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c!iJ7;e celebration and opening dedication of Edythe Bates Old Recital Hall and Grand Organ 
marks the completion of the final and perhaps most interesting performance space in Alice Pratt 
Brown Hall. This magnificent room, envisioned by architect Ricardo Bo fill as a "cathedral for mu
sic, " soars to a height of seventy-eight feet. The Fisk/Rosales mechanical action pipe organ, with its 
fiftyfoot-tall handmade Honduran mahogany case and 4, 493 pipes, will take its place as one of the 
nations premier instruments for the performance and pedagogy of four centuries of organ reper
toire. For over twenty years, organists from the Shepherd School have enriched the musical life of 
churches and choral organizations throughout Houston and across the country. Our goal for this 
evening is to augment the resources of the organ performance program at the Shepherd School, 
enabling the most promising young organists/ scholars to continue coming here to study and to 
contribute to our musical life. 

MICHAEL HAMMOND, DEAN 
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HYMNE: VEN! CREATOR 

ENTAILLEA.5 

F UGUEA 5 

Duo 
RECJT DE CROMORNE 

CLYDE HOLLOWAY 

FRIDAY, APRIL 4, 1997 

7:30P.M. 

EDYTHE BATES Ow RECITAL HALL 

ALICE PRATT BROWN HALL 

DIALOGUE SUR LES GRANDS]EUX 

NICOLAS DE GRIGNY 

(1672-1703) 

Grigny's Premier Livre d 'Orgue (First Organ Book), which contains a setting of the mass 
and five hymns, represents the culmination of and crowning achievement in organ music during 
the French Classic era. In much the same way that]. S. Bach brought the German Baroque to its 
eloquent and refined conclusion fifty years later, Grigny imparted his own genius in combining 
sacred and secular elements with the forms that developed in organ composition in France through
out the seventeenth century. These forms are identified with and defined by specific tone colors 
and registrations that were unique to the French organs of the day. 

In Grigny's setting of the plainsong hymn Veni creator spiritus (the text of which has been 
sung at Rice University commencements since 1916), he uses several of these standard forms and 
the registrations traditionally associated with them. In the first movement, the principals, bourdons, 
and mixtures of the manuals are heard while the pedal trumpets sound the hymn tune in long, mea
sured notes in the tenor range (en taille). Such a registration was typical of opening movements of 
French Classic hymns such as this. It is also typical to find a fugal texture in the second movement of 
hymn settings. This fugue is less austere and much more supple and lyrical than those written ear
lier in the century, but the addition of a fifth voice (two voices on each of two manuals and the fifth 
one in the pedal) was virtually unprecedented. This fugue subject is based on the second phrase of 
the hymn. The Duo that follows is based on the first four pitches of the third principal phrase. This 
movement is one of the few pieces in his Premier Livre influenced by dance rhythms. Patterned 
after the sprightly gigue, it features imitation between two voices of equal but distinct character. 
The recit, as a form, is characterized by an ornamented solo line in the highest voice, played on a 
reed or other colorful stop (in this instance, the cromorne) and accompanied by soft flute stops. 
Grigny's final movement opens like the overture to a French opera of the period. Beginning with a 
grand sweep, virtuoso runs in the bass, and dotted rhythms, the Dialogue is transformed into an 
energetic three-voice fugue in % meter and then concludes by returning to the style and character 
of a French overture. 
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p ASSACAGLIA IN C MINOR, BWV 582 ] OHANN SEBASTIAN BACH 

(1685-1750) 

Certainly the most famous passacaglia ever written, the only composition by Bach that uses 
this Baroque dance form stands out in his total oeuvre as one of his most distinctive and compelling 
achievements. 

