


Organ Music from the Temple Church, London
by Whitlock, Alain, Dupré and Franck

 Sonata in C minor Percy Whitlock (1903-1946) 
1 I.  Grave – Animoto  [13.59]
2 II.  Canzona  [6.41]
3 III.  Scherzetto  [4.46]
4 IV.  Choral  [22.42]

5 Litanies Jehan Alain (1911-1940)  [5.29]

6 Cortège et Litanie, Op. 19 No. 2 Marcel Dupré (1886-1971) [6.27]

7 Choral No. 3 in A minor, Op. 40 César Franck (1822-1890) [12.47]
 

 Total timings:   [72.51]
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GREG MORRIS 
ORGAN OF THE TEMPLE CHURCH, LONDON

From Great War to Blitz, recovery to austerity,  
Percy William Whitlock (1903-46) was the  
organ voice of a generation. A twilight-Romantic, 
as versed in the symphonic and rural as the  
popular on either side of the pond – Gershwin, 
Cole Porter, Ivor Novello, Noel Gay – he was  
born in Chatham on 1 June 1903, to a modest 
Kentish family aspiring to higher things. In  
1920 he won a scholarship to the Royal  
College of Music, studying composition with 
Stanford and Vaughan Williams, and numbering 
among his peers Edmund Rubbra and 
Constant Lambert. He left the RCM in 1924, the  
previous year having won the Ernest Farrar  
Prize and had the privilege of playing his 
(since lost) Phantasy for Organ and Strings 
at the Royal Albert Hall, conducted by  
Boult. Whitlock’s early professional life was 
ecclesiastical, serving overlapping posts 
at Rochester Cathedral where he’d been a  
chorister (Assistant Organist, 1922-30), St 
Mary’s, Chatham (Organist and Choirmaster, 
appointed 1924), and Borstal Parish Church 
(Organist, appointed 1929). In 1930, diagnosed 
with tuberculosis two years before, he moved  
to Bournemouth – of ‘giant pines and shady 
chines fair garden by the sea’ – taking up  
the post of Organist and Choirmaster at  
St Stephen’s Church. The following year he 

married Edna May Kingdon, a prettily sweet, 
dimpled soprano he’d first met as a 16-year-
old in 1919. Loyal wife and best friend, she  
was to survive him by nearly half a century,  
dying under distressing circumstances in a 
run-down Somerset cottage in 1993. In 1932, 
supplementary to his association with the  
Pavilion Theatre, he was appointed part-time 
Borough Organist, made full-time four years  
later, a civic post he retained until his  
death. A different, wider profile, and  
additional income, was assured with occasional  
journalism, programme notes for Sir Dan  
Godfrey’s Municipal Orchestra (forerunner of 
the Bournemouth Symphony), and appearances 
in London, including five recitals for the Organ  
Music Society (1932-38). On 21 March 1937, 
under Richard Austin, a supportive friend 
and exact contemporary, he premiered his G 
Minor Symphony for organ and large orchestra  
at the Pavilion, with a BBC broadcast the  
following August. Between April 1939 and 
April 1941 he worked as music critic for the 
Bournemouth Daily Echo, under the pseudonym 
‘Kenneth Lark’ covering the great and famous  
who visited the town, including Solomon, 
Moiseiwitsch, Lamond, Richard Tauber and 
Weingartner. War service included a spell at 
the Food Control Office handling ration books 
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The Whitlock catalogue is mainly about choral, 
vocal and organ/keyboard miniatures. Together 
with an occasional curiosity: restricted sound 
and dynamics aside, what, you wonder, must 
a vanished 1935 Trio for bamboo pipes and 
spinet continuo have been like? Scattered about,  
however, are a few larger-scale instrumental 
canvasses: a couple of violin sonatas (1919, 
1924), a Piano Quintet (1929-30), the Organ 
Symphony (1936-37). There were also plans, 
unrealised so far as we know, for three  
concertos – for piano (1929-30), cello (1938),  
and oboe (Leon Goossens, 1938). 

