Anvil Chorus.”
#1057—"Foort Pops”—“Smoke Gets in Your Eyes,” “The Con-
tinental,” “My Heart Stood Still,” “I’'ll S8ee You Again,” “Night
and Day,” “All the Things You Are,” “Blue Tango,” “Lover,”
“My Heart Stood Still.”

Two dises featuring TRUMAN WELSH on the Amphitheatre
unit organ in Paramount, California, were released under the
Broadcast label: #608—“La Rosita,” “Pizzieato Polka,” “La
Cumparsita,” “Someday,” “Romance,” “Frasquita’s Serenade,”
Drigo’s “Serenade,” “Vilia”; #612—“I Love You,” “Kiss Me
Again,” “Ramona,” “Blue Tango,” “I’ll Always be in Love With
You,” “Smoke Gets in Your Eyes,” “Mexieali Rose,” “La Golon-
drina.”

To those who are interested in hymns and sacred selections
played on the “theatre” organ, the recordings of PAUL MICK-
ELSON and LORIN WHITNEY will be of interest. A variety
of dises are available from Christian Faith Records (4705 Elm-
wood Ave., Los Angeles, Cal.), and International Sacred Rec-
ords (6404 Hollywood Blvd., Hollywood, Cal.). Most of these
recordings are available from dealers in religions articles, many
of whom earry good stocks of sacred recordings.

The Replica Record Company, as its first new offerings for
1955, brings more of the “stunning tonal combinations” of
LEON BERRY on Rep. 33X505—Vol. III of “Glockenspiels,
Traps, and Plenty of Pipes,” Rep. 33X504 (12-in.) features AL
MELGARD, a pioneer radio organist of Chieago at the “World’s
Largest U'nit Organ”—the 7m Barton at the Chicago Stadium:
“My Vision,” “Whistling Farmer,” “Drifting and Dreaming,”
“Barn Dance Medley,” “Naughty Waltz,” “Invercargill Mareh,”
“Dream Train,” “International Medley,” “Pennsylvania Polka,”
“Chop Buey” and “Glide Waltz.”

The organ stylings of PAUL GARSON, well known as or-
ganist on the popular radio serial drama “One Man’s Family”
and whose organ transeriptions have been widely used in radio
broadeasts, are available on sixteen 12-in. Hi-Fi recordings
from Century Studios, 5864 Hollywood Blvd., Hollywood, Cali-
fornia.

“GORDON KIBBEE plays the Mighty Wurlitzer Organ” is
the title of Album #7002 by Starlite Records, 858 Vine Street,
Hollywood 38, California. Selections are: “I Could Write a
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Book,” “Bewitched,” “Do it the Hard Way,” “You Mustn't
Kick it Around,” “Circus on Parade,” “My Romance,” “Over
and Over Again,” “Little Girl Blue,” “The Most Beautiful Girl
in the World,” and special arrangements of “The Continental,”
and “Louise.” The organ is the Wurlitzer 5m/22r residence or-
gan of Richard Vaughn.

Any of our readers who are familiar with the unique organ
stylings of GEORGE WRIGHT on Regent and King labels are
in for an unusual treat (see ad elsewhere in this issue), Com-
ments Mr. Wright:

“I signed up with High Fidelity instead of a major for
two good reasons. I'm allowed to choose the selections I re-
cord and they are perfectionists in the field of reproducing
sound with startling realism. In short, I want to record things
I like to play and I want them to sound right.”

Another 12-in. dise and several 45's are being readied for
release. Of the latter, R-501 is now available with the follow-
ing selections: “Melody—of Love?” (Medley)—“Melody of
Love,” “Waltz of the Bells"; Davy was Crocked!—“The Ballad
of Davy Crockett,” “Yankee Doodle,” “Girl I Left Behind,”
“Hearts and Flowers."”

Five dises by TRUMAN WELSH, Broadeast 100 to 104 inclu-
give, were released.

Additional saered recordings hy HERMAN VOSS, are avail-
able from Singspiration Records, I>. O. Box 1, Wheaton, [IL

Recorded Tapes

It was inevitable that the next step for the hi-fi organ enthu-
siast would be tape recordings. Already several recorded tapes
are available., Omegatape 7009 features GORDON KIBBEE at
the Vaughn 5m/22r Wurlitzer (selections ecited above). It may
be proecured from the International Paeifie Recording Corp., at
either 520 Fifth Ave., New York 36, New York, or 858 Vine
St., Hollywood 38, California.

The A-V Tape Libraries, Inec., 730 Fifth Avenue, New York
19, N.Y., has issued an “Organ Reveries” series: #601, 602,
603, 604 by an unidentified organist.

