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From the Rector

by Father Swain

As I write this, we are within the Twelve Days 

of Christmas, our church is still beautifully 

decorated for Christmas, and the nativity 

scene has pride of place in the back of the 

Church. In the magnificent Baroque Neapol-

itan set we used this year, there are several 

angels, in extravagantly beautiful costumes. 

They have large feathery wings and unlike 

some heavily rouged and feminine-looking 

department store angels, they are active 

and masculine. But the most obvious thing 

about angels from the Gospel of Luke is 

missing. And what is the most obvious thing 

about the Christmas angels?  They sing!  

Their song, Gloria in excelsis Deo, is the first 

Christian hymn and one which is still the 

most commonly sung in the Christian world. 

Now the angels are there because God has 

sent them, it is true, but we almost have 

the feeling in reading Luke that they have 

taken up this song because they cannot 

help it. They are watching the birth of God 

into the world as a human being, they know 

what it means, and they simply cannot help 

singing. St Augustine famously said that 

he who sings worships twice, and certainly 

we know that to be true. The normal form 

of Mass throughout the Universal Church 

is High Mass or what is known in the East 

as the Divine Liturgy. Low Mass is simply 

a concession to the fact that daily masses 

celebrated outside religious communities 

cannot normally be sung easily if at all. All 

the traditional ceremonial surrounding Low 

Mass makes it plain that it is High Mass with 

the parts we cannot quite manage removed. 

High Mass is not Low Mass with extra bits, 

but the other way round, Low Mass is High 

Mass as much as we can manage without 

a singing community. The essence of wor-

ship is singing, and this comes from the 

heart of God’s creation itself. The ancients 

thought there was such a thing as the music 

of the spheres, that the planets made mu-

sic as they spun through space. After the 

so-called Enlightenment and until recently, 

this was thought ridiculous, but last year, 

an experiment by physicists divided the 

orbital periods of the planets in half again 

and again until they were literally audible. 

The resultant piece was “Carmen of the 

Spheres”. The principle of octaves in music 

is that whenever a sound-wave is doubled 

or halved in frequency, it yields another 

pitch similar in ‘flavour’ to the original one. 

This can be applied (through very large oc-

tave shifts) to any periodic cycle, including 

the orbits of celestial bodies. So perhaps it 

wasn’t such a silly concept after all.

There is music at the very heart of 

Creation, and the Bible makes it plain that 

music is at the very heart of worship, and 

therefore at the heart of God. There is no 

preaching in heaven, it isn’t needed. There 

is no edifying reading in heaven, it isn’t 

needed. There is no social work in heaven, 
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it isn’t needed. There is no pastoral care in 

heaven, it isn’t needed. There isn’t even any 

Bible reading in heaven, and certainly there 

is no German Higher Criticism in heaven, 

they aren’t needed. The only thing that we 

know about Heaven for certain is that it 

is the presence of God and that he is wor-

shipped by all there, and that that worship 

is cast in song. In the Bible, music is seen as 

a means of worship, a means of expressing 

joy, thanksgiving, penitence, prayer, teach-

ing and spiritual communication. There is 

absolutely no ques-

tion of its paramount 

importance in the life 

of the Christian either 

in this world or, espe-

cially, in the next. In 

the Prado, in Madrid, 

there is an immense 

and fantastic trip-

tych by Hieronymous 

Bosch, which shows 

in its three parts the 

three parts of the 

Church, Heaven, Pur-

gatory and Hell. Heaven is shown in custom-

ary terms: God the Father is suggested, the 

Son is shown, and the Holy Spirit is in the 

shape of a dove. Angels and Saints praise 

God, and the angels are shown playing love-

ly and shiny musical instruments, both brass 

and strings. In purgatory, there is no music 

visible, only souls being purged and pre-

pared for God. Their mind is on penitence 

and preparation. In the Hell panel, music 

returns, but this time it is Music Hell. Wild 

and crazed looking demons play terrible in-

struments, squeeze bladders with reeds at-

tached, bang on loud looking drums, scream 

at the top of their lungs with ugly expres-

sions, and everywhere souls of the damned 

are trying desperately to stop their ears, but 

cannot. For Bosch, beautiful music praises 

God and is the inevitable accompaniment 

to Heaven, but Hell consists of the absence 

of God and the constant terror of dissonant 

and horrible music.

If we reflect on 

the fact that angels, 

in their worship and 

in their underlining 

of the Divine to the 

world, are a kind of 

paradigm for Chris-

tians in the world, then 

the musical vocation 

of angels also comes 

into play. To-day, per-

haps more than ever, 

one of the most im-

portant practical aspects of our vocation is 

to use music properly in worship. The best 

possible music we can have in our churches 

is an extremely important priority. Music 

often expresses what the spoken word can-

not, and speaks for the soul when it cannot 

speak for itself. Conversely, ugly music is 

destructive, it contradicts God’s presence 

in the world, and if we aren’t careful, music 
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7 — Church of the Resurrection

can suggest Hell more often than Heaven. 

I’ve been very lucky in all three parishes I 

have been in to have a full professional mu-

sic programme with very talented musicians 

and the great music of the Western Catholic 

tradition every week. But that isn’t neces-

sary or even possible for most churches. 