The passacaglia as a popular type of dance had its origins in Spain during the early seven
teenth century as an interlude played on the guitar between stanzas of certain songs. The harmonic 
progressions of all passacaglias were apparently very simple and similar to each other and were 
indicated by a bass line of four measures in major or minor, in duple or triple meter, to match the 
song with which it was to be used. As the century progressed, passacaglias were frequently ex
tracted from the songs they originally embellished and used as the basis of independent composi
tions in variation form for guitar, voice and continua, keyboard instruments, and chamber en
sembles, to which people danced. For each repetition of the four-measure theme in the bass, which 
corresponded to a different configuration of dancers, the instrumentalists would improvise and 
vary the harmonies and textures played above the repeating bass. By the middle of the century, the 
standard bass theme of a passacaglia had been doubled to eight measures, and the number of rep
etitions of the eight-measure theme became more numerous as the accompanying improvisations 
increased in complexity. 

Passacaglias were most popular in Spain, Italy, France, and Germany during the Baroque 
period; however, they showed diverse characteristics in different countries. In Germany, the 
passacaglia was developed with a high degree of motivic and rhythmic unity, as evidenced by the 
work of Bach. His passacaglia consists of twenty variations on a theme that is first heard alone in the 
pedals. During the course of the movement, the theme, the first four measures of which are identi
cal to a passacaglia by Andre Raison, can be traced from the lowest to the highest sounding voices 
and then back to the lowest part. The work concludes with a fugue on the theme of the passacaglia, 
which is accompanied by a lively countersubject, or secondary theme. 

MESSE DE LA PENTECOTE 

COMMUN/ON (LES 0/SEAUX ET LES SOURCEs) 

OLIVIER MESSIAEN 

(1908-1992) 

Olivier Messiaen was certainly the most esteemed living composer of Western music at the 
time of his death, and he now occupies a significant place in the history of music. His importance in 
the development of literature for the organ derives not only from his highly original and profound 
compositions for the instrument, but also from the reality that many of his new ideas in the realms 
of rhythm, timbre (tone color), and harmony were presented first through the medium of the or
gan. Through his organ works, his works for other instruments, and his music for the human voice, 
Messiaen has contributed to the distinctive shape and character of art music of this century. During 
his lifetime, he had as his composition students some of the most illustrious figures in twentieth
century music: Pierre Boulez, Karlheinz Stockhausen, Iannis Xenakis, to name only three of the 
more familiar names. Subsequent to 1931, as the organist of the great Church of the Holy Trinity in 
Paris, Messiaen evolved into a unique world figure in the realm of organ music. His organ studies 
with Marcel Dupre reinforced Messiaen's gift for improvisation and developed his predilection for 
the power and tonal characteristics of the French symphonic organ. 

Composed in 1950 and subtitled "Birds and Springs," the Communion constitutes the fourth 
of five movements that make up the exotic and eclectic Mass for Pentecost. This relatively brief 
movement begins by imitating a variety of different bird songs, among them the nightingale, black
bird, thrush, and cuckoo, which are later superimposed over a representation of drops of water. A 
contrasting section of lush, impressionistic harmonies played on the string stops of the organ fol
lows before a return to the birds and springs is heard, employing the highest and lowest pitches in 
the organ at the conclusion. 



CHORAL IN A MINOR CESAR FRANCK 

(1822-1890) 

Franck, a native ofLiege, Belgium, lived most of his life in Paris during a time when French 
music was at its lightest and least serious. Particularly in his compositions for the organ, which he 
wrote during his long tenure at the Basilica of Sainte-Clotilde, he attempted to restore a sense of 
refined craftsmanship and lyricism to French music (though some of his audiences considered his 
music too severe!). At Sainte-Clotilde, he was stimulated and inspired by the organ built by Aristide 
Cavaille-Coll, a circumstance that helped to usher in the French romantic tradition of organ music 
that is so well represented by the Choral in A Minor, Franck's final masterpiece. Toccata flourishes 
of broken chords and sustained chromatic masses introduce the work, and they return to punctu
ate the solemn phrases of the second theme, the choral itself. The third theme, a quietly flowing 
melody, is stated and then developed before the toccata flourishes return and are combined with 
the soaring choral, leading to a majestic climax. 

