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ABSTRACT
Leo Sowerby (1894 96 8) , one of Amer i ecandusy composets, wioteo | i f i ¢C
many organ composttionfor the American orchestral organ, thetrumenton which he played.
Folowing a biographical sketch of Sowerlyyyil describe the orchestral orgasexemplified
in instruments byAmerican organ buiderd\ustin and Ernest M. SkinnefSix organ worké&
iComes Autumn Time, 0 ACarillon, 06 ARequiescat [
Flute St dpe,pd efsleunitsaetoi ve of PSriods araralyzéds temn® mp o s i t
of registration peculiar to the orchestral orgdlielodic structure, akey e at ur e of Sower |

style in organworks from his earliest period, @&so highlighted.
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INTRODUCTION

The year 2018 marked fity years since Leo Sowelibgl. Sowerby wrote over 500
works for orchestra, piano, organ, diargical choirs. Aithough possessing impeccable piano
technique, he wagrimarily a selftaught organist, yet he composed some of the most difficult
and idiomatic workdn the organ repertoire.

The focus of this document is ¢axplore the use of orchestrorgan registration in
selected early workAf t er a bri ef overview of Sowerbyods |
to late nineteentlsentury American organs before examinilg American orchestral orgara
style of pipe organ that emerged around 118t&d was in vogue into the 1980the instrument
Sowerby played and for which he wrote many compositi@pecific periods related to
Sowerbyds compositional style for organ wildl
lluminate these periods in tes of style and registratorS o wer by 6és dnanl odi c styl
important element to consider in relation teegistratiod will also beexaminedin the worksto

be reviewed

HIGHLIGHTS OF SOWERB Y0 S LI FE

Born in Grand Rapids, MI on the first of May 1895, Sowenlag just four years old
when his mother diedHis father, John, remarried several years later and it was hisnsthpr,
Mary, who realized Sowerldy musical aptitudeSowerby studied the piano from the age of
seven throughthe eighth gradeandhe taugh himself the rudiments of harmony from a public
library book.Recognizing his potentiahis family sent young Sowerby to Chicago for his high

school education where he boarded with a family acquaintance.



In Chicago, Sowerbwpttended Englewood High Schaaid alsoreceived piano and
composition instruction from MCalvin Lampert.After just a fewmonths Lampert realized that
Sowerby needed an expert composition teachesandhim to study wittArthur Olaf Andersen
at Chicagés American Conservatory.

At the age of fiteen, Sowerby became interested in learning to play the pipe organ and
asked Lampert to teach hirRowerbys instruction ceased after only five lessons because he was
unable to afford théwenty-five cents per hour fee for use of a practimgan® Determined to
learn the organ and especially the pedalboiue yresourceful Sowerbgcquired a large sheet of
brown paper from a butch@r shop onto which he traced an organ pedal b&arsitioning this
mock pedal board beneath his piano, hetjpet pedal technique.

In the spring of 1917 the United States entered World War | and Sowerby enlisted the
following winter. He wasfirst a clarinetist in the band at Camp GramtRockford, IL,and later
became bandmaster of the 33Eield Artillery. In the summer of 1918, Soweibyregiment
embarked for Bordeaux, Frandewas a short tour abroaahdhe was honorably discharged in
March of 1919

Folowing the war, Sowerby returned to Chicago where he served as assistant organist to
Eric Delamarter &aFourth Presbyterian ChuréhFourth Presbyterids relatively new E. M.

Skinner organ played a significant role in Sowébgarly organ works as they were registered
for that instrument.

