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Elisabeth Lutyens (1906–83) was a determined and strong character, who carved out 
a career as a professional composer against the odds presented by the combination of 
societal norms and her own, often challenging, personal situation. From the age of 
nine she was intent on becoming a composer, to the astonishment of her parents, the 
renowned architect Sir Edwin Lutyens and the aristocratic Lady Emily, née Bulwer-
Lytton. Her chequered childhood – she left school at fourteen – was marked by a deep 
involvement, through her mother, in the esoteric Theosophical Movement, and by the 
long absences of her aloof father as he worked on the imperial city of New Delhi.

In 1922 Lutyens studied for some months at the École Normale de Musique in 
Paris before returning to London and beginning a period of study with John Foulds 
(1880–1939). Foulds was a composer much influenced by Theosophical thought 
and the music of India; his monumental commemoration of the war dead, A World 
Requiem, which incorporated biblical texts alongside Hindu poetry, was about to 
be premiered at the annual Festival of Remembrance. In 1924 she accompanied her 
mother to Australia, though staying en route in India for four months, on one of many 
journeys with the Theosophist spiritual leader Jiddu Krishnamurti, who by then had 
been a long-term resident of the Lutyens household. By 1926, when Lutyens entered 
the Royal College of Music, she had begun to distance herself from Theosophy – in part 
as a result of the bouts of depression she had been experiencing – and she declined to 
accompany her mother to America on any more ‘spiritually enhancing’ trips.

Lutyens recalled1 that Sir Hugh Allen, Director of the Royal College of Music, 
wished that she should concentrate on the viola rather than composition, as her 
first study. Her persistence paid off, and Allen – although not allowing her to study 
with either Ralph Vaughan Williams or John Ireland – arranged for Harold Darke 

1 Elisabeth Lutyens, A Goldfish Bowl, Cassell, London, 1972, p. 38.
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(1888–1976) to take her on as a composition pupil. Darke, an organist, was a teacher 
principally of harmony and counterpoint, but he was also a composer of well-crafted 
church music, including the carol In the Bleak Mid-Winter. Her contemporaries at 
the College included the composers Elizabeth Maconchy and Grace Williams, and 
Darke sympathetically encouraged Lutyens and supported performances of her works 
throughout the institution. At the time, opportunities for public performance of student 
works were limited, and Lutyens’ idea for a series of concerts of new works resulted in 
the initial series of Macnaghten-Lemare concerts of 1931–37, which provided a platform 
for performances of music by emerging composers, among them Britten, Tippett and 
Lutyens herself.

Lutyens’ music had a slow stylistic development and by 1939 she had arrived – 
unaware, so she claimed, of compositional trends on the continent – at a personal style 
of serialism in her Chamber Concerto No. 1. The previous year, having been unhappily 
married for a number of years, she met the influential conductor and former BBC music 
producer Edward Clark, a former pupil of Schoenberg. In spite of Clark’s impressive 
connections – he was associated with almost all the major contemporary European 
composers – his unbending personality had caused him to fall out of favour with the 
BBC, leaving him out of work. Lutyens married Clark in 1942, and to make ends meet 
she took work as a copyist. From the late 1940s, having been given an introduction by 
William Walton to the influential music director Muir Mathieson, she began writing 
numerous film and television scores.

Ô saisons, Ô châteaux, a cantata composed in 1947 that set Rimbaud’s poem, proved 
to be a breakthrough concert work, revealing within her twelve-tone technique a lyrical 
compositional voice and a gift for expressive texture. Even so, and in spite of success on 
the concert platform and in the film studios, a dependency on alcohol was increasingly 
a scourge on Lutyens’ private life until she was able to overcome the addiction in 1951 
through a particularly drastic aversion therapy.

Nevertheless, Lutyens’ professionalism as a composer earned the considerable 
respect of her fellow composers. She regularly burned the midnight oil in order to 
fulfil deadlines, and had a highly principled approach to her work. She loathed being 
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called a woman composer and was petrified – sometimes to the point of refusing 
practical offers of help – of being accused of accepting patronage as a result of her 
parents’ connections. Through her later years she enjoyed the support and friendship 
of William Glock, who as the BBC Controller of Music commissioned from her 
numerous works for the Proms. She was also an influential teacher, lecturing 
frequently at the Dartington Summer School and including amongst her private 
pupils Alison Bauld, Brian Elias and Robert Saxton. Her acerbic wit was combined 
with a penchant, especially in her later years, for outrageous remarks, borne out of her 
uncompromising musical personality.

Lutyens composed for the organ sporadically throughout her life, mostly as the 
result of commissions. She had begun organ lessons under Darke and in the early 
1930s she was organist of the church in Woolpit, Suffolk, not far from Haughley, 
where she had built her own cottage – ‘Braughles’ – on land belonging to her cousin, 
Lady Eve Balfour. Lutyens’ memoir A Goldfish Bowl recounts her experience as the 
church organist: 

I was entirely at the mercy of the cherubic-faced, sewer-minded choirboys, who regaled 
me with salacious gossip of the goings on in the village [… .] if a supply of acid drops was 
not forthcoming they would deprive me, maliciously, of air [when they were pumping the 
bellows], even in the middle of a protracted Amen.2 

Concerning the choir she remarked: ‘I did wish, however, that they would stick to 
less ambitious works […] rather than attempt to render, or rather rend, So-and-So in  
B flat’.3 In spite of such experiences, her musical curiosity was evidently piqued by organ 
repertoire, for she made arrangements for instrumental forces (for the Macnaghten-
Lemare concerts) of organ works including Buxtehude’s Passacaglia in D minor, 
buxwv161, fugues by Titelouze and a capriccio by Frescobaldi. Apart from this brief 
foray into ecclesiastical music, Lutyens’ work was concerned very much with the secular, 
with the exception of the composition of a powerful and angular Magnificat and Nunc 

2 Ibid., p. 55.
3 Ibid.
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Dimittis for Coventry Cathedral (1965), which appears to have lain unperformed until 
its recording in the composer’s centenary year.4

The unpublished5 and undated Chorale Prelude 13  appears to be an early work. 
Written in four-part counterpoint and in the Aeolian mode (on D) of the melody, it 
is possibly an example of the style of traditional compositional exercise which Darke 
may have set; he had been responsible for introducing her to Bach’s chorale preludes.6 
Founded on the tune ‘St Mary’, it is possible, too, that the work was composed during her 
time in post at Woolpit, since the church is dedicated to St Mary the Virgin. 