SYMPHONIE GOTHIQUE 

A NDAN TE SOSTENUTO 

REMARKS 

CHARLES-MARIE WIDOR 

(1844- 1937) 

Charles-Marie Widor was a giant among his peers during most of a career that lasted well 
over seventy years. A virtuoso organist, a well-respected composer in multiple genres, and a peda
gogue whose influence is still strongly felt today, Widor was a man of arts and letters who was 
counted in his day among the most distinguished and accomplished of artists in all of Europe. At 
the Paris Conservatory he succeeded Franck, at the time of his death, as professor of organ, and six 
years later he followed Theodore Dubois as professor of composition when Dubois became direc
tor of the Conservatory. For sixty-four years, he was the organist at Saint-Sulpice in Paris, where the 
largest Cavaille-Coll organ (which shares many similarities with the Edythe Bates Old Grand Or
gan) was installed in 1862. 

Among numerous significant achievements, Widor's two most enduring legacies are his 
symphonies for the organ and his codification and articulation of a "modern" organ technique. His 
ten symphonies for organ established the genre (prefigured only by Franck's Grand piece 
symphonique) and frequently combine heretofore exclusively orchestral forms (scherzo, pastorale, 
march) with the varied tonal capabilities of large French symphonic organs. The Symphonie 
gothique, Widor's ninth symphony for the organ, is named with reference to the church of Saint
Ouen in Rouen, an immense Gothic structure, where Widor premiered the work in 1895. The sec
ond movement, Andante sostenuto, is a quiet, reflective piece. It exploits the unique tonal qualities 
of Cavaille-Coll'sflute harmonique, a rank of double-length, open flutes pierced with a small hole 
approximately halfway along the resonating portion of the pipe that enhances certain harmonic 
frequencies and gives the pipes a piquant singing tone. 

SONATA ON THE NINETY-FOURTH PSALM 

I N TROD UCTION-GRAVE 

1. 0 Lord God, to whom vengeance belongeth, show thyself. 

] ULIUS REUBKE 

(1834- 1858) 

2. Lift up thyself, thou judge of the earth; render a reward to the proud. 



LARGHETTO; ALLEGRO CON FUOCO 

3. Lord, how long shall the wicked triumph? 
6. They slay the widow and the stranger, and murder the fatherless. 
7. Yet they say, the Lord shall not see, neither shall the God of Jacob regard it. 

ADAGIO 

17. Unless the Lord had been my help, my soul had almost dwelt in silence. 
19. In the multitude of the sorrows within me, thy comforts have refreshed my soul. 

ALLEGRO)· ALLEGRO ASSA! 

22. But the Lord is my defense; and my God is the rock of my refuge. 
23. And he shall bring upon them their own iniquity, and shall cut them off in their 
own wickedness. 

The Sonata on the Ninety-fourth Psalm stands as one of the paramount monuments of or
gan literature. It is a quintessential representation of the mid-nineteenth-century romantic ideals of 
musical expression that seek to transport the listener into a sphere of heightened emotional aware
ness and sensitivity where the drama of the composition can be truly received and felt. Even though 
Reubke composed the work at the improbable age of twenty-three, it indicates that he learned 
more than the techniques of his craft during the several months he spent studying with Franz Liszt 
in Weimar: he also appears to have identified completely with the forms, styles, and objectives of 
the romantic movement by producing a work of monumental proportions and extraordinary con
trasts that vividly portray the profound subtleties of the text he chose to illuminate. 

The sonata is not really a sonata in the classical sense but an extended monothematic fan
tasy, played without pause, in the tradition of Berlioz (Symphonie Fantastique) and patterned after 
Liszt's Fantasie und Fuge uber den Choral "Ad nos) ad salutarem undam) "in which traditional forms 
were also blurred to create drama and depict the passions of the associated program in the most 
effective way. Even the final movement, Allegro)· Allegro assai) is a partial fugue with only one com
plete exposition of the six-measure subject. This quasi-exposition is followed by an extended epi
sode in which various segments of the subject swirl about and are juxtaposed with boldly accented 
chords. These dark, valiant chords appear to rise victoriously and ultimately to stamp out the an
guish, despair, and melancholy that the theme has borne from the beginning of the piece. 



~m its earliest conception, the concert organ for The Shepherd School of Music 
was designed to be a singular instrument with a unique identity and voice, capable of playing 
four centuries of organ literature in a convincing way. 