I n September 1 9 Ddar Mofhar, W leave lsgme veryigrisieg: news for

you, so get ready for ite.]| have been invited

IThe average wor ker 0sjushtwentytloycentspegtouri n 1910 was
2Robert Rayfield,i L e 0 S o Mussic:Fhe AGEGRCCO Magaziné&0, no. 11 (November 1976): 40.
3 Ibid.



with all expenses paidSome months ago, a felowship for American compos&s established
by the Amer i can 4 @dnarity,ecomposers conpetddethe lopportunity to
ive in Rome spending their days at their cre8owerby chose not to competait sinceall the
submitted manuscripts had been rejectedyas awarded the honor due to his established
reputation as a composesowerby remained in Rome for three yedms wrote no organ works
but concentrated on music for orchestra, piano, chorus, and chamber eszemble

After returning to the States in 1924, Sowerby becamehhbe of the composition
department at the America@onservatory, succeeding Arthur Olaf Anders8owerby remained
in this position until his retrement in 1963e did not teach organ at the Conservatory but did
have a few private organ studefts.

Sowerbys career was divided betwe#mee institutions: the American Conservatgnpt.
James Episcopal Church (later Cathedral) in Chicagul theCathedralChurch of Saint Peter
and Saint Pauh Washington, DCHe served as St. Jan@esrganist and choirmaster from 1926
1962.0ver time, her ef erred to himself as a fimusical Dr .
only wrote organ and chordkerature but also arrangements for the Paul Whiteman OrcRestra.

In a letter dated February 26, 1962, Sowerby wrote to his sister, Bertha:

| have beernvited by the Dean of the Cathedral in Washington to be the head of

the College of Church Musicians to be newl

accepting, so after June, I shall give up

students who apply for this Colegof Church Musicians must be of very high

caliber as musicians and be skilled as org:

very small, and they wildl probably be kno

Academy in Romel t  wi | | be a matctreeramofofourhegetrtoipnog
“Leo Sowerby to his mother, September 1921, Leo Sowerby

Grand Rapids, MI.

SMarilois DittoKierman i The Compositions of Leo Sowerby for Organ S
University, 1966, 10.

fRayfield, iLeo Sowerby, o 40.

7 lbid.



young people who have a sense of vocation in regard to the music of the
churché. Lovie from Leo.

After a few years in Washington, Sowefibyhealth declingdandhe died on July 7, 1968,
while attending choir camp near Port ClintddH. One of Sowerb§ first students at the College

of Chur ch Musicians, Mr . ,WHEI| iwam f@fBR&t ai Past r im

THE AMERICAN ORCHEST RAL ORGAN

NineteenthCentury American Organs
Organs buit before the Civi War through tlage nineteentkcentury by builders such as
Wiliam Goodrich, Thomas Appleton, and E. & G. G. Hook usually included one complete
principal chorus, an incomplete <chorus based
hautboy, and cremondhe pedaldvisili often consisted of one 16N;
seventeen to twentive notes.As electricity became availabliate in the century, blowers
provided plenty of air for larger instrumentkighter key actionswvere alsobuit, including direct
electric andelectrepneumatic Thesereplaced tracker actioand pavedhe way for organs with
gigantic stop lists and pipes with higher wind pressure that allowed the sound to getheut of
pipe chambers.
American churches and concert halth organs did nofeature performances of works
by Baroque European compose@ygan music of masters like J. S. Bach was largely unknown.

By the time Mendelssohn featured Bacho6s organ

8Leo Sowerby to his sister, Bertha, F e Episao@alChurch,6 1962,
Grand Rapids, MI.
9Wiliam Partridge, interview byheauthor, Christ Church Cathedral, St. Louis, MO, June 10, 2018.
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organ® on which many American organs were aated were just beginning to bequipped
with pedal boards that could handle the requirements of the lterature.

Factors that gave rise to the orchestral organ were eleétrifiist distributed for mass
consumption in New York City in 1882and the phonogpl®d invented in 1877Electricity, in
combination with the newfound enthusiasm of the public for organ and symphonic music, were
two factors that pushed the orchestral organ into bémthe preradio days, the invention of the
phonograph gave more anadm people, especially those in rural areas, the opportunity to hear a
symphony orchestraVhat if the orgaé an instrument heard at weekly church serdcesuld
delver sounds lke the orchestr@ganists were not content with the Europesyie romantic
organ they desired arnstrumentthat could imitate the symphony orchestra as closely as
possiblet® Thus, the American orchestral organ was bdRedesigning organ specifications from
former classical design to an instrument suited to melody adgttompaniment became the norm
in the early twentieth centuly. Two companies became the innovative leaderthe new,
dawning age in organ buidingAustin Organs of Hartford, CT, and Ernest M. Skinner of

Boston, MA.