From High Fidelity Recordings, Ine., 6087 Sunset Boulevard,
Hollywood 28, California, recorded tapes by GEORGE WRIGHT
on either 15 or 74 ips dual or single track HI-FI tape, are avail-
able, the selections as previously ecited.
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Profiles of Organists-Jack Thomas

[ S\ EIGHT-YEAR-OLD BOY sitting in the Ifirst

Presbyterian Church of Taylorville, Illinois, many
vears ago was spellbound as his eyes feasted on the
gilded array of display pipes fronting the first pipe
organ he had ever heard or seen. In a moment, the
mighty pedal notes of the diapason and bourdon joined
the manuals in the mighty paen to God, ““Holy, Holy,
Holy,”" and the die was cast once and for ever. Ilis de-
termination, born some forty years ago, has strength-
ened and his love for the organ is today stronger than
ever. John R. Thomas was that boy.

His first teacher was T. 1. Rickaby, now deceased, a
gentle, patient teacher, for many years Organ Editor
of the Etude and for some thirty years organist of that
Presbyterian Church. Rickaby was patient, but in-
sistent on a good technique and a solid grounding in
theory and harmony. Several years work with “*T. 1..77
was only the beginning.

A sign across the front of the Capitol Theatre read—
A New $25,000.00 Micary Wurnitzer Pipe OrGaN
Now BeiNa Insravrep N THis TreATRE.” There was
much exeitement about the new theatre and the new
organ and the new organist, a very important man
from St. Lonis. Iis name was Walter Parker and the
organ was a mighty nice little 2m/8rs Wurlitzer: 5
ranks, and xylophone, chimes, Glock, and traps in the
Solo orgar ; 3 ranks, and Chrysiglott Harp in the Main
organ ; five pistons on the Solo, 5 pistons on the accom-
paniment, and 3 pedal pistons; two balanced swell
pedals and all the bird ecalls, surf, thunder, train, et
cetera on the toe studs. It was all wondertul and new
to Thomas who immediately started studying with Walt
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Parker. It involved doing some janitor work, organ
repair work ; then, as studies progressed, work as relief
organist and later at this same house as feature organist.
When Parker left this house he took Thomas with
him as assistant first to B. St. Louis, then St. Louis,
and to Gary, Indiana. Parker left Gary to go back to
St. Liouis and Thomas went to Chicago—the Marshall
Square, Schoenstadts Piceadilly, the Marboro. On to
Detroit—the Astor, the Dexter, the Fenkell, Frank
Wetzman'’s Avalon, the Oriole (now “*Prophet Jones"’
negro church), the Great Lakes, and the Fisher, then
came those little blue slips in the pay envelope—**The
company exercises its option to terminate your contract
with two weeks notice . . ."" **Tawkies’’ were here.
1931—show business was dead. Show business? . . .
all business. Thomas was working as a clerk for the
Peabody Coal Company and playing again in the little
Presbyterian church at Taylorville. One morning he
went down to the theatre and talked to George Mon-
tray, IFox Midwest manager. Montray gruffly gave per-
mission to work on the organ and to use it for practice.
Wasn’t going to spend any money, though, didn’t mind
burning a little juice. In two weeks the little Wurlitzer
was singing sweetly and Thomas was signed up to do
organ solos and community sings. Division manager
McCarthy became interested and a contract was the
result calling for a series of guest spots throughout the
Fox Midwest eireuit. Again it was ““Jack THOMAS AT

THE Micary WurLmzer . . . THE SiLveER-THROATED
Kingen . . . Tae MagNiricEsT Magk AxD (ConrTon.”

The Kansas City Star station, Loew’s Midland, The
Fox St. Louis, The Fox Lincoln, The Fox Capitol,
WTAX Springfield, WCBS. As Mark Twain said ‘*and
others too humorous to mention.”’ One of these was the
tiny three-rank Wicks at Nokomis, Illinois, where they
stoked the furnace all afternoon to get the house warm
enough to open and promptly at the end of the first
show the local boys would go tearing out the two rear
exit doors bringing an abrupt 30- to 40-degree drop in
temperature. Part of one winter was enough. Also the
chore of playing the lovely little 3m/10r M&C from
WJR and WXYZ in Detroit to the accompaniment of
about 200 cages of **IHartz Mountain Roller Canarys’
(the sponsor sold the canaries by the trainload ). Thomas
still ecan’t stand canaries. In fact, he just tolerates
daughter Carole’s parakeet. His special pets are his
English Bull dog and Schnappsie, a pedigreed Dachs-
hund.