Thus began the collaboration between Clyde Holloway, Professor of Organ at the Shep
herd School, and Manuel Rosales of Los Angeles to design and build an organ that reaches be
yond the art of approximation-making music of one period sound merely plausible on an in
strument patterned after another period-to seek more precisely the musical character and in
tegrity of those instruments for which the great organ literature was composed. That is, the 
new organ was not meant to be a copy of any specific historical model but a late-twentieth
century expression of the most enduring tonal and mechanical principles evidenced through
out the long history of the pipe organ. A considerably large instrument would be necessary, 
not for reasons of dynamic scope but to be able to provide all of the essential voices required 
by a large portion of the organ repertoire. 

With these objectives in mind, the plans for the organ began to take shape. After exten
sive study, Dr. Holloway and Mr. Rosales determined that an organ with the tonal characteris
tics valued in France during the eighteenth, nineteenth, and twentieth centuries would offer 
the greatest flexibility in playing the largest segment of the literature, as well as being the easi
est to adapt to the music from many countries in earlier centuries and in the centuries to come. 

The generous philanthropy of the late Edythe Bates Old made it possible to finish the 
interior of the hall that now bears her name and to begin construction of the organ that now 
elegantly fills that space. 

Before the actual construction of the organ began, C. B. Fisk, Inc., of Gloucester, Mas
sachusetts, was invited to join the project to add their expertise from years of experience in 
building organs of diverse sizes and tonal designs. There ensued a study tour to France by this 
unique partnership of organ builders, focusing on French organ-building traditions. The re
sult of their research and shared vision is the Edythe Bates Old Grand Organ. Indeed, the Fisk
Rosales organ combines the unique talents and capabilities of all those involved in its planning 
and construction into an indivisible artistic achievement. 

The Fisk-Rosales organ was built entirely in Gloucester, Massachusetts, during much 
of 1995 and was delivered to The Shepherd School on January 15, 1996. The voicing of the 
organ pipes-the meticulous and painstaking adjustment of the tone, volume, and speech of 
each pipe-began six weeks later and was accomplished by both firms during the twelve 
months ending in March 1997. 

An appropriate acoustical environment had been designed by Lawrence Kirkegaard & 
Associates in conjunction with Spanish architect Ricardo Bofill, who planned Alice Pratt Brown 
Hall almost a decade ago. When the new home for The Shepherd School of Music opened in 
1991, the acoustically resplendent recital hall measured seventy-eight feet tall, thirty-four feet 
wide, and eighty-seven feet long and had been finished with four-foot-thick split-faced con
crete walls, sealed to ensure maximum reflection of sound. The visual and acoustical plans 
also called for a lightly stained maple floor and banners made of heavy cloth, similar to those 
used in the other concert halls in the same building, that enable variable reduction of the ap
proximately six-second reverberation time. 

Charles Nazarian, known for his design of numerous organ cases throughout the coun
try, created the instrument's visual design. Inspired by French Classical examples that feature 
several dramatic vertical towers, the organ case, constructed of Honduran mahogany, rises to a 
height of forty-nine and one-half feet. It integrates a three manual and pedal console with ninety
four ebony and coco bolo draw knobs en amphitheatre, a configuration that puts the control of 
the stops within easy reach of the performer. Recalling some of the most celebrated consoles 
of late-nineteenth-century French organs, the elegantly curved terraces with gold-embossed 
leather borders surround the manual keys ( covered with bone and ebony) and pedal keys (made 
of maple and ebony). The various historic traits found in this organ coexist effectively with a 



state-of-the-art computerized stop action and memory system that allows hundreds of preset 
combinations of stops to be recalled at the touch of a button. 