Austin Organs
Production at the Austi Organ Company began in HartfordT @ 1893.Its tonal
phiosophy described in a 1904 brochurespoused adequate foundation tone and the inclusion

of some solo stopghe brochure added that harsh reeds and mixtures were avoided as they were

1%Dorothy J.Holden,i The Life and Work of Ernest M. Skinner. o Ri c |
1985, 15.

110rphaOchsefi The Hi story of the Organ in the United States. o
328.



consideredan artificial means of achieving brightnédsThe Januaryl911editon ofThe
Diapasondescri bed features of the Austidnalsoor gan th
known as the orchest@aorgan including a light playing action, concave radiating pedal board,
and a noiseless fan blower.

A characteristic of the orchestral organ was the elimination of most upped work
pipework above Byitch. The inclusion of the [diute was the exceptiorBuiders believedthat
multiple string ranks of ultrdhin scaling would provide the organ with needed briliance just as
the string sectiordid in the symphony orchestralhere might be aNPrincipal in the Great
division, a 2Riccolo in the Choir, and a Dolce Corndt(12-15-17) in the Swell. Larger
instruments simply indulged in more diapasons of differing scales as well as more trumpets and
tubas!* The Austin organ at St. James included a Dolce Cornet in its Swell diviSoawerbys
student, Michhel DMcCab@orferét WaGomgoseda Doice al | vy
pipes, this mixture was extremely safot the sort of mixture useeither today or before 1900to
crown a principal chorusNot ed ascraeaittiimpr st op, 06 the Dolce C
bit of piquancy to some registratios.

Percussion stops, such as chimes, made their appearance around the turn of the century
and became commonplace in even the smallest otggfose the era of the orchestral orgdhe
harp a series of metal bars positerl over resonators struck wisheepskin covered
hammerd was newt’ Of the color stops, the vox hum@&na short length reédwas the most

popular. When used withtremulant the vox humana kaa mysterious tone.

120rphaOchsefiAustin Organ. o Ri chmond, VA: -94.The Organ Histori
13 Ibid., 131.

14 bid., 102.
15MichaelMcCabe interview bytheauthor, May 20, 2015.
16Stevendrwin, i Di ct i onary of Pipe Organ Stops. o New York: Sch

"Ochse, fAAustin Organ, o 141.
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A standard feature starting 1906with Au s t i n 6 s at Terpple sAudiofu®, Los
Angeles, CAwas the adjustable crescendo pedal which allotedorganist to select the order
of stops that were added as the crescendo pedal was opbeqokedalvas an invaluableool at

a time when consolesere minimally equippedvith combination actions

Emest M. Skinner Organs
It is not uncommon to think that innovations develop in a vacuum; often they do not, and
such was the case with the orchestral orgastrumentsby Austin andg. M. Skinner camento
being at approximately the same tinddter apprenticing at the George Hutchings organ factory
in Boston, Skinner opened his own organ building firm in 1901.
From 19061913 ,he developed a number of solo and +smio stopswhich defined his
instrumens. Skinner s notabl e ceeds inciudetheuQrahestralsObogo or c he
stop with a thin, pointed, nasal t)3 the English Hornthe French Trumpet(a bright trumpet
on low wind pressupe® the Flugel Horn(a capped, smadicaled Trumpét and the French
Horn Ski nner 6 s o n Dterspms indudettte Erzébldr(a mpaimitative  stop that
was useful in binding the tone between bright and dull jttpsFute Celesteand theGamba
Celeste the largest scaled string stdbS ki nner 6 s 3 2Nj Bombarde was no
resonant effect createndith wooden resonato@ Hi s 3 2 Njwa¥ strikihgdonits remarkable

definition despite its low pitcP?