Transitional between the (second) Howells and 
Bairstow sonatas, the C minor Sonata (16 
July 1935-22 February 1936) was published  
by Oxford University Press in 1937. Out of 
print by 1955, with the copyright reassigned to  
Edna in 1980, it’s a work veined with 
Schumannesque subtexts. The dedication: ‘To 
DLS and Harriet’ – the writer Dorothy L Sayers  
and her ‘Harriet Deborah Vane’ alter ego in the  
Lord Peter Wimsey mystery novels. The ensuing 
coded cipher (37 words from the Greek 
New Testament, Revelation I, yielding 37 
English characters): ‘on hearing the Second  
Rachmaninow [sic] in spring’ – specifically the 
Second Symphony, ‘a particular favourite’ of 

‘yours, till Hitler dedicates a synagogue’ (1937). 
He had every English schoolboy’s passion for 
train-spotting and wind-up Hornby O-gauge. His 
mechanically-inventive, scientifically complex 
obsession with Meccano lasted a life-time. And  
he was an avid collector of clocks and things 
various ‘ancient and mellowed’. Immediate 
reaction to his passing emphasised his powers 
of improvisation and skill in leading eclectic 
audiences ‘from familiar ground towards the 
heights of a greater beauty beyond’ (Robert 
Featherstone). In his foreword to Malcolm  
Riley’s pioneering 1998 biography, Francis 
Jackson recalled: ‘Here was music of a freshness  
and vitality that was welcome during a  
rather doldrum period and told of positive, 
happy things and simple beauty in a wholly 
characteristically English style’. But, in a post-
war climate of progressively more liberated 
European thought, and change of direction at  
the BBC, it wasn’t long before his yield faded  
from the conscience or fell out of print. The 
statistics make grim reading. Riley lists 130 
works over a period from 1910 to 1945. Of  
these around 74% remain unpublished or  
are lost. Some manuscripts, particularly of  
printed material, simply disappeared into  
the stove to help with winter heating. 

later, on what would have been his 43rd  
birthday, Edna confided to his diary: ‘how  
often you and I cried the last weeks – music  
upset you, poor darling, and I would weep  
in the kitchen. If only I had put my arms round 
you and cheered our two shivering fearful  
souls – oh my darling, if I only had – and yet  
I was timid of feeling – and terrified of all that  
was to come – and devilishly irritable – you 
forgave me, my own, but I can’t forgive myself – it 
is a daily torment’.

Discerning in art and life (what train journey  
was complete without dining in the restaurant-
car), Whitlock was shy, sensitive, kindly,  
tolerant, generous, bespectacled, valuing a 
‘gentleman’s word’ before others. He had a gift  
for lyric prose and delicate poetry. But could 
be terse and salty, too. Rachminov’s piano 
playing was ‘disappointing’ (1934), Stravinsky’s  
Pulcinella ‘rotten’ (1936). Britten was ‘one  
of the Bright Young Things of the musical  
world [but one looks forward] to the day when 
he will forsake his role of the enfant terrible  
and produce something of lasting value’ 
(1940, pre-Grimes). Barbirolli he found ‘an 
undistinguished bloke’ yet one whose Delius 
‘was exquisite to an almost other-worldly  
degree’ (1945). One of his letters he signs off 

and coupons, and fire-watching from the roof  
of the Pavilion. With the Spitfire assembly plant 
at Woolston 35 miles away, German bombing 
was a daily hazard (the factory was destroyed 
on 26 September 1940 during the Battle of  
Britain). ‘Live’ programmes for the BBC Home 
Service, following those in the thirties – which  
had featured core repertory like Guilmant’s D  
minor First Organ Symphony with orchestra 
in 1936 – continued to reiterate Whitlock’s 
seriousness as a concert artist. While receptive 
to revues, pantomimes and light music since 
childhood (witness his output as ‘Kenneth Lark’, 
whatever Arthur Bliss’s negative assessment),  
the role of ‘sea front and deck chairs’  
theatre organist was intentionally never his.  
On 12 August 1942 he appeared at the Proms, 
playing Handel’s B-flat Organ Concerto with 
Dupré’s finale cadenza, Henry Wood conducting 
the BBC Symphony. By 1945 the notes and  
words had all but dried up, though he ventured  
to play on. But his physical deterioration left  
few in no doubt that he could not much longer  
be for this world – ‘like a wraith […] almost  
totally blind […] in the last stages of TB’ 
remembered Roger Hill forty years later.  
Following nearly a week in coma, he died on 1  
May 1946, from ‘cardiac failure, arterial 
hypertension and cerebral oedema’. A month  
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Dedicated to Messiaen’s early American  
champion Virginie Schildge-Bianchini, and 
introduced by Alain himself in Paris at the  
Église de la Sainte-Trinité, Messiaen’s church, 
on 17 February 1938, Litanies (completed 
15 August 1937), journeying from modals to  
whole-tones, is unusual for being written with 
bar-lines but no time signature. Underlining 
its irregular/contracting pulse, the obsessional 
3+5+2+4+2 structure of the Gregorian opening 
idea, in Dorian E-flat, Lirico ma sempre vivo, is 
at once distinctive. Likewise the ‘railway motif’ 
second subject, Vivace, drawing on an earlier 
work, Fantasmagorie, written in 1935, which 
falls into a repetitive 3+5+3+3+2 scheme. ‘In 
a typical Alain paradox,’ Marie-Claire was to 
document, ‘the tragic and the comic are [here]  
set off against each other […] But the tragic 
element soon prevails, dominating the work  
until the final [carillonesque] climax. Three  
weeks after Litanies was completed, our 
sister Marie-Odile died in a climbing accident  
[Following this] Jehan wrote the following 
dedication: “When in its extremity the Christian 
soul can find no new word to implore God’s  
mercy, it tirelessly repeats the same plea with 
vehement faith. The limits of reason are reached, 
and only faith can pursue its ascension”.’