The organ contains seventy-five stops that control 4,493 pipes constructed from pol
ished tin (fac;ade pipes), hammered tin, scraped tin, spotted metal, hammered lead, poplar, 
pine, basswood, and cherry. A valve that brings wind to each pipe is connected to a keyboard 
by a direct mechanical link called a tracker. While an ancient mechanical system, tracker ac
tion has been in use for more than seven hundred years and is still the most reliable, simple, 
artd sensitive means of giving the performer intimate control over the speech of the pipes. The 
tracker action on the lowest manual of this organ, the Grand Orgue, is augmented with a servo
pneumatic machine that reduces the resistance felt on the keys when playing with the sub oc
tave couplers (octaves graves) or when other manuals are coupled to it. The servo-pneumatic 
machine was developed several years ago by Stephen Kowalyshn of C. B. Fisk, Inc. , and differs 
from similar pneumatic devices in the past. The Fisk servo-pneumatic machine can be com
pletely disengaged so that the lowest manual can be played without the assistance afforded by 
the machine. It also has the advantage of maintaining complete control over the speech of the 
pipes (as if playing without the mechanical assistance) while still mitigating the physical en
ergy required to depress the keys. 

There are several distinctive tonal characteristics of this organ that listeners will easily 
recognize: a large number of distinctive flue pipes that give the organ its smooth foundation 
tone; an effective complement of mutation stops (indicated in the specification by pipe lengths 
containing fractions) that give color and pungency to the flue pipes with which they are almost 
always combined; and fiery reeds that can dominate the entire ensemble of pipes to give it 
weight and power. 

The distinguished visual and tonal aspects of the Edythe Bates Old Grand Organ com
pel us to celebrate the inauguration of a new era of performance, study, and enjoyment of the 
King oflnstruments as we offer to Houston and the nation a musical landmark of unparalleled 
significance. 



GRAND 0RGUE Manual.!, 22stops 

161 Montre 
16' Bourdon 
8 1 Montre 
81 Violoncelle 
81 Flute harmonique 
81 Bourdon 
41 Octave 
41 Flute ouverte 

3 1fs1 Grosse Tierce 
2 %1 Quinte 
2 %1 Nasard 

21 Doublette 
21 Quarte de Nasard 

l3/s1 Tierce 
II Grosse Fourniture (16' series) 

V-VIII Petite Fourniture (8'series) 
V Grand Cornet (from mtddlec) 

16' Bombarde 
81 Trompette 
41 Clairon 

161 Basson 
81 Basson 

p OSITIF EXPRESS IF 

16' Quintaton 
8' Principal 
8' Salicional 

Manua!.!I; 17 stops 

8' Unda maris (from tenorc) 
8' Flute harmonique (from middle c) 
8' Corde nuit 
4' Dulciane 
4' Flute douce 

2 %' Nasard 
2' Doublette 

1 %' Tierce 
1 %' Larigot 

l' Piccolo 
IV-VI Plein jeu 

16' Cor anglais 
8' Trompette 
8' Cromorne 

Tremblant G. 0. & Positif 

REcIT EXPRESSIF Manua!.l.!I; 18 stops 

161 Bourdon 
81 Diapason 
81 Viole de gambe 
81 Voix celeste (from low c) 
81 Flute traversiere 
81 Bourdon 
41 Prestant 
41 Flute octaviante 

2 %' Nasard 
2' Octavin 

1%' Tierce 
IV Plein jeu harmonique 
16' Bombarde 
81 Trompette 
4' Clairon 
8' Basson et Hautbois 
8' Clarinette 
8' Voix humaine 

Tremolo Recit 
Tremolo Recit rapide 

PE DALE 18stops 

32' Montre 
16' Contrebasse (wood) 
16' Montre 
16' Violonbasse (wood) 
16' Bourdon 

10 %' Quinte 
8' Octave 
8' Flute 
8' Violoncelle 
8' Bourdon 
4' Octave 
4' Flute 

32' Cantre Bombarde (wood) 
16' Bombarde (wood &metal) 
8' Trompette 
4' Clairon 

16' Basson 
8' Basson 

COUPLERS & ACCESSORIES 

Tirasse Grand Orgue 
Tirasse Positif 
Tirasse Recit 

Appel Grand Orgue 
Positif/ Grand Orgue 
Recit/ Grand Orgue 
Recit/ Positif 

Anches Pedale 
Anches Grand Orgue 
Anches Positif 
Anches Recit 

Rossignol (2 pipes in water) 
Clochettes (4 bells) 

Octaves graves Grand Orgue 
6ter Machine 
Vent Flexible 
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@n February 7, 1992, Rice University received a charitable gift from Edythe Bates Old 
of Highlands, Texas, that enabled the university to sign a contract for a large three-manual me
chanical action pipe organ for The Shepherd School of Music. In September of the following 
year, Mrs. Old made an additional bequest, completing a $2.34 million gift to the Shepherd School 
for both the instrument and the completion of the unfinished recital hall. In recognition of her 
outstanding philanthropy, the last of the four performance spaces in the west wing of Alice 
Pratt Brown Hall is named Edythe Bates Old Recital Hall and Grand Organ. 