B8] rwin, fiDictionary of Pipe Organ Stops, 0 146.
YHol den, #fAThe Life S&kndnwarlo o#fS Ernest M.

20 |pid.

211bid., 39.

22 |bid., 4344.



Skinnerdés instruments were nebyother baildersmuddy
in the teens and 1920s. describing the attributes of a good swell box, Skinner nétds:n
planning specifications for an effective organ, the swell organ should be provided with a full
equipment of chorus reeds of-kibt, 8foot, and4-foot pitch, a good Diapason,-fdot Octave
and mxture. These six stopsé. wil P®Skinnes was eurioss tofldaime cr e s
about ot her b nil898, evhies sl arsemployee ofshe slutchings factdny,
traveled to EuropeThere he learned about high pressure reeds at the Wilis factory in Ehgland
knowledge that proved useful in his owobaMirabilis, an intensely loud tuba witthe
maximum number of upper partiald* Dur i ng Skinner 6s 1924 European
the Wilis factory inquiring about their diapason choruses and mixtures, the results of which

were noticeably brighter diapason choru&es.

Austin Organs and E. M. Skinner Organsd the Differences

Although both Austin andE. M. Skinner produced orchestistlle organs there were
fundamental distinctions between the t{8eeAppendix One).
Diapasons

Skinner preferred to voice his diapasons with a pronounced first overtone, therefore one
would hear the 4Nj pitch i n aThs®idijg detmog a s on, or
somewhat negated the fact that smaller organs contained no upper work in their specification.
Diapasons made upentyfive per cent of F o dfty-selennksewdie just er i an 6 s

fifteen percent of St. Jaméskorty-one rank organ wee diapasonsSower byds student,

2%Ernest M.Skinner,i The Modern Organ. o New York: Knickerbocker
2 rwin, HADictionary of Pipe Organ Stops, o 210.
2Hol den, AThe Life and Work of Ernest M. Skinner, o 110.
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McCabep|l ayed the organ at St. James and indicate
indicative of the diapasonsd v @&pperdnTgo)6r t he f
Mixtures and Dolce Cornet

Austin included mixtures in its organs undiround 1900.By 19061907 mixtures in
Austin organs had practically disappeared and the dolce cornet became peBlasier, on
the other hand, used the dolce cornet in his earliest instruments but abandgredtide by
circa 1911with the advent of the orchestral org&kinner included mixtures of at least three
ranks in quite a few instruments beginning in 194 there was no mixture in the Great diision,
one could often be found in the Swell depending t he i ns tThedroughnt 6 s si ze.
Presbyterian organ Chicago,c ont ained a 2Nj Princitieetanki n t he (
Mi xture in the Swell a2 \WNj gira madradgpaal mxjue.me s 6 had
Flutes

Flutes stops repreged thirty-two percent of the St. James organ with a wide variety
representedSdceclmma 16iINght op@mMNgent age of flutes co«
quality. At Fourth Presbyterian, futes made twenty-six percent of the overall organ.
Strings

As noted earlier, buiders of orchestral organs included gphneistrings to provide
briliance in the absence of mixture$hirty-four percent of the St. James organ was dedicated to
string stops including a Gross Gamba in the solo divisByncontrast, nineteenpercent of the
Fourth Presbyterian organ was allocated to strings which included-@ank Dulcet, an Aeoline

and 32Nj Contra Violone.