His last theatre work was at the 4m/20r Wurlitzer
at the Palace in Dallas, on which organ he still records
for transeription. He teaches, (daughter Carole being
one of his pupils) and tries to spend as muech time as
possible with his family: wife Lela, an amateur or-
ganist who enjoys her studies and two other danghters
besides fifteen-year-old Carole, Jo Anne, 11 and Becky
5. Oh yes!—His hobby? ... ... playing the organ!
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TONAL DESIGN OF
THEATRE ORGAN

(from page 12)

size—20 ranks—we arrive at this scheme as a fair ex-
ample of balanced design :

Chamber Rank l:;:::'&‘:% Bur;ut:ved 3";?::;:
S Solo Tibia 15 16"-8"-4 85
Clausa
M Tibia Clausa 10 Tc 16°-8"-4'-22/3"-2" 85
M  Diaphonic 15 16°-8 -4’ 85
Diapason
M  Horn Diapason 10 Tc 16’-8'-4'-22/3"-2’ 97
M Concert Flute 10 16"-8"-4"-2 2/3"-2"-1 3/5" 97
M  Flute Celeste NS 8'-4 61
M  Salicional 10 Tc 16'-8'-4-22/3"-2' 85
M Voix Celeste 10 Tcl6&-8-4 73
S Violin 10 16’-8"-4' 85
S Violin Celeste 10 Tc 16-8-4' 73
S Tuba Sonora 15 16"-8'-4 85
S  Trumpet 10 Tele-8-4 73
S English Post 15 Tc 16°-8 61
Horn
M  Oboe Horn 10 8'-4 73
S Saxophone 10 Tcl6-8-4 742
M  Clarinet 10 16'-8’ 73
S Cor Anglais 10 Tcl&-8 61
S Musette 10 Tec l6-8 61
S  Solo Vox 10 Tc l16-8-4 73
Humana
M  Vox Humana 6 Tcle-8-4 73

Percussions:

M : Chrysoglott and Vibraphone; set of traps and effects.!

S: Chimes, Xylophone, Glockenspiel and Orch. Bells, Sleigh Belis,
Marimba and Harp.

Unenclosed: Piano & Mandolin, Master Xylophone.

Console Layout

One matter yet remains: that of the organization of
manuals and registers at the console. The Wurlitzer
scheme, from bottom manual to top, was as follows:

L. Aceompaniment—providing an equipment of stops,
principally at 8" and 4’ piteh, for accompanimental
purposes. The drums and traps play exelusively
from this manual and the pedal. A number of solo
registers at 8 piteh appear on the second touch.

II. Great—the ensemble manual, commanding the en-
tire tonal contents of the organ, and useful for solo
or accompanimental purposes as well. A wide selee-
tion of stops appears at 16, 8, 4, 2" and mutation
pitches; also the full complement of tonal percus-
81018,

ITI. Bombarde—playing the dominating solo voices of
the instrument at 16", 8, and 4’ piteh.

IV. Solo—providing a colleetion of the solo possibili-
ties of the organ, chiefly at 8 piteh, as well as a
group of percussions,

1 The writer looks with disfavor on the usual practice of locat-
ing all the non-tonal percussions in the Solo chambers. After all,
these stops are used chiefly with the aceompanimental part in
playing and are more easily controlled if located in the same
swellbox as the accompanimental flutes, strings, ete.

16

V. Pedal—equipped with a group of appropriate 16
and 8 stops useful in playing the bass line of a
composition, and also operates exclusively the Cym-
bals, Bass Drum, and Kettle Drum on either first
or second touch.

In a three-manual instrument the Bombarde would
be omitted, and in a two-manual organ the Solo would
also be left out, the Great, however, taking its name.
Thus a two-manual’s keyboards are named Aceompani-
ment and Solo, though the Solo is really more like a
Gireat.

As must be obvious, couplers are of little use in an
instrument in which virtually every voice plays at sev-
eral pitches on each manual and in the pedal, and so
even in large theatre organs few of them are really
needed except for sheer playing convenience.

And so we come to the end of our diseussion. We have
traced the development of the theatre organ, defined
and classified its tonal equipment, and seen how its re-
sources are organized for action,

The writer hopes that this brief treatment will be of
use to designers of unit instruments and will aid them
in achieving well-organized tonal schemes. The import-
ance of such organizations cannot be over-estimated.
On them depends whether an organ will easily do what
its player wants it to do, or whether it will be an indi-
vidualist with a one-track mind, suitable for specialized
use only and constantly frustrating the attempts of an
organist to use it effectively in the performance of all
tyvpes of musie.