‘Music is created to translate the states of 
the soul at some time, some moment, above  
all, the evolution of the soul state. Thus  
mobility is essential. Do not try to translate an 
in individual emotion, even an eternal motion 
… What matters in music is perhaps less 
charm than mystery.’ Born to a musical west-
Parisian family – Guilmant and Vierne taught his  
father, his brother Olivier was a composer, 
his youngest sister the organist Marie-Claire  
Alain, a four-manual organ occupied the 
drawing-room – Jehan Alain (1911-40) attended 
the Paris Conservatoire between 1927 and 
1939, his teachers including Dupré (organ) 
and Dukas (composition). ‘Young keeper of  
the ornate Franckian tradition’ (Nicolas  
Slonimsky), influenced by Debussy, orientalism, 
the baroque and jazz, his output was prolific 
with over 150 works, including a Requiem Mass, 
appearing in the decade between 1929 and  
1939. A dispatch rider with the Eighth Motorised 
Armour Division, he died in June 1940 on the 
final day of the Battle of Saumur, aged 29. 
Posthumously awarded the Croix de Guerre –  
he took out sixteen of the enemy before being  
shot – he left a wife and three children. 
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Whitlock’s, ‘a glory for all time’. The unmentioned 
yet ‘by implication’ always known: Delius – On 
hearing the First Cuckoo in Spring; the DLS 
cryptogram alternatively construed (DeLiuS 
[Stockford/Riley]). 

Whitlock gave the first performance at St  
Stephen’s Bournemouth, 5 February 1938, 
following it up at the West London Liberal Jewish 
Synagogue, 8 March (his final concert for the 
Organ Music Society). In the Daily Telegraph 
Jack Westrup, admiring his ‘finished execution’ 
and staccato facility, welcomed its ‘ingenious’ 
composition and ‘frank, persuasive invention. 
[Whitlock] is one of the few English composers 
whose compositions do not suggest a sort of  
shepherd’s pie of Sunday evening improvisations’. 
Possible issues of length apart, Archibald  
Farmer in the Musical Times (June 1938) 
thought the ‘success’ and ‘brilliant working’ 
of the choral finale, with the dying day of its  
maggiore fade-out, ‘beyond doubt’. ‘Here we  
have psychological shape […] ethos and 
pathos’. He warmed to the F minor scherzetto, 
completed last (‘cleverness could go no further 
[…] a stream of high spirits’). And was  
essentially sympathetic to the A flat canzona 
(‘moulded, as it were, in the air’). But the 
‘somewhat conventional and unspeaking’ first 