26 McCabe, inteview bytheauthor, May 20, 2015.



Reeds

Of all the stops in the orchestral organ, the reeds were perhaps the most distinctive.
Skinner was, at times, obsessed with duplicating the sound of a particular reed or brass
instrument he heard in a symphonyhe spent hours in his laboratory trying to achieve the perfect
replica. Twenty-five percent of the Fourth Presbyterian organ stopeweeds including
Skinnes signature FrencHorn, Orchestral Oboe, and Tubdirabilis while twenty percent of
the St. James orgatopswere reeds.
Pedal

Because the orchestral organ wigsigned to playnelody vs. accompaniment, the pedal
division wasfrequently relegated to the status of providing only harmonic suppdttis
capacity it was common for an instrument to contain onhgtps with 8gxtensions.There
were generally no independeniNj®ps Of the three 1Bjtops on the St. James organ, onlydone
the 16\Diapasod was extended toNjitch. This meant that a manual division was almost
always coupled to the peddhe Fourth Presbyterian organ provided a bit more flexibility as it
contained four Bgxtensiond a diapason, string, and two flutes.
Conclusions

The families of organ todediapasons, flutes, strings, reddaere about equally splt on
the Fourth Presbyterian organ with slightly fewer string stdpsre wasa greater imbalance
among tonal families onehSt. James organ with futes and strings having the greatest
percentages and diapasons the leBst plethora of reed stops at Fourth Presbyterian would

have provided many choices for orchestral style compostions.

10



SOWERBY: SELECTED WORKS
The lives ad works of welknown musicians of the paateoften divided into periods
particularly threé early, middle, and matubeusually by music historians Sowerby,himself

divided his organ works into three compositional periods.

Orchestral Period
S o we rfilstyyéass of compositional wodkthe orchestral peri@l date from 1913
1920.During this time, he often played the E. M. Skinner organ at Fourth Presbytatriamas
this organ that Sowerby had in mind when he composed and regift€tedl me s Aut umn  Ti n
fiCar i lahddiRe q ui e s coBowerbyrhoughia af the organ as a symphony orchestra in
these early workscomplete with percussioriThis is borne out bystudying the intricate

registrations he specified.

AComes Autumn Ti meo

Composed in 1916 andns pi r e d by t he pseeeApperdir Threedy e d nAu
Canadian poet, Bliss Caam Sowerby composed his tone poem in a single 2&syritten in
sonataallegro form type 2 the exposition is reminiscent thfe finale movementfrom Louis
Vierne®s ifirFs t Organ Symphonyo with andjubilant melbbdyat a f i g
inthe pedad®iComes Autumn Time offers examples of 1t
which Sowerby is knownfit unes o and fAwander i §%Melaic heme ander i n

defined as Atuneso are char act dervedzrendthe oy s napp

27Rayfield, ifiLeo Sowerby, 041.

28 iner notes to Robert Rayfieldi Or gan Music wfRdiewmt Somave Rb g-playdisyl RT 703 (|
album), 1982.

29JamesHepokoski and Warren Darcji EI e ment s of So n apes, antl Dedfoomatipns in thd batems , Ty
EighteenthCentury Sonata New Yor k: Oxford University Press, 2006,
30Burnet C.Tut hi Il , fi LTaeoMuScal\W@eartdr@4, No. 3 (July 1938) 252.
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idiom. They have a degree of frankness and directnesssthasentially Americaft The
openingpedalmelodyi n A Co mes Acomprises theTirst ttesdand falls neatly into

the description of a Atuneo (seeiFghl) its snappy r

- TRNE TINE TANE TN
/

et

a ~.]

e

Figue 1. AComes AutunklO Ti me, 0 mm.

The nostalgiesounding second theme (mm.-375) i s an example of a
melody which is often wistful and enteron the offoeat Sowerbyscholar Ronald Huntington,
statesifr adit i onal principl es -pasked méavooan extendecb nst r uc
flowing line which at times seems capable of infinite continuab®nMeandering melodiesre

lyrical and rhythmically freeandarefrequently used as a second theme in soiadégro

81 bid., 253.
32Ronald MereditHuntingtoni A st udy of the musical contributions of L

of Southern California, 1957, 161.
12



movement$® The first occurrencemesf Atul e nappeakdmdsd t h e me

an ostinato pattern in the accompaniméseeFig. 2).