What is necessary, and I believe passion-

ately that it is possible, is for us to see to 

it that the music we have is the best music 

we can possibly offer, and that it speaks of 

God within the traditions of the best culture 

we have achieved. Sad to say, most modern 

Christian music, “praise music”, “Christian 

rock” and other excuses for church music 

simply will not do. Stupid lyrics and repeti-

tive simple melodies do not elevate the soul. 

Great hymns teach by their poetry, and their 

musical settings serve the texts and lift the 

heart. It is the same with great choral mu-

sic, whether it is the Church’s own music 

– plainsong, Mozart or Victorian hymns. It 

is the priest’s absolute responsibility and 

should be the care and enthusiasm of all 

parishioners to ensure that music offered 

is suitable, that it is edifying and uplifting 

and that it speaks of God rather than being 

enmeshed in our own modern popular cul-

ture. The musicians may have the technical 

expertise and artistic inspiration, but it is 

the priest and the people of God in a place 

who co-operate to make certain that their 

talents are harnessed to serve God and His 

Church. The angels taught us that on the 

first Christmas at Bethlehem.

Every year in this Church, we present a 

“Mediaeval Mass”. During this Mass, electric 

lights are not used, there are no metrical 

hymns, no English, and no spoken words. 

What is offered to God is what would have 

been offered in the 14th or 15th centuries: 

one of the very early polyphonic Mass set-

tings, the Latin Mass, and the Holy Sacrifice 

itself. The Church is normally quite full for 

this exercise, and we do everything we can 

to make it plain that this is not a re-enact-

ment or a stunt, but a real Mass, and a real 

way to enter into a different kind of worship. 

It all works surprisingly well. But one of the 

things I take away from it every year is how 

important it is for those of us in the pews 

and in the sanctuary who are not musical 

professionals to raise our voices in song. 

Active participation in a Mass is not nec-

essary, and the mediaeval Christian would 

have thought such an idea very odd indeed. 

It isn’t necessary, but it is wonderful!  And 

the way that the Western Christian tradition 

has done this for the last several hundred 

years is with the voices of the faithful join-

ing in with the organ. From the primitive 

mediaeval examples to the baroque organ 

which Bach would have known, to the fabu-

lous French organs by Cavaillé-Coll, and the 

English organs by Father Willis, to the more 

humble organ of the parish church, this in-

strument has become uniquely suited to 

worship. Why should this be so?  For me, it is 

because it is a breathing instrument, almost 

like a human being. As we think of bells 
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speaking out, and even give them names in 

their consecration ceremonies, so the or-

gan is very like the Christian himself sing-

ing: it breathes and speaks. It is far easier 

for us to join in song with the organ than 

with brass or stringed instruments because 

it makes sound in much the same way as we 

do. We do not sing or make music by being 

struck or plucked or by vibrating. We make 

music by sending air through our lungs and 

through our vocal cords, in much the same 

way an organ does. 

One of the most poi-

gnant moments for 

me as our new organ 

was installed was the 

first moment I heard 

air rushing into it – it 

was alive!

I have been ex-

tremely fortunate in 

my ordained ministry 

since 1986 to serve in 

three famous and ven-

erable churches of the 

Catholic Revival in the Episcopal Church. 

In each, a professional choir offered a full 

mass setting every week, along with organ 

voluntaries, good hymnody and regular 

organ and choral concerts. In each church 

also, the congregation valued music and 

its place in the Sacred Liturgy and in their 

spiritual lives. At the Church of St Mary the 

Virgin in Times Square, I was spoiled by the 

1932 Aeolian-Skinner organ and the excel-

lent playing of first McNeil Robinson and 

then Quentin Lane. At S. Clement’s, Phila-

delphia, which I served first as curate (1988-

1992) and then as Rector (1992-2001), we 

had a marvellous 1914 Austin organ, which 

was completely renovated in my time and 

made glorious again. Here I was treated 

to the consummate musicianship of Peter 

Richard Conte, whom I was lucky enough to 

inherit when I took over, and was zealous to 

keep. When I came to this church ten years 

ago, we had a very 

obviously promising 

new talent in David 

Enlow, who had al-

ready studied at the 

Royal Conservatory in 

Toronto, at the Curtis 

Institute, and latterly 

at Juilliard. The only 

trouble was that we 

had a broken down 

and heavily damaged 

organ, which then 

gave out entirely less 

than a year after my arrival. 

It would have been possible, I suppose, 

to content ourselves with an electronic or-

gan, and indeed we had an excellent (in its 

way) Ahlborn-Galanti which got us through 

several years. Many people, having heard 

David play it so well, wondered aloud why 

we needed a very expensive pipe organ. To 

me, the argument was very plain. If we were 

going to have professional musicians here 
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offering the best music possible, a real or-

gan was absolutely necessary. There would 

otherwise have been no point in having an 

excellent organist or talented professional 

singers. If we are going to simulate an or-

gan with digitally sampled recorded sounds 

through speakers, why not just do the same 

with singers?  Indeed, why not just have 

all the music digitally played on CD’s and 

played over the speakers? The whole reper-

tory would then have been available to us, 

and nearly $100,000 a year would be saved. 

We would simply then need a technician to 

cue up the recordings.

When we put it this way, we realise how 

ridiculous a suggestion it is. Such an ap-

proach means that no one is offering mu-

sic to the glory of God, but simply playing 

back music that was recorded long ago by 

musicians for secular purposes in a secular 

setting. This slouchy, back-door approach 

would lead to further thoughts: why bother 

to prepare sermons weekly when I could 

play recorded ones by better preachers 

than I?  And for the laity, why bother to at-

tend church at all, when we could play back 

a DVD of a Mass offered earlier in some 

splendid Cathedral or Church?