movement – with its recurrent, key-suspending, 
Mahlerian three-note motif (identical in 
pitch-shape to the opening of a St Stephen’s  
Ninefold Kyrie composd in August 1933,  
discovered in 2007) – he sensed to be ‘a little 
disjointed and inconsecutive’, displaying  
that ‘searching about’ one might find in  
either a novice or ‘a composer who too  
deliberately chooses to write a sonata’. ‘Possibly 
Mr Whitlock is not one to be at ease in too  
strongly prescribed a form’. Such reservation 
wasn’t new. ‘Though occasionally there were  
fresh and striking harmonic features […] the  
lack of any real inspiring force became  
tedious […] such a dreary example of  
contemporary organ music’ (GAH, Manchester 
Guardian, 17 February 1938, following a 
performance in Manchester Town Hall by Rufus 
Burgess days after the premiere). Even the 
composer, sketching, fretting and discarding  
to the end, wasn’t sure. ‘My organ sonata  
sounds ghastly’ (5 February 1936). ‘Played my 
new finale [...] not a successful movement yet’ 
(8 February). Modern opinion is more forgiving. 
Eventually, so too was PWW. ‘One organ  
sonata – which I am very pleased with,’ he  
proudly informed Alan Frank at OUP (5 August). 
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Child of an organ dynasty, Marcel Dupré (1886-
1971) studied at the Paris Conservoire with 
Guilmant, Diemer, Vierne and Widor, winning  
the Prix de Rome in 1914. Unfit for military  
service, he spent much of the First World War 
deputising unofficially for Vierne at Notre-Dame 
and learning the organ works of Bach. Spread 
across ten concerts, he performed these from 
memory in Paris in 1920 (Conservatoire) and  
1921 (Palais du Trocadéro). Attracting wide  
notice, this feat launched his career as a  
virtuoso recital organist. On 9 December 1920,  
in the presence of the Prince of Wales, he  
appeared in London at the Royal Albert Hall, 
playing Bach and Widor and improvising before 
an audience of 9,000. The following year he 
visited America, triumphing at the vast six-
manual, many-ranked Grand Court Organ of  
the Wanamaker Auditorium, Philadelphia. From 
1926 to 1954 he was professor of organist at 
the Paris Conservatoire, his pupils including 
Langlais and Messiaen. Between 1947 and  
1954 he was director of the starry-staffed 
Conservatoire américain de Fontainebleau. In  
1934 he succeeded Widor as organist at  
Saint-Sulpice, remaining in office until his  
death. The ‘father of modern organ playing’ 
(Guardian obituary).
 

The E major Cortège et Litanie originated as 
the second of five incidental numbers for eleven 
players written for a theatrical production in 
Paris in 1922. Hearing the composer play a 
piano reduction for some friends in New York, it 
was his American manager, Alexander Russell, 
who suggested it should be arranged for organ 
solo (published 1924), and then organ and  
orchestra (premiered under Stokowski). ‘It will 
be superb!’ Two themes on Choir and Flûte 
respectively make up the piece, combined in 
a grandiose peroration. The second of these, 
insistently semiquavered, is a Russified idea 
– which in his 1959 Saint-Sulpice recording  
Dupré worked up especially feverishly. The  
‘Cortège et Litanie,’ Graham Steed reminds, 
‘is perhaps the ecclesiastical equivalent of  
Ravel’s [later, longer] Bolero’.

Master of the Cavaillé-Coll (Saint-Clotilde, 
1858-90), artist of ‘truth and luminous serenity’, 
messenger of ‘spiritual [light], excluding 
the least touch of violent colour’ (d’Indy’s 
‘gospel’, 1906), ‘enamoured of gentleness and  
consolation’ (Camille Mauclair, La Religion  
de la Musique, 1909), was the discipular image 
of César Franck (1822-90). Another, however 
– earthier, less chaste, freed of starch and  
wing-collar – is suggested by Psyché, the D  

minor Symphony, the Violin Sonata. Central  
to this was a woman. Not his dutifully religious 
consort, Félicité (married in 1848). But a 
decorously rampant student twenty-five years  
his junior, Augusta Holmès (who’d entered 
his organ classes at the Conservatoire in 
‘75). An ‘impure and seductive’ Wagnerite of  
Irish/Scottish descent, this politically-charged 
mademoiselle, Saint-Saëns’s biographer James 
Harding enlightens (1965), was possessed 
of ‘bold, beautiful features, abundant golden  
hair, and handsome breasts of which she was 
justifiably proud’. ‘Très décolletée’ Rimsky-
Korsakov could only but notice at the 1889  
Paris Exposition. Imperious muse and mistress  
to a Parisian era, she bewitched Franck to  
the end of his life. And repeatedly turned down 
marriage proposals from Saint-Saëns, who 
was later to write: ‘We were all in love with her. 
Literary men, painters, musicians – any one 
of us would have been proud to make her his  
wife.’ The poet Catulle Mendès came closest,  
living with her between 1869 and 1886 and 
fathering five children. 