— —+ — - -

4 Chor Solo Flugel Horo § & Bussoon 18' —
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L
L
1
L
1
1]
1
1
i
i
L
ekl

Figure 2A Come s Aut umm 5765. me , 0

The theme is based on the pentatonic scalé (& -B-C ) and provides a good foil to the energy
of the first theme Despiteits wistfulness thebeginning the second theme seems related to the

first by its occasional use of sixteenth note values.

Crescendo pedal usage

An important elemenbf registration on the orchestral orgamd one that is especially
pertinent in this workis the use of the crescendo pedidginning in 1914, eight general pistons
affecting all manuals and pedals became standard equipment on Austin36rghies, large
Skinner organs of this period sometimécluded only two or three generélis SomeSkinners
were only equipped with divisional pistons in which registratifor a specific manualere
presetby the performer The crescendo pedal was crucial for the speedy addition and subtraction
of stops. In the work at hand, Sowerby specified that the beginning registration include a full

ensemble on the Swell division, foundation stops (Ddlieasons, flutes, and string) on the

33 |bid., 158.
340chse, fAAustiBetn Organ, o 134
3%Hol den, AThe Life and W@k of Ernest M. Skinner, o

13



Great, and 1§passoon with Bflugel Horn on the Choir with the crescendedal fully oper(see

Fig. 3) Stops were withdrawn by use of tbeescendo pedal mm. 1-3 and reduced even more

atm. 20. The second theme (mm. 574 )

bassoon

stops was perhaps enabled by canceling the crescendo pedal although thenstateas in this

regard.
Swrall: Full
Great:Foundation Stops
erescendo pedal opent
Choir: Flogel Horo ¢
Bageoon L&
FPodal: Full
Bw. to Ped.
Sw. to Gt
Gt to Ped,

Manual

Pedal

against

a quiet

was soloed on

Far Alfce Main

COMES AUTUMN TIME

Jovouslyd=12e-102;
_-::.

)

t

he

accompani ment

Choir di

of

LEQ SOWERBY

TANE TAN

B

1
|

kY
kT

Grcll;

1

1
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Figure 3. Co me s
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Solo stops
AComes Autumn Timeo provides splendid
orchestral organ as seen in the previously mentioned flugeiblamsoon solo as well as a

clarinet flourish (mm. 7578)using the pentatonic scaleee Fig. 4)

arinet alone E—E

i
J'_

) s g Fhugel Horn- Bassoos
e 0T = HAESHG
2

H = e D ae— ¥ I

ol — P -
I B —— =} —. T e
i = ' o
TR

EoﬂM:auptcrc:lr:tu ﬁp- - “.-"'"——_ = =

T e i == 1
| ] |

Figure 4.fiComes Autumn Timep mm. 74-85.

As most of todags instruments lack a celesta or harp stopdern performances rarely, if ever,

include the celesta coupled to the pedal as indicatedmin80-97, but the inclusion of this stop
would rescue the bass line from obscurithe exotic sound of modal scalssn mm. 131-135
in solo lines played on futesNgINPNyith Gamba 1B§gainst a accompanime niof parallel

fiths on the Swel divisioss 8Npundations with added Dolce CorngeeFig. 5). The oboe is

heard in canon with the pedé&aturing a fragment ohé second theme (mm. 1438) folowed

15
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by a fragment of the first theme (mm. 1453.)The last orchestral stop teceive asolo is the

tuba (mm.224-227)astriads used for declamatory effect just beforefther s t tehtranoe 0 s

(see Fig. 6)
:’"——T— i g bl ! 1 A L "j":f-————__\
.fi_—f:‘&-r r = ;’F ﬁ b r Hp' - - =
— —_— T »
e
- ; : r: . to Pod. :
e = 7 == :.

ol T P
& Cornet)

1 iy 1 1
Bw wdd aeft Mixture stop (Drole

Figure 5.fiComes Autumn Timep mm. 126147.
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Figure 6. Come s Aut umm 22%228ne , 0

AComes Autumn Timeodo is emblematic oftro®ower byo.
its use ofabroad spectrum of orchestral stops, excepting the strings and chimasjlizxign

of the crescendo pedal.