No. The Christian community gathers 

weekly, all over the world, to plead the Holy 

Sacrifice of the Mass – in person. We do so 

with the best we can offer – and we offer, 

actively, what we ourselves can bring to 

worship. This means the best we can make 

our church look with paint and adornment 

and flowers; it means the best vestments we 

can have for God’s liturgy; it means the best 

of traditional Catholic worship; it means the 

best singing and music we can offer; and it 

means a church musician playing a real in-

strument that lives and breathes and sings 

to God just as we do. I do not intend to dis-

parage the electronic organ – if that is the 

best a worshipping community can do, then 

it is a godsend and should be the goal they 

aim for. I simply felt and believed that we 

could do better. The musical tradition of this 

parish is of long-standing. In the 1950s that 

meant a congregation which was astonish-

ingly educated in the singing of congrega-

tional Plainsong and a very large choral so-

ciety which offered sacred music regularly 

in sacred concerts. To-day our musical tra-

dition is different, and a fully professional 

choir offers the best of the Western Catholic 

liturgical repertory (and occasionally pieces 

outside it such as, recently, Gretchaninoff 

and the Missa Luba), and the congregation 

join in the plainsong settings of the minor 

propers and boisterously sing great hymns 

of the Anglican and Roman Catholic tradi-

tions. 

Music is only one part of our tradition 

here and our common life. But it is an im-

portant part, and we mean to have the best. 

The organ we have installed, the organist 

who plays it, visiting recitalists, our profes-

sional choir, and our people raising their 

own voices – all combine to worship God in 

this place. For what else are we here?



sen by their ability to play all the notes in a 

given piece, not by their sound or character. 

One spectacular afternoon in June of 2002, 

the organ was switched on for choir re-

hearsal before the Corpus Christi mass, and 

two wind reservoirs burst at once, making a 

sound not unlike Niagara Falls at close prox-

imity. This caused the chancel divisions to 

be out of tune with the gallery divisions, and 

all divisions out of tune within themselves. 

The state of the organ overall was such that 

I could not recommend any program of res-

toration or repair; neither could the organ 

be used for services 

beyond the one im-

mediately at hand. 

My recommendations 

were that the church 

purchase an electron-

ic organ to serve as a 

temporary substitute, 

and that the vestry 

find a new solution to 

the Resurrection’s or-

gan question.

The Organ Committee met regularly and 

considered the opinions and proposals of 

several leading organ builders, and found 

that the cost of a bespoke organ which 

would meet the demands of our program 

and provide for our needs in the future ex-

ceeded any amount which we might reason-

ably have expected to raise. Just when it 

seemed the project was impossible, a con-

versation in 2004 between John Bishop 

and us, though we were mainly discussing 

the sale of the McManis organ components 

through the Organ Clearing House, turned 

the tide of events; Mr Bishop had just heard 

of an organ that seemed ideal for us. 

The organ Mr Bishop was thinking of 

was Casavant Frères Op. 665, in the base-

ment chapel of the Basilica of SS. Peter & 

Paul in Lewiston, Maine. The basilica offered 

the organ for sale to fund renovation of the 

larger Casavant organ in the main church. 

Discussion led to a visit to Maine, and then a 

proposal to the organ committee, who vot-

ed to recommend the 

purchase of the organ, 

its renovation and in-

stallation. Then began 

a capital campaign, in 

2005, which has led 

to the organ we hear 

in the Resurrection 

today.

Great support for 

the organ project has 

come from the entire 

Resurrection community, including a pledge 

total from the congregation which exceeded 

all budgeted estimates, every pledge being 

paid in full or in excess, gracious and gen-

erous support from our school families and 

school board, and from concerned people 

all over the world, especially the Friends of 

the Resurrection. There has also been some 

foundation support. 

Aside from church buildings themselves, 
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From the Organist

by David Enlow

The first extant record of an organ in the 

archives of the Church of the Resurrection 

is from the journal of the famed Canadian-

born organist Lynnwood Farnam, who re-

cords a substantial organ by J. H. & C. S. 

Odell. It seems the organ was a mechani-

cal action instrument, which points to it 

being considerably older than the date of 

the scrapbook entry, 1922. Farnam records 

the organist at the time as Clement Camp-

bell, who seems to have been an exacting 

but very kind choirmaster. The choir at that 

time was one of gentlemen and boys, who 

sang in a select massed choir at the opening 

of the World’s Fair of 1939. Farnam, whose 

journal shows how meticulous and demand-

ing he was, says the organ had a heavy ac-

tion and poor wind, which is probably what 

led the Resurrection to sign a contract for 

an organ with the Skinner Organ Company 

in 1924. 

The Skinner instrument was meant to be 

considerably larger than the Odell, and the 

immense organ chamber (which is two sto-

ries high and larger by square-footage than 

most one-bedroom apartments) bears wit-

ness to the plans. The plans, however, were 

interrupted by financial difficulties, and only 

three of the five divisions were installed. It 

was, nonetheless, a complete and useful 

church organ, and people who heard the in-

strument before its removal have testified 

that it was of the quality expected from the 

storied and venerable Skinner firm.