French music before the First World War, 
Ravel wrote, was a severely partisan, factional 
phenomenon, divided broadly into two opposing 
schools. ‘The Old comprises the disciples of 
César Franck [d’Indy, the Schola Cantorumites, 
Duparc, Dukas], and Claude Debussy may  
justly be considered the principal initiator of  
the New’ (Cahiers d’aujourd’hui, February  
1913). Artistic crossover and the open  
admiration of one for the other wasn’t  
discouraged though – witness Debussy in the 
Easter issue of Gil Blas (13 April 1903). ‘In  
Franck we find a real devotion to music. We  
must take it or leave it. Nothing in the world  
could have made him alter any part he  
considered right and necessary, however long 
it may have been – we just have to sit through  
it […] Franck is united with other great  
musicians, those to whom every sound had 
an exact meaning taken in its context: each  
sound is used in a precise way, and it asks 
nothing but to be taken for what it is [...] César 
Franck serves music without seeking any glory. 
What he takes from life, he puts back into 
art with a modesty that is almost selfless.’  
Dedicated to Augusta, the A minor Third  
Choral (completed 17 September 1890)  
follows a broadly tripartite design: Exposition 
(‘semiquaver’ toccata/’minim’ chorale, Quasi 
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organist of the church. He wrote: “The damage  
to the dear place is quite heart-breaking.  
That organ can never be replaced, but I hope  
that something lovely will eventually come in  
its stead.”   

More than 10 years later, a hugely generous  
gift ensured that this did indeed happen.  
Thalben-Ball was one of the most distinguished 
organists of his day, and before the war had  
been invited by Lord Glentanar to play at his 
baronial home in Scotland, which housed a 
4-manual Harrison organ in its Ballroom. 
After the war, the pair met by chance in  
Cambridge, and Thalben-Ball asked in passing 
about the state of the organ. Lord Glentanar 
regretted that it was no longer very much  
in use, and that if Thalben-Ball could suggest  
a suitable home for the instrument he would  
gladly offer it, as a gift, to a new owner. Well, 
Thalben-Ball replied, as it happens I can  
think of such a home….and the rest, as they  
say, is history.

The instrument’s own story begins with a  
letter from Lord Glentanar to Messrs Harrison & 
Harrison, dated 28 April 1923:

allegro, punctuated by declamatory harmonic 
‘swells’) – Middle Section (‘seraphic’ subject/
development, Adagio, tonic major/modulating) 
– Reprise (toccata/chorale combined, leading to  
a maggiore climax). 

© 2014, Ates Orga 

Malcolm Riley Percy Whitlock: organist and composer (London 1998) 
Malcolm Riley The Percy Whitlock Companion (Staplehurst 2007)
Percy Whitlock Trust 
www.percywhitlock.org.uk

“Dear Sirs,

I have for some time past been contemplating 
building an organ here and am considering 
certain structural alterations to my ballroom  
for this purpose. Before definitely deciding 
on this I would like to have the opinion  
of a practical organ-builder as to whether  
my proposals would give correct and  
sufficient space for the type of organ I wish  
to install.

I would therefore be glad if you could arrange  
to send a representative of your firm to  
meet me here at an early date. I shall be in 
residence here until 9th May.

Yours faithfully

Glentanar”

When Arthur Harrison went up to Scotland to  
meet Lord Glentanar a few days later, he was 
presented with a plan for an organ of 43 stops  
of four manuals and pedals. Over the coming 
months, the plan was modified and enlarged, 
gaining all the characteristics of a typical  
Harrison organ of the period, and all achieved  
with the maximum of goodwill – an eloquent 

The Organs of the 
Temple Church
Greg Morris

On the clear, moonlit night of 10 May 1941,  
a devastating air-raid of nearly 100,000  
incendiary bombs fell on the centre of London.  
One landed on the north-east corner of the roof 
of the Temple Church, and the fire spread  
rapidly.  By the end of the night the Church  
was a ruined shell, and its world-famous 
organ was also destroyed. This instrument had  
originally been built in the 1680s by the  
renowned builder, Father Smith; known as one  
the finest in the country, it was the first  
example in England of a three-manual organ. 
In the famous “Battle of the Organs”, the 
competition to decide which organ would be 
chosen for the church, the instrument was  
played by Henry Purcell and John Blow, and  
for fifty years during the eighteenth-century 
it was played by John Stanley, whom many  
eminent organists would regularly come to  
the church to hear play - including a certain 
George Frideric Handel.