The late Mrs. Old was the daughter ofWilliam T. Bates and Satira Ivy Bates of Polk County, 
Texas. A gifted singer, pianist, watercolorist, and teacher, Mrs. Old studied music at the J uilliard 
School in New York City. She returned to the Houston area to marry John Wise Old and for 
many years taught music, art, and English in the Houston public schools as well as English and 
Greek literature at the University of Houston. Among her many music activities, she directed 
the Easter Sunrise Service at Hermann Park for eleven years and served as soloist or director of 
several Houston choirs, including those of St. Paul's United Methodist Church, First Unitarian 
Church, Northside United Methodist Church, and First United Methodist Church, Houston. 

Following her retirement from teaching, Mrs. Old became well-known as a watercol
orist and was very active with the Water Color Society of Houston and the Highlands and 
Baytown Art Leagues. Rice University, Lee College, the University of Houston, and the Festival
Institute at Round Top are recipients of her lifetime desire to further interest and education in 
music and art for the young people of Texas. 

$!PJ~ 
~de Holloway came to prominence in 1964 when he won the National Young Art

ists Competition of the American Guild of Organists in Philadelphia. This achievement inaugu
rated a distinguished concert career that continues to receive high acclaim throughout the United 
States where he performs under the auspices of Karen Mcfarlane Artists. He has performed for 
numerous National and Regional Conventions of the American Guild of Organists and has ap
peared in recital in Mexico City, the West Indies, and Europe. 

Dr. Holloway earned degrees from the University of Oklahoma and Union Theological 
Seminary where he was a student of Mildred Andrews and Robert Baker, respectively. The title 
of his doctoral dissertation was The Organ Works of Olivier Messiaen and Their Importance in 
His Total Oeuvre, a volume that remains one of the foremost monographs concerning this mu
sic. During this extensive study, he worked with the composer on several occasions, examined 
his works at the organ of the Church of the Holy Trinity in Paris, and performed under his su
pervision. As a Fulbright Scholar at the Amsterdam Conservatory, he has worked with Gustav 
Leonhardt in the study of organ, harpsichord, and chamber music. 

Dr. Holloway began his teaching career in 1965 as the youngest member of the faculty 
of the Indiana University School of Music. In 1977 he joined the faculty of The Shepherd School 
of Music of Rice University where, in addition to establishing the organ program, he has served 
as Chairman of the Keyboard Department and Director of Graduate Studies. Dr. Holloway's 
students have been particularly successful as teachers, church musicians, recitalists, and record
ing artists. As Organist and Choirmaster of Christ Church Cathedral in Houston for many years, 
he directed one of the prominent church music programs in the country. In June of 1993, he 
was named Honorary Lay Canon and Organist and Choirmaster Emeritus. 

Renowned as a gifted pedagogue, Dr. Holloway has served on the Committee for Pro
fessional Education of the American Guild of Organists and has addressed two biennial confer
ences of the National Conference on Organ Pedagogy, founded in 1982. He is in demand as a 
leader of workshops and master classes and as an adjudicator for competitions. He has served 
as a member of the jury for numerous competitions including the Concours de Europe, the Fort 
Wayne Competition, The Music Teachers National Association Competition, the National Young 
Artists Competition of The American Guild of Organists, and the Grand Prix de Chartres. In 
1994 he was invited to perform for the Bicentennial Festival of the celebrated Clicquot organ in 
the Cathedral of Poitiers, France, and to serve as a member of the jury for the international com
petition held at the end of the ten-day festival. 
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