In the two decades following the Second 

World War, in keeping with a general pat-

tern of upheaval, most churches were keen 

to replace or renovate their pipe organs in 

line with the principles of the Organ Reform 

Movement: a movement which aimed to re-

produce historical organs’ sounds, or meth-

ods of construction. Reading the proposal 

of the organist at the time, David Hewlett, 

and the obvious enthusiasm of the vestry 

recorded in the minutes, one may say the 

Resurrection clearly sided with the majority 

position, believing that the Skinner organ, 

though only 38 years old, was too outmoded 

to be rebuilt, and so it seems to have been 

cast aside – by no means the only organ of 

its kind to be thus treated, nor by far the 

most spectacular. The Charles W. McManis 

company of Kansas City was given the con-

tract for a new organ.

The McManis was moderate and bal-

anced compared with later ‘reformed’ or-

gans, in that it included some more versatile 

stops and features. Still, certain difficulties 

of the construction and mechanism were 

never resolved. The organ deteriorated, in 

spite of many restorative measures under-

taken by the church through the years.

By 2001, over the three manual divisions, 

perhaps 1/3 of the stops were not playing 

at all, and of the stops that were working, 

many had dead notes. Stops had to be cho-
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Promotional photo of the 
McManis organ, 1963
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an organ project is often the single larg-

est project any church embarks upon. This 

church, which was still running a budget defi-

cit in the beginning years of the organ cam-

paign, is much to be congratulated for believ-

ing so much in its future 

that it went ahead with 

the work, trusting that the 

Resurrection’s parish life 

and witness are vital and 

shall continue well into the 

future.

This organ, in its 

renovation and expan-

sion, has been designed 

for the services of this 

church. It contains a tre-

mendous breadth of ton-

al colours and resources, 

which are capable of sup-

porting a wide variety of 

church music, and playing organ repertoire 

of many musical periods with integrity and 

excitement. The solution to the difficulty of 

the organ’s placement is improved on the 

earlier model: there is now a complete or-

gan in the West gallery, and tonal resources 

near the choir and clergy to support their 

singing.

In choosing an organ of 1916, we have, 

in a sense, travelled back in time to hear 

an organ that has church music as its first 

concern, rather than cer-

tain periods of the organ 

repertoire. In choosing 

John Bishop and the 

Organ Clearing House, 

to my mind the world’s 

foremost authority on 

vintage organs and their 

renovation, we are as-

sured that the work has 

been done with the ut-

most integrity, expertise, 

knowledge, and care. 

Now we have a ve-

hicle worthy of the great 

treasury of music the 

Church has bequeathed to us. Now we have 

a real instrument, of considerable mag-

nificence, that breathes in air and sings 

out with a mighty voice, not an electronic 

substitute with circuit boards and speakers. 

Now we have an organ.
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Skinner Organ Company , Opus 503, 1924

d
Manuals: 4

Stops: 34 (plus 41 prep. for)

Ranks: 23 (plus 34 prep. for)

Pipes: 1,542 (plus 2,134 prep. for)

Great

Bourdon 16’

First Diapason 8’ 

Second Diapason 8’

Stopped Flute 8’

Erzahler 8’

Gedeckt 8’

Dulcet Celeste II 8’

Octave 4’

Harmonic Flute 4’

Twelfth 2 2/3’ 

Fifteenth 2’

Mixture lll

Tromba 8

Chimes

Swell

Gamba 16’

Diapason 8’

Gedeckt 8’

Salicional 8’

Voix Celeste 8’

Dulcet 8’

Dulcet Celeste 8’

Gemshorn 4’

Flute Triangulaire 4’

Harmonic Piccolo 2’

Tierce 1 3/5’

Mixture V 

Posaune 16’

Cornopean 8’

Corno d’Amore 8’

Vox Humana 8’

Clarion 4’

Tremolo

Choir (all prep. for)

Bourdon 16’

Diapason 8’

Concert Flute 8’

Gamba 8’

Flauto Dolce 8’

Flute Celeste 8’

Quintadena 8’

Flute 4’

Harmonic Piccolo 2’

Larigot 1 1/3’

English Horn 8’

Clarinet 8’

Tremolo

Harp

Celesta

Solo (all prep. for)

Gross Gedeckt 8’

Gross Gamba 8’

Gamba Celeste 8’

Orchestral Flute 4’

Tuba 8’

French Horn 8’

English Horn 8’

Clarinet 8’

Tremolo

Harp

Celesta

Pedal

Bourdon 32’

Diapason 16’

Violone 16’

Bourdon 16’

Gamba 16’

Echo Bourdon 16’
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Octave 8’

Cello 8’

Gedeckt 8’

Still Gedeckt 8’

Larigot 5 1/3’

Super Octave 4’

Stopped Flute 4’

Echo Still Gedeckt CH 4’

Tierce 3 1/5’

Trombone 16’

Posaune 16’

Tromba 8’

Clarion 4’

Chimes  

Charles W. McManis, 1962

d
Manuals: 3

Stops: 43

Ranks: 34

Pipes: 1,958

Great

Quintaton 16’

Principal 8’

Rohr floete 8’

Octave 4’

Fifteenth 2’

Fourniture IV

Bombarde (ext. ped.) 8’

chimes

Swell

Gemshorn 16’

Gemshorn 8’

Gemshorn Celeste 8’

Bourdon 8’

Flute Celeste (8’)II

Spitz Principal 4’

Piccolo 2’

Plein Jeu III

Dulzian 16’

Trompette 8’

Dulzian 8’

Dulzian 4’