At the time of the air-raid, the renowned Dr  
George Thalben-Ball was about a third of  
the way through his near 60-year stint as  
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Lord Glentanar conducted the choir and 
orchestra in a Purcell chorus and in Die 
Meistersinger overture and showed himself 
no less expert in this as in other executive 
branches of the Art.  He has a vigorous and 
vivid style.”

When the time came for Lord Glentanar to  
make his generous gift to the Temple Church,  
he made two conditions – that the organ be 
installed by Harrison & Harrison, and that it 
would not be altered without his permission.  
The only change to the original specification  
was the addition of an extra octave of pipes 
to create the 32’ Double Ophicleide. Over the 
years, various minor changes were made in  
the positioning of, for example, the Great  
reed stops, and in 2000 the console was fully 
renovated and a modern capture system 
installed. However, no major work was carried  
out – even when the organ was brought to  
the Temple, it was installed in something  
of a hurry, and no restoration work was  
possible - which makes it all the more  
remarkable that the instrument lasted until  
2011, 84 years after that quirky opening  
recital, before any major work was required.

testimony to Arthur Harrison’s famed tact  
and diplomacy. However, Lord Glentanar had  
one over-riding concern:

“13 October 1923

Dear Mr Harrison,

I have been thinking a lot about the  
specification of my organ recently. As you  
know, the one thing I want to be sure about 
is above all things a grand and majestic 
ensemble, and when you are considering  
the scale of the pipes, if you are ever in  
any doubt as to whether it should be a  
little smaller or a little larger in scale, please 
choose the latter. I would much sooner have  
you err on the big side than on the other.  

Yours very faithfully

Glentanar”

By the summer of 1926, the necessary  
structural changes had been made to the 
Ballroom, and work began on installing the 
organ.  It was interrupted for a two-week period 
after Christmas, when the Ballroom was used for 
a production of Mozart’s Il Seraglio, performed 

The acoustic of the Ballroom was, in the words  
of Arthur Harrison “as dead as it well could  
be…very disappointing”. The Temple Church’s 
acoustic is rather more generous, meaning  
that, despite the instrument’s illustrious 
pedigree and beautiful craftsmanship, it  
never sat particularly easily in the building.  
The opportunity which this rebuild offered to 
recalibrate the instrument has been taken with 
great skill and alacrity by Harrisons, however, 
and the newly re-voiced organ now sounds  
as though it has always been intended for  
the space. Diapasons no longer push too  
hard, mixture work has been taken back, the  
solo strings are less biting, while the full  
organ sound is no longer overwhelming but  
still viscerally thrilling.  

There have also been four additions to the  
Great. The new 4’ Principal and 2’ Fifteenth  
are both smaller scale than their existing 
counterparts. A new Mixture completes a  
secondary Great chorus based on the existing 
Geigen, and a 1 3/5’ Seventeenth can be used 
either to colour the mixtures, or to create a  
Cornet alongside the existing 2 2/3’ Quint. The 
entire Secondary chorus can be transferred  
to the Choir, particularly useful in the  
performance of Baroque music and the French 

largely by employees on the estate, but by  
mid-April all was finished. At Lord Glentanar’s 
request, Arthur Harrison arranged for the  
inaugural recital to be given on 3 September 
1927 by the renowned French organist, Marcel 
Dupré. The event was quite an occasion, as may 
be gleaned from the following newspaper report:

“Lord Glentanar invited his neighbours on 
Saturday to assist in the opening of the 
new organ which he has installed in Glen 
Tanar House. Lord Glentanar’s devotion to 
music and his taste and liberality where it 
is concerned are matters of common  
knowledge, and his guests on Saturday were  
no doubt prepared for something quite  
different from the usual inauguration recital.  
Nor were they disappointed.  