FATHER OF THE
THEATRE ORGAN

(from page 7)

alities might expect. Hope-Jones was hired as a sales-
man according to Mr, Skinner, but that title could
scarcely have described Hope-Jones’s estimate of him-
self. One incident will illustrate. Skinner was chosen
to build the organ at St. John’s Cathedral, New York,
but on the understanding that Hope-Jones would have
no part in the project. Technicalities held up delivery
to Skinner of the contract, but he wired the good news
to the factory and then took the train to Boston. When
he arrived the next day he read in the papers that the
contract had been given to the Skinner Company be-
cause of the admiration of the cathedral authorities for
the work of Hope-Jones. Skinner was not willing to
concede any virtue whatever, and very little originality
to Hope-Jones’s work. According to him the Skinner
magnet and electric action were taken over by Hope-
Jones who claimed them for his own, and the suitable
bass was invented by Skinner to comply with one of
Hope-Jones’s contracts,

Hope-Jones brought in three contracts while with
Skinner. The last was for Park Church, Elmira, N. Y.
and with it, the curtain goes up on the real story of
the Hope-Jones organ, and of his own colorful, fasci-
nating and highly controversial career in the United
States.

(To be continued)
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Announcing the NEW

QUINBY

ORGYPHONE
(ELECTRONIC)

Unlike any Organ you Ever Heard —
Startling New Effects

PEDAL 32 Grunt
16’ Groan
16’ Buzzetta
16" Bumpette
8’ Snarline
8’ Foghorna
4' Hootnanny
(General Aggitator, Adjustable)

GREAT 16" Vulgaria
8’ Bellophone
8’ Fox Harmonica
8’ Hysterica
8’ Llamableat
8" Seismographone
4’ Hecklefon
2" Weepette
2-2/3' Decadent
1.004" Fizzlette

(Ceneral Jitterator)

SWELL 16" Hiccuphone
8’ QOutblatt
8’ Bawdette
8’ Bray de Burro
5.9’ Dottie Lamour
5.4" Gretta da Garbo
4" Bassinet (1 Rank Mixture)
2" Whimperine
6-7/8' Dopple Gedeckle
1-1/2" Mutilation
(Powerful Pulsator)

CHOIR 6’ Double Bourbon
8’ Open di Vodka
8’ Cornodiesel
8’ Boisterio Profunda
8" Horribellow
8’ Contra Wrangle
8" Unprinciple
4" |et Exhaust
2" Viiolate
1" Mal de Mer
(Sub and Super Tremblator)

All facilities completely unified, superimposed, inter-
locked, and coupled. There are 444 Pistons for Com-
binations, with |BM punched card electronic calculator
cross-index inventory control.

A full assortment of Percussion effects is also
available as additional accessories. All voices are
appropriate for Residences, Funeral Parlors,
Amusemgnt Parks, etc. NOTE: Never attempt to
tune or voice any of the Quinby Orgyphone stops.
They have all been adjusted at the factory to the
best of our ability, and it would be futile to
attempt any improvement,

(No orders can be taken now:
production is sold out until

October 21, 1969)

QUINBY
ORGYPHONE LABORATORY

South Insomnia, N. J.

“GEORGE WRIGHT

plays the

MIGHTY WURLITZER
PIPE ORGAN™

George Wright is best known as Organist of
the New York Paramount Theatre where for
several years his artistry entertained throngs
of New York theatregoers. More recently he's
doing Radio and TV work in Hollywood. The
organ recorded is among the largest theatre
pipe organs ever built by Wurlitzer with five
manuals.

available on “HIFItape” pre-recorded
tapes and “HIFIrecord” long playing
12” records

THREE RELEASES —

“GEORGE WRIGHT PLAYS THE
MIGHTY WURLITZER PIPE ORGAN"

“GEORGE WRIGHT ENCORES AT THE
MIGHTY WURLITZER PIPE ORCAN"

“MERRY CHRISTMAS”

See your local dealer or order by mail
12” long playing HIFlIrecord $ 495

15 ips full track HIFltape 15.95

15 ips half track HIFItape 9.95

72 ips full track HIFltape 9.95

7V2 ips half track HIFltape 6.95
to order

simply enclose cheek or money order for cor-
rect amount and indicate the High Fidelity
Recordings vou want.

address

HIGH FIDELITY
RECORDINGS, INC.

6087 Sunset Boulevard
Hollywood 28, California

——




A.T.O.E. WELCOMES YOU!

This first issue of THE TIBIA is proof of an organ-
ized interest in the theatre organ. Many of us have
pursued our organ interests as a hobby, with little
or no overt attempt to seek out others who, lacking 3,
library of recorded organ music or not having op-
portunities to listen to live organ programs, could
easily become converts to the theatre organ and
potential enthusiasts znxious to keep abreast of de-
velopments through such a publication as THE
TIBIA. We are confident there are many persons
who would welcorne an opportunity to become fa-
miliar with the music of the pipe organ. The Ameri-
can Association of Theatre Organ Enthusiasts was

born only a few months ago and has now become

an energetic infant. With your help we can grow to

maturity and give the theatre organ a musical status

it so richly deserves.

There is still time to become a charter Member—

turn to page 2 for membership application.