Swell super

Pedal

Acoustic Bass (borrowed) 32’

Prestant 16’

Quintaton (Gt.) 16’

Gemshorn (Sw.) 16’

Bourdon (Sw.) 16’

Octave 8’

Gemshorn (Sw.) 8’

Choral Bass 4’

Gemshorn (Sw.) 4’

Bombarde 16’

Dulzian (Sw.) 16’

Bombarde (ext.) 8’

Dulzian (Sw.) 8’

Bombarde (ext.) 4’

Dulzian (Sw.) 4’

Positive

Gedackt Floete 8’

Principal 4’

Flute 4’

Sesquialtera II

Octave 2’

Principal 1’

Zimbel III

Dulzian (Sw.) 16’

Regal 8’



Organ Dedication Book  — 1817 — Church of the Resurrection

Casavant Frères, Op. 665, 1916
Organ Clearing House, 2009

d
Manuals: 3 (4 divisions)
Stops: 50
Ranks: 40
Pipes: 2,363
 

Grand Orgue (II, Gallery)

Violon  16

Principal 8

Flûte Double 8

Salicional 8

Octave  4

Doublette  2

Mixture III

Récit (III, Gallery)

Bourdon 16

Principal 8

Bourdon 8

Viole de Gambe  8

Voix Céleste 8

Principal 4

Octavin 2

Mixture  II + II (mix., sesqui.)

Basson 16

Cor 8

Hautbois 8

Voix Humaine 8

Hautbois 4

Tremolo

Positif (I, Chancel)

Dulciane 16

Principal 8

Melodie 8

Dulciane 8

Viole d’Orchestre 8

Viole Céleste 8

Flûte Douce 4

Flageolet 2

Clarinette 8

Tremolo

Solo (I, Chancel Ceiling)

Montre 8

Flûte Harmonique 8

Cor d’Orchestre 8

Tuba Mirabilis 8

Cloches

Tremolo

Solo sur GdOr.

Pédale (Gallery, Pos. stops in Chancel)

Basse Acoustique 32

Flûte Ouverte 16

Violon  16

Bourdon 16

Bourdon (Réc.) 16

Bourdon Pos. 16

Dulciane (Pos.) 16 

Quinte 10 2/3

Flûte 8

Bourdon 8

Violon  8

Dulciane (Pos.) 8

Violon 4

Basson Cornet 32

Bombarde 16

Basson (Réc.) 16

Coupler Rail

Gd. Orgue a Ped.

Recit a Ped.

Positif a Ped.

Solo a Ped.

Recit Aigu a Ped.

Solo Aigu a Ped.

Recit grave au Gd. Orgue 

Recit au Gd. Orgue 

Recit aigu au Gd. Orgue

Positif grave au Gd. Orgue 

Positif au Gd. Orgue 

Positif aigu au Gd. Orgue 

Gd. Orgue Aigu

Recit grave

Recit unisson muet

Recit aigu

Recit grave au Pos.

Recit au Pos.

Recit aigu au Pos.

Pos. grave

Pos. unisson muet

Pos. aigu

Solo grave

Solo unisson muet

Solo aigu

Exp. Solo sur Cresc.

Gd. Orgue/ 1ier Clav. Échange

Unusual Controls

Récit Mixture II + II toggle switch

This allows the player to choose which 

mixture ranks play when the stop is drawn. 

The first pair is a two-rank quint mixture, and 

the second a sesquialtera designed to play 

on its own or to combine with the first pair 

to form a tierce mixture. The setting can be 

saved to general and Récit local pistons, and 

is shown by indicator lights on either side of 

the drawknob.

Solo sur GdOr.

This causes the stops of the solo to play on 

the second manual rather than the first. This 

way, the Positif stops can play on the first 

manual and the solo on the second. It does 

not silence the Great stops.

Exp. Solo sur Cresc.

This cancels the action of the register cre-

scendo pedal and moves the solo expression 

control from the Positif shoe to the Crescen-

do shoe. This setting is not affected by any 

pistons.

Gd. Orgue / 1ier Clav. Échange

This switch exchanges the first and second 

manuals, including the local pistons and cou-

pler reversibles. Note the first manual is both 

Solo and Positif. This setting is not affected by 

any pistons.
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From the Organ Builder 

by John Bishop

The first quarter of the twentieth century 

can be described as the Golden Age of the 

North American pipe organ. Industry was 

booming, the economy was strong. Electric-

ity had been in wide use for long enough 

that engineers and inventors had found 

many creative uses for it. As huge new in-

dustrial corporations were being formed, 

immense personal fortunes were amassed, 

and philanthropy grew dramatically as the 

Barons of American business maneuvered 

to outdo each other by making large contri-

butions to their favorite arts organizations 

and churches.

By the end of 1915 which was its thir-

teenth year, the Skinner Organ Company 

had completed nearly two-hundred-fifty or-

gans – an average of almost twenty organs 

per year, many of which were large organs 

with four keyboards. A glance at the opus 

lists of the most illustrious organbuilders 

(including Skinner, Austin, Möller, Aeolian, 

Hook & Hastings, Casavant, and others) of 

the time reveals that some 7500 new pipe 

organs were built in America between 1900 

and 1915. 