The new organ stands in a chamber which 
has been specially built for it at the end  
of the Ballroom of Glen Tanar House, a  
spacious apartment with a lofty, antler-
studded roof. Together with a power, greater 
perhaps than may be fully used with comfort to  
the listener, the organ has a remarkable 
range and variety of effect disclosed to  
the best advantage by the masterful playing  
of M. Marcel Dupré.
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THE ORGAN OF 
THE TEMPLE CHURCH
Harrison & Harrison
1923     1954     2013

PEDAL ORGAN
1. Double Open Wood (from 3) 32
2. Sub Bourdon (from 29) 32
3. Open Wood  16
4. Open Diapason (from 30) 16
5. Geigen (from 28) 16
6. Bourdon (from 29) 16
7. Violone (from 58) 16
8. Dulciana (from 17) 16
9. Octave Wood (from 3)   8
10. Flute (from 29)   8
11. Octave Flute (from 29)   4
12. Double Ophicleide (from 13) 32
13. Ophicleide  16
14. Orchestral Trumpet (from 64) 16
15. Bassoon (from 25) 16
16. Posaune (from 13)   8

I. Choir to Pedal   
II. Great to Pedal
III. Swell to Pedal    
IV. Solo to Pedal

CHOIR ORGAN
17 - 26 enclosed

17. Contra Dulciana 16
18. Claribel Flute    8
19. Lieblich Gedeckt 8
20. Dulciana  8
21. Salicet  4
22. Flauto Traverso  4
23. Harmonic Piccolo 2
24. Dulciana Mixture III
25. Cor Anglais  16
26. Clarinet    8
27. Tuba  (from 66)   8

V. Choir on Swell    
VI. Octave
VII. Sub Octave    
VIII. Unison Off
IX. Swell to Choir  
X. Solo to Choir

GREAT ORGAN

28. Double Geigen  16
29. Bourdon †  16
30. Large Open Diapason  8
31. Small Open Diapason  8
32. Geigen †  8

symphonic repertoire. As an accompanying 
instrument, the organ is a delight to play,  
with a huge variety of colours at the player’s  
disposal, and boxes which are supremely 
effective – meaning for example that you can  
bring on full swell behind the solo strings  
almost imperceptibly.

Full credit must go to James Vivian, Director  
of Music at the Temple Church at the time of  
the restoration, for his vision for the organ,  
and to Andrew Scott and everybody from  
Harrisons for realising such an impressive 
restoration; and a huge vote of thanks must  
go to the many generous donors, as well as  
the Inns of Inner and Middle Temple, for their 
committed support of the project. As a result 
of these people’s skill and generosity, the  
organ will continue to lead and colour the  
liturgy of the Temple Church for decades to  
come, and regale its listeners with the full range  
of its power and subtlety.  

33. Hohl Flute   8
34. Stopped Diapason †  8
35. Octave   4
36. Principal * †  4
37. Wald Flute †  4
38. Octave Quint †  22/3

39. Super Octave  2
40. Fifteenth * †  2
41. Seventeenth * †            13/5

42. Mixture  IV
43. Mixture * †  II-III
44. Tromba  8
45. Octave Tromba  4

XI.  Great Second Division on Choir†    
XII. Reeds on Choir     
XIII. Reeds on Solo 
XIV. Choir to Great      
XV. Swell to Great 
XVI. Solo to Great    

SWELL ORGAN

46. Quintatön  16
47. Open Diapason    8
48. Stopped Diapason  8
49. Echo Salicional  8
50. Vox Angelica (to FF) 8
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The pistons are adjustable by setter piston with 
256 general and 16 divisional memories

Balanced expression pedals to Choir, Swell and 
Solo Organs

The actions are electro-pneumatic
The manual compass is 61 notes; the pedal 32 
notes

*  New stops 2013        
†  Great Second Division 2013

51. Principal  4
52. Fifteenth  2
53. Mixture   V
54. Oboe  8

XVII.  Tremulant

55. Double Trumpet  16
56. Trumpet    8
57. Clarion    4

XVIII. Octave  
XIX. Sub Octave
XX. Unison Off  
XXI. Solo to Swell

SOLO ORGAN
58 - 65 enclosed

58. Contra Viola  16
59. Viole d’Orchestre  8
60. Viole Céleste  8
61. Harmonic Flute  8
62. Concert Flute  4
63. Orchestral Hautboy  8

XXII.  Tremulant
 
64. Double Orchestral Trumpet  16

GREG MORRIS

Greg Morris is Associate Organist of the Temple 
Church in London, and Musical Director of 
Collegium Musicum of London. An acclaimed 
solo recitalist and recording artist, Greg has 
performed widely throughout the UK and Europe. 
His repertoire encompasses music from the 16th 
to the 21st centuries, with a particular bias 
towards the music of J.S. Bach and 20th-century 
French and English composers. He gave the world 
premiere of David Briggs’ Organ Concerto, and 
subsequently recorded the work with the Northern 
Chamber Orchestra. His first two solo CDs received 
widespread critical acclaim, his performance of 
organ music by Kenneth Leighton being described 
as “authoritative” (American Record Guide) and 
“intensely atmospheric” (Gramophone). 
 