ACarol |l on
Composed in 1917, ACarill on, oThafretnhemest s o f

(mm. 111, soprano voiceis largely homophonic and quite chromatiseeFig. 7). The variation

of that theme is in Sowerbybés fAmeanderingo st
The carilon theme is heard for the first tinmea solo (m. 30), in octaves (mm. -32),

and wth an accompanimentmm. 3352)that rangesrom harmonic sixths to fiths to fourths

(see Fig. 9)Sowerby gives two options for registering the carilon theie first is to use the

celesta stop; if the organ has no celesta one may substitute filtésIBAANINd 2\pitches. The

carilon themeappearsn canon at the octadein the tenor voicé@ (mm. 7679) and in

augmentatiod played by the chimés in the peda(see Fig. 10)As if to metaphoricallydrive

the carillon theme #Ahome, 0 Sowerby f3)eaadhws wi i

played on progressively louder registrations until arriving at ful ofgee Fig. 11)In typical

17



Sowerby style hethen combines the first theme with the aamiltheme in varying degrees of
augmentation (mm. 9402) before concluding with a coda.

ACarillonodo is wholly dependenThey providetih e
charmand,without their presence in the orchestral organ, the piece would likedgt not have

been written. At a minimum, an organ requires chimes to make whsk effective

18
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Torny frievecls, Artlngy Olaf arid Mary Sforrs Andersen

CARILLON

Sclo : Chimes {Sce Note 1 balew)

Swell: Stopped Diap. and Volx Celeste

Great: Waldflate

Chedr @ Celeste,or Horp, with 18" anpd 4 pouplers (See Note 2 below)
Sorto Gt Sw. to Ped.

Pedal: Soft 10" amd 8 slops.

Moderately and flowingly

TRC SO0 ERLEY

Manuals

Pedal

1 II-F
' F
, iy
K ==
¥
e " -

Figure 7.fCarillon,0 mm. 1-11.
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Add Fl.aand
Aot Reed B

Figure 8.A Ca r i Imm.o1@200
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Figure 9.1 Ca r i Imm.o2#360
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Ch, ) |

g = R
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—.. 1,..—-——-.__‘__
p = . Ch
1» y e ——r— ey |
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T \h ]
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all Ped. stops off
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add Solo te Ped.

|
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—T 1 F —
——— | L * 1%

Chimes to Medal
* It the Calesta on (ne Cholr kas sofficient power, do not add Sw to Ch, cosgler.

Figure 10.A Car i Imm.o7&840
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Add Clarion & Full Organ
"_"-._._‘_H-""-\.

Tt 1 T TR et B TR

Add Trampet (87

%i
oy ] N
i
».WE
Y —hell
:
uh)
gﬁf

Gt. to Ped.
Sw.lo Pod A - i | i
SRR Eeememsm e B e
\womrar sl ol B
olo Chimes) IFIT"'H | b T
—— 1 S s e e e g B —
s S MLEE B G R iF 1= i =

Sw. 5t Diap, and oeleste anly | =—— B II.LJ ,J J. ! I
G4 all steps off h J‘J

. ——
o
GLioPed.off |Solato Pedon [Pedllehl.Cetachtonly ® |p® - o™l & o £
Fis — = . T— P ——
Figure 11.4 Ca r i Imm.o86-102.
ARequiescat in Paceo

Composed in 1920, nRe gsuhomeagectathose kiled iP\&atidke 6 1 s

War |.
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Lolo. French Horn 8° Trem.

e e g+ REQUIESCAT IN PACE

Choir. Flute & + Gamba 167

fal, Soft 8+ 16" ( plar]
goctal. Solt &7+ 167 (ho cocple: LEO SOWERBY
Ch. o G,

A Measured and Mournful
% =
Py

]
+

MANUAL

i

I
i
H":h

il T T 1 - | T — - § _-_‘.r:-.‘ —H -
PEDAL e et
3 = |

Figure 12. iRequiescat in Pace&y mm. 1-7.