This fantastic volume of business implies 

an atmosphere of intense competition, con-

stant innovation, and a culture in which each 

business both tried and claimed to produce 

the best instruments. Organists proclaimed 

their allegiances to their favorite builders 

while the organbuilders spared no expense 

in the creation of the finest instruments pos-

sible. During these first decades of the cen-

tury, American organbuilders revolutionized 

the trade through industrial innovation, per-

fecting an array of electric and pneumatic 

actions, inventing countless gadgets to as-

sist the art of the organist, and influencing a 

generation of organists to develop new and 

highly expressive methods of organ playing. 

Exquisitely appointed consoles allowed the 

player new dimensions of control over the 

tonal resources of the instrument, and audi-

ences thronged to hear the great players of 

the day perform the historic repertory of the 

organ as well as transcriptions of complex 

orchestral scores.

Joseph Casavant built seventeen or-

gans between 1840 and 1866 and his sons 

Claver and Samuel grew up in the thrall of 

the trade. After their father’s retirement 

they worked for his successor, but soon real-

ized that if they wanted to make a significant 

mark in the trade they would need deeper 

knowledge. Both brothers spent several 

years in Europe working with a number of 

organbuilders including the great Aristide 

Cavaillé-Coll in Paris, returning to their na-

tive Ste. Hyacinthe, Quebec in 1879 to estab-

lish the venerable firm Casavant Frères.

The Casavant brothers had more than 

a twenty-year head start over many of the 

most prominent twentieth-century Ameri-

can firms, and by the turn of the century 
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their large experienced staff was operating 

in a well-equipped factory, many of whose 

buildings and facilities are still in use today.

During 1916, Casavant Frères completed 

sixty-one new organs including Opus 665, 

built for the “Lower Sanctuary” of the 

Church of SS. Peter and Paul in Lewiston, 

Maine, incorporating many ranks of pipes 

from the church’s previous organ built by 

Hook & Hastings. At that time Lewiston was a 

bustling center of textile 

and sawmills powered 

by the current of the 

Androscoggin River. Like 

many towns and villages 

in Northern New Eng-

land the population was 

dominated by people 

of French-Canadian de-

scent – with a population 

of only fifteen-thousand 

people there were seventeen Roman-Catho-

lic parishes, a natural American market for a 

Canadian organbuilder.

The Church of SS. Peter and Paul was 

the largest of Lewiston’s Catholic churches, 

and the “downstairs” organ received heavy 

use in a busy schedule of masses. However, 

this work-a-day organ was not intended as a 

concert instrument – that role was relegated 

to the larger Casavant organ in the much 

larger “upstairs” sanctuary.

Our project for the Church of the Resur-

rection has been to promote that relatively 

simple organ from semi-rural northern New 

England to busy and upscale New York, and 

more significantly, from a downstairs to an 

upstairs organ.

My first contact with the Church of the 

Resurrection was organist David Enlow’s 

inquiry regarding the possible sale of the 

church’s McManis organ which had been se-

verely damaged by well-meaning but poorly 

informed carpenters who boldly divided the 

never-to-be-right-again organ in order to 

reveal the south-facing 

“west” window. An elec-

tronic instrument was in 

use and the sale of the 

pipe organ was the first 

germ of inspiration to-

ward the church’s acqui-

sition of an exciting pipe 

organ. Growing up in 

Toronto, Mr. Enlow had 

been reared on early 

twentieth-century Casavant organs and it 

was his ambition that the Church of the Res-

urrection should have such an instrument. 

When the availability of Casavant’s #665 ap-

peared on my desk we felt we had the right 

instrument for Church of the Resurrection.

Mr. Enlow and Fr. Barry Swain, Rector of 

the Church of the Resurrection, traveled to 

Maine where we met and went together to 

see the organ in Lewiston. Though it had 

been unplayable and neglected for many 

years it was clearly consistent with Enlow’s 

vision and ideal for use as the core of a more 

sophisticated organ. The sale was negoti-
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ated, the organ was dismantled and stored, 

and we began a lengthy process of imagina-

tion and debate over the scope and charac-

ter of the new organ, choosing which voices 

might be retained from the McManis organ 

and determining which new voices should be 

introduced to affect the transformation. 

The addition of a third expressive 

chamber, colorful and powerful symphonic 

voices such as French Horn and Tuba, sev-

eral added sixteen-foot ranks, and a complex 

antiphonal layout have enhanced this trans-

formation. While the original instrument was 

simple and straight-forward, the present in-

strument is sophisticated and varied.

The Récit, Grande Orgue, and “major” 

Pédale divisions are located in the rear 

gallery. The Positif is located in a cham-

ber above and behind the organ console 

in the Chancel. Enclosed with the Positif is 

an independent pedal Bourdon 16’ retained 

from the Church of the Resurrection’s two 

previous organs (E. M. Skinner and Charles 

McManis) and a Gemshorn 16’ from the Mc-

Manis organ which has been included as an 

extension of the original Casavant Dulciane 

8’. The Solo Division is located in a tightly 

enclosed chamber above the Positif which 

speaks through a grill in the arched ceiling 

of the Chancel. The floor-plan of the Solo 

Chamber is trapezoidal to avoid internal 

acoustic “slapping” and the extra hard and 

dense walls provide both for maximum ex-

pression and projection of tone.

The new Solo Division was inspired by 

the fact that the original Grand Orgue had 

a separate high-pressure windchest that 

originally supported both a Montre 8’ and 

a Trumpet which was missing by the time 

we found the organ. That Montre is now 

the Solo principal which is joined by three 

more exciting voices on high pressure. The 

evolved stoplist includes several unusual 

features that allow for especially colorful 

and expressive playing.