Since 2006, Greg has accompanied the Temple 
Church Choir, a professional ensemble recently 
described by Gramophone as “among the very 
best”. He has performed with them on BBC 
Radio 3, in CD recordings, and in the presence of  
Her Majesty the Queen. He has appeared at  
the BBC Proms with the BBC Singers, and is  
in demand as a freelance accompanist and 
ensemble player.

65. Horn  8
66. Tuba   8

XXIII. Octave     
XXIV. Sub Octave
XXV. Unison Off

ACCESSORIES

Eight foot pistons to the Pedal Organ
Eight pistons to the Choir Organ
Eight pistons to the Great Organ
Eight pistons to the Swell Organ 
 (duplicated by foot pistons)
Eight pistons to the Solo Organ
Eight general pistons and general cancel

Two general pistons for couplers
Sequencer, operating general pistons.

Reversible pistons: 
 I - IV, IX, X, XIV-XVI, XXI
Reversible foot pistons: II, XV

Combination couplers: 
 Pedal to Great pistons, 
 Great to Pedal pistons, 
 Pedal to Swell pistons, 
 Generals on Swell foot pistons.



- 18 -

Greg also works extensively as a conductor, in 
particular with Collegium Musicum of London.  
The choir performs with leading instrumentalists 
and soloists in a wide range of repertoire.  
Greg also takes a major role in training 
the choristers at the Temple Church, and 
regularly conducts both the Choirmen and the  
Temple Singers. 

Greg held scholarships at St George’s Chapel, 
Windsor, Jesus College, Cambridge and St Martin-
in-the-Fields. He was awarded the Silver Medal 
of the Worshipful Company of Musicians for  
his prize-winning performance in the FRCO 
diploma, and was subsequently Assistant  
Director of Music at Blackburn Cathedral. 

For further information, please visit 
www.gregmorris.org.uk
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English Organ Music
From the Temple Church
James Vivian organ
SIGCD223

“The instrument is a natural match for English romantic and 
post-romantic composition … Vivian’s performance is nothing 
short of spectacular.” 
American Record Guide

The Veil of the Temple
The Choir of the Temple Church
The Holst Singers
Patricia Rozario soprano
Stephen Layton conductor
SIGCD367

“Embrace [The Veil of the Temple]’s world, its sentiments and 
sincerity, and it builds overwhelmingly through eight cycles 
from quiet nocturnal beginnings to an expansive glorification 
of the dawning day.”
Sinfini Music



6 35212 03792 8

DDD
24 bit digital recording

SIGCD379 P 2014 Signum Records
© 2014 Signum Records

Signum Records Ltd, Suite 14, 21 Wadsworth Road, 
Perivale, Middx UB6 7JD, United Kingdom. 

CTP Template: CD_INL1
Compact Disc Back Inlay

Customer SignumClassics
Catalogue No.SIGCD379
Job Title: Organ Music

COLOURS
CYAN
MAGENTA
YELLOW
BLACK

www.signumrecords.com   

  SIGNUMCLASSICS                         T
EM

P
LE C

H
U

R
C

H
 O

R
G

A
N

         M
O

R
R

IS
                         SIGCD379

  S
IG

NU
MC

LA
SS

IC
S 

  
  

  
  

  
  

  
  

  
  

  
  

T
EM

P
LE

 C
H

U
R

C
H

 O
R

G
A

N
  

  
  

  
 M

O
R

R
IS

  
  

  
  

  
  

  
  

  
  

  
  

 S
IG

CD
37

9

LC15723

 Sonata in C minor Percy Whitlock (1903-1946) 
1 I.  Grave – Animoto  [13.59]
2 II.  Canzona  [6.41]
3 III.  Scherzetto  [4.46]
4 IV.  Choral  [22.42]

5 Litanies Jehan Alain (1911-1940)  [5.29]

6 Cortège et Litanie, Op. 19 No. 2 Marcel Dupré (1886-1971) [6.27]

7 Choral No. 3 in A minor, Op. 40 César Franck (1822-1890) [12.47]
 

 Total timings:   [72.51]

Organ Music from the Temple Church, London
by Whitlock, Alain, Dupré and Franck

GREG MORRIS 
ORGAN OF THE TEMPLE CHURCH, LONDON