A fantasy in arcHorm, the work consists of two them&sThe firs6 a somber pedal
solod appears at the outset in the Phrygan mode (mi3séeFig. 12). A homophonic second

theme immediately follows (mm.-8.) Sowerbys registration for the second themses the

S6Liner notesRay f i erlgdan MuG i ¢ of Leo Sowerby.o
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Gamba 16iyith Flute MNjThis is unusuabecause of thabsence of ifjor unison) pitces The

mysterious, hollow qualty of this registration enhances the mournful nature work

Solo, French Horn 8+ Trem.

—— _'_._.J___.———_ | # . ) __--____“_
= } = — - 1  dp I ‘
T = P ! —1 - i t
™ | —n__-'-_._-_ :_;--

Figure 13.Af Re qui e s c anim. 2087. Pace, 0O

25



Asoaringme |l ody of t he (SerfagalB)dhat is ia tragstormationpoéthe second

themeuses the French Hor.#, Skinner 0s signature S

Sulo - Ntz Slowing off - - - - = -
: Solo Chimes

=y Chimes e T T:_._ - § #

g | Tx%;-_l - - =

»p — o Bl with sc.lﬂ Reed &
Pk = —==cE 2
= =
S

Figure 14 A Re qui es c amm. 3284. Pace, 0

A homophonic variation of the second theme (mm.32pbrings this section to a close as the
chimes toll a motiveof the first theme(mm. 3234;seeFig. 14).

A new sectionopens in A Major(mm. 3440), perhaps symbolizing new lifeA variation
of the first theme is heard in the left hand against the right Gharmintermelody of perpetual
sixteenth notegsee Fig. 15 At S o we r by 6 ssensendd dnticipaton iisdelh as thea
crescendo pedal is used to add stops (m64land the tempo increases

One of Sowerb§ standard practices is to thicken the texture as a climax is approached
as seen inhe lefthand solosee Fig. 16)Lab el ed dAtriumphant, & the
ke figuration (mm. 7677) against which is a variation of the first theme in the pesds Fig.
17). Sowerbyds instruct i on Cfffois indinative 702the(sdoe e F i
nature the pedal assumes in mm:87 Sowerby does not specify whether the changes to the
pedal registration are accomplished by use of the crescendo pedal or by a manual stop change.

Sowerbys ubiquitous combination of themes ushered in with a pedal downbeat (mm:985

37 Ibid.
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and use of the sforzando pedal for maximum volysee Fig. 18)Various repetitions of the first

and second themes played in alternation settle the organ to a quiet ending as the crescendo pedal

is withdrawn (mm. 99100.)A Requi esc at in Paceo closes as the
from the first theme (mm. 106208) played in alternation with the second thelsee Fig. 19).

Sowerbys registration for the call and answer is noteworthy as he indicatesxtaimana,

strings with voix celeste, tremolo, and the unusual addition ofNfiguttho. The work recedes

into nothingness as chords of seven va@cplayed on théAeoline andUndaMarisd are heard

above a pedal ostinato in which the celesta has beg@ieddqsee Fig. 20)This fading away
symbolizes ithe {EReeuiods@atsbukbxamplieflsite®d a w
orchestral organ with its use of the Frerndébrn, a variety of string stops, vox humana, chimes,

celesta, crescendo pedal, a&fokzandopedal.

38 Ibid.
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Fasler and Srighler than defore

S e ———————— R ———
W, - ——
pranes
H—‘-.-_-_“___...-.-"
¥ o
= L i ]
EL L}
Gt. Waldflite + Philomela & J:I'g?'
Ch. sy* combination with Reeds

Figure 15A Re qui e s c amm. 3540. Pace, 0

Figure 16.A Re qui e s c amm. 710iA2. Pace, 0
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