Although the Tuba is a trumpet-style 

organ voice, its powerful tone separates it 

from the organ’s other reeds. As such, there 

is only one Trumpet on the manuals (the 

dark-sounding Récit Cor 8’) supported by 

the Pedal Bombarde 16’. Otherwise the or-

gan’s reeds comprise a buffet of tone color, 

one from each family of reed stops: Oboe, 

Clarinet, Vox Humana, and French Horn. 

Each manual includes sixteen-foot tone 

and an eight-foot Principal. There are eight 

independent sixteen-foot voices – a strong 

ratio for a forty-rank organ. The Positif Vi-

ole d’Orchestre and Celeste provide zing in 

striking contrast to the singing strings of 

the Récit, and the especially colorful Sali-

cional of the Grand Orgue, so the combined 

antiphonal chorus of strings creates a rich 

orchestral color.

The Solo Flûte Harmonique fills two roles 

– as an antiphonal soloist with the luscious 

Grand Orgue Flute Double, and as an expres-

sive accompaniment to its downstairs neigh-

bor the Positif.

The organ’s console is a blend of old and 

Casavant Op. 665 in Lewiston, Maine, 
date unknown
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new. The console cabinet, keyboards, and 

pedalboard are original. New stop jambs and 

coupler rail were added to accommodate 

the new ranks of pipes. And while the con-

sole’s interior was originally stuffed full of 

electro-pneumatic-mechanical equipment, 

it now houses a state-of-the-art solid-state 

control system that includes several cus-

tom designed and built devices and allows 

superior control over the organ’s extensive 

resources. 

The completion of any significant pipe 

organ project requires the participation of 

many people combining skills and experi-

ence to create an artistic whole. The Organ 

Clearing House’s crew dismantled, packed, 

and stored the organ for the period between 

acquisition and renovation. John Bishop and 

David Enlow developed the concept of the 

organ, working to make the most of the re-

sources of the existing organs by Casavant 

and McManis, and introducing those new 

voices that would complete the transforma-

tion from downstairs organ in a small out-

lying town to upstairs organ in the big city. 

Jay Zoller of Newcastle, Maine (formerly of 

the Andover Organ Company) provided me-

chanical drawings. Organ Clearing House 

president Amory Atkins adapted and ex-

panded the rear gallery for the new organ, 

constructed the Chancel organ chambers, 

and supervised most of the organ’s instal-

lation. OCH vice-president Joshua Wood su-

pervised the extensive transportation pro-

gram necessary to bring the organ from the 

workshop in Deerfield, New Hampshire to 

Manhattan, assisted by OCH logistics expert 

Dean Conry. John Bishop rebuilt the console 

and wired the organ. And while all members 

of the OCH team participated in the gen-

eral installation of the instrument, Terence 

Atkins was on hand for nearly every day of 

installation while others came and went.

The revised organ’s tonal content was 

designed and executed by Scot Huntington 

of S. L. Huntington & Company of Stoning-

ton, Connecticut. Scot measured and exam-

ined the original Casavant pipes, developed 

the mathematics for the construction of the 

new pipes, completed preliminary voicing in 

his workshop and supervised tonal finishing 

at the Church of the Resurrection. 

Christopher and David Broome of 

Broome & Company in East Granby, Con-

necticut restored the original Casavant reed 

pipes and provided the pipes and voicing 

for the two new reed voices. Eastern Organ 

Pipes of Hagerstown, Maryland provided the 

new flue pipes. Richard Nickerson of Nick-

erson Pipe Organ Service in Melrose, Mas-

sachusetts releathered wind regulators and 

tremolos. New windchests were provided 

by Organ Supply Industries in Erie, Penn-

sylvania; console controls, organ relays, and 

expression motors by Peterson Electro-Mu-

sical Products of Alsip, Illinois; and manual 

keyboards were recovered with cow bone 

by Nelson Woodworking of Little Compton, 

Rhode Island.

The group of individual pipe organ spe-
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cialists who participated in this project re-

flects the great fundamental change in the 

pipe organ industry since the early years of 

the twentieth century when this organ was 

built. In 1916, the workshops of Casavant, 

Skinner, Möller, Austin, and all the other 

great companies of the era employed hun-

dreds of skilled workers, among whom could 

be found every skill and ability necessary to 

design and build instruments of the highest 

quality. In the early twenty-first century it is 

unusual for a pipe organ company to employ 

more than ten workers, and most have fewer 

than five. Combining the highest kills from 

specialized companies is a good way to en-

sure that each facet of a complicated project 

can be completed expertly. We of the Organ 

Clearing House thank all those who lent 

their expertise to this project.

For organbuilders, doing the organbuild-

ing is the easy part. The real credit goes to 

the Rector, Organist, Wardens, Vestry, mem-

bers, and staff of the church who envisioned 

the project and nourished it with their trust, 

their belief, their hospitality, and all their 

resources. We are grateful to have had the 

experience to work amongst you, and are 

delighted that this organ will be part of your 

worship and celebrations for many years 

ahead. 

The building, rebuilding, and installation 

of pipe organs in today’s society seems an 

unlikely enterprise. To many, personal elec-

tronics, instant gratification, and dispos-

able substitutes are more the order of the 

day. The devotion of thousands of person-

hours, billions of calories of effort, tons of 

high-quality materials, and vast financial 

resources to a musical instrument may be 

difficult for many to comprehend. But as 

Father Barry Swain, rector of the Church of 

the Resurrection, says so eloquently in his 

essay published here, there can be no better 

explanation than the millennia-old desire of 

worshipers to offer the very best in adora-

tion. The rich air-driven voices of the organ 

join with and enhance the air-driven voices 

of our human condition. What better place 

to commit our skills and resources?  

And as we work on the reconstruction of 

an older instrument we marvel at the level 

of craftsmanship, the quality of the mate-

rials, and the infinite care invested in each 

facet of its construction by those who built 

it. It’s a privilege to handle pipes made with 

such skill, to witness the pencil marks of 

the consummate craftsmen, and to realize 

the depth of understanding of those who 

preceded us by nearly a century. The flaw-

less operation of mechanical components, 

and above all the seamless relationships 

between the organ’s voices in every combi-

nation is testament to the vision and dedica-

tion of its original craftsmen. It’s a joy to wit-

ness all that and it’s a joy to continue those 

traditions into a new century. May those who 

prepare this organ for its third century have 

such great reward. 

Organ Fund Donors

d
Anonymous (1)

The All Saints Sisters of the Poor

Archibald & LaRue Allen

Grace Allen

The Rev’d Canon John Andrew

David & Mary Andryc

Mark J. Bani

The Barberi Family

Sharon Baum

The late Suzanne Bell-Grainger

Thomas & Mary Lynne Bird

The late George H. Blackshire

Mary Bohnen

Gordon & Sharon Boyd

Peggy Brown

John & Melinda Burrows

Card Industries

Martha Carpenter

Paul Christakos

The Clements Family Charitable Trust

Robin Clements

George Colettis & Family

The late Edwin & Penelope Collins

Maureen Conneen

Barnaby Conrad

Arthur Costigan

Mary Ann Crenshaw

Margaret Dalva

The late Edward H. Darrach

Richard Daves

Jane DeFalco

Philip & Margret Delves-Broughton

Marianne K. Dolan

Joseph & Pamela Donner

Michael & Barbara Dowe

Robert Ducker

David H. Enloe & Ronald Harte

David Enlow

David Estrella & Sam Fugazotto

Adrienne Falzon

M. S. & Barbara Firebaugh

The Fitzsimons Family Partnership

Hugh A. Fitzsimons

Sarah Forbes

Joanne DuPont Foster

The Foundation for the Preservation of the Faith

Anthony Fountain

Lucinda W. Frame in Honour of Hugo Delves-Broughton

Ethan E. Fran

The Rev’d R. Trent Fraser

Michael W. Galligan

Frederick Gary

The George E. Coleman, Jr. Foundation

Michael George

C. H. Coster Gerard

The late Donald W. Gold

Donald W. Gold III

W. Paul Gold

Beatriz Garcia Gormley

Thomas & Tracy Greulich

The Guild of All Souls, in memory of Bishop Chambers

Gerre Hancock

James & Mai D. Harper

Alfred Hewitt

Daniel & Dale Hills

Leroy Hoch

The late Alan R. Hoffmann

Laurie Hogen

Christine Lyons Holzwarth

Nancy Hornback

Thomas & Jean Hulme

Laurence Jackson

Russell Jackson



Hilary J. James

Richard Johnson

R. Kern

Marshall Kimo Kinsey

The late Father Darwin Kirby

Ronald Kopnicki

The late Anne Kramer

The Very Rev’d Harry E. Krauss

The Rev’d John A. Lancaster

James H. Lazenby

James LeBâtard

Almudena Caso de Leggorreta

David Garrard Lowe

Christine Lyons Holzwarth

William McCart

Charles McClean

James F. McCollum

Alexander McKeveny

Daniel W. McVey

Pierre F. V. Merle

Sarah G. Mills

Ellen Monaghan

The Rt Rev’d James W. Montgomery

David E. Morgan

The Myers-Ball Foundation

Barbara Q. Myers

Margaret S. Neilly

Michael Neuschel

Constance Newson

Andrew Y. Ng

Matthew & Margaret Norwood

John H. O’Connell

The Rev’d Theodore H. Parks

B. Perez

William Poston

Thomas N. Rae

Louise Ransom

Resurrection Episcopal Day School

Gerald W. Richman

Brad & Marion Roaman

Sharon L. Rumsey

Yukiko Russell

St Thomas Church, Fifth Avenue

Leon H. Sayles

The Hon. Robert W. Scott

The Esther Simon Charitable Trust

Stephen & Bonnie Ward Simon

Brian Skinner

Allan Smith

Dean Smith

The Rev’d William C. Stubing

The Rev’d Canon Barry E. B. Swain

Ahmad & Parvaneh Tehrani

Andre Tesauro

All Saints’ Church, Ashmont, Boston

The Peter Musto Charitable Trust

The Rev’d & Mrs William Thiele

Hugh Tidwell

Arlene R. Travis

Kathy Trenholm

Louise G. Tulleken

The Rev’d C. Leland and Susan Udell

Lawrence & Gayle Watkins

John Weaver

Kenneth Weisshaar

Klaus Welk

The Welsh Congregational Church of New York

The late Canon Charles Everett Whipple

T. Trent Whitten

John C. Wilson

Charles Witke

Forbes Woods

27 — Church of the Resurrection

Photography: Ray Stubblebine

Design: leeryder.net