The pithy four-movement Suite 8 –11  was composed in 1948 and dedicated to 
Edward Clark.7 It was Lutyens’ first serial organ work, its four brief movements calling to 
mind the piano works of Webern. The work was first performed in June 1951 by Arnold 
Richardson (Wolverhampton Borough Organist) at All Souls’, Langham Place, London, 
as part of the Festival of Britain, alongside premieres of York Bowen’s Fantasia and 
Richard Arnell’s Second Sonata. A review of the performance described the Suite rather 
uncharitably as ‘very harmless nugae. (But was there not a vestige of definite tonality 
in them? O fie!)’.8 Though replete with expression marks, it is devoid of registration 
indications, save for denoting the pedal pitch (16′ or 8′) – and yet the writing suits well 
the cantabile qualities of the instrument, and in its short span it displays an imaginative 
contrast of textures.

Composed in 1951 with a modest grant from the Arts Council’s Festival of 
Britain funding, Nativity 6  was originally scored for soprano solo accompanied 
by string orchestra, but also adapted – in Novello’s 1963 Sing Nowell anthology – 
for organ accompaniment (with the option of choral performance). The work is 
dedicated to Kathleen Riddick, whose Riddick String Orchestra (formerly the London 
Women’s String Orchestra) gave the premiere. The carol sets verses by the Ulster poet  

4 Elisabeth Lutyens: Choral and Chamber Works, NMC d124.
5 British Library Add. MS 64595.
6 Meirion and Susie Harries, A Pilgrim Soul: The Life and Work of Elisabeth Lutyens, Michael Joseph, London, 1989, p. 54.
7 British Library Add. MS 64598.
8 Reviewed in The Musical Times, Vol. 92, No. 1304 (October 1951), p. 460.
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W. R. (‘Bertie’) Rodgers, with whom Lutyens had previously collaborated on her chamber 
opera The Pit (1947). An unsettled air pervades the carol, the brooding harmonies of 
which reflect the anxious mood of Rodgers’ verse:

And hark! the Herod-angels sing tonight!
Over the Magi’s tents 
Their heartless song drones on through grumbling glooms 
And weeping continents.
High on his farthing floor the airman moons 
Above the mourning town 
Of Bethlehem; it is his footling root 
And he the flower and crown.
O Caspar, Melchior, and Balthazar, 
Come from your caravan 
And tell me where you go, and what new star 
You saw in Teheran:
And what new man now hurries to be born
Out of our addled earth,
And O what silly corner of ourselves
Will see the lowly birth.
Strike, strike the gong of our song till souls take fire, 
Clap hands and bellow,
Dance, dance, leap higher and longer and hug 
Each with your fellow.
Up with the windows, raise the shout, 
hang all the Hallelujahs out.
Bring every stranger in, call for the lights and sing, 
for unto you this day is born a King.
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O Lord send light into this dreadful wood (that is the world), 
Elaborate the saps,
Bid the bare trees blurt into bloom, and fill
With leaf the hungry gaps, 
And in its head set the heart’s singing birds.
Lutyens’ Sinfonia 7 , written in 1955, was commissioned by William Glock for a 

recital in April 1956 given principally by Ralph Downes at the Royal Festival Hall under 
the auspices of the Institute of Contemporary Art in collaboration with London County 
Council.9 The concert also featured the first performances of Cantico Virginis by Wilfrid 
Mellers and Malcolm Williamson’s Fons Amoris, played by its composer. At the time 
Williamson was one of Lutyens’ first pupils, and he became a lifelong friend. A reflective 
and austere work, this Sinfonia is constructed in palindromic form (Molto lento, dolce 
semplice – Allegro – Moderato, amabile affetuoso – Allegro – Molto lento, dolce semplice), 
with sparse registration markings but a wide range of dynamic indications. Its structure 
is succinctly explained in Lutyens’ own programme note: 

The middle and longest moderato movement is itself in the form of a palindrome and the 
final canon is a rhythmic palindrome of the slow introduction, though the notes are the 
same. The slow canons are based on six notes of the series and their inversion, and the 
Allegros on the other six notes and their inversion, whilst the Moderato uses both groups 
of six notes.10 

In the strict serial procedures of the work (which prohibited octave doublings), and 
presumably in his own adherence to the registration scheme (the pedal being almost 
exclusively intended to be heard at 8′ rather than at the more common 16′ pitch), 
Downes felt that the work presented as a woodwind ensemble rather than exploiting 
the full tonal potential of the instrument.11 Nevertheless, Donald Mitchell, reviewing 

9 Programme reproduced in Andrew McCrea, ‘New Organ Music at the Royal Festival Hall: Remarks on what was programmed and 
how it was received’, Journal of the British Institute of Organ Studies, Vol. 38 (2014), p. 144.
10 Included in the published score (Schott & Co., London, 1963).
11 A Pilgrim Soul, p. 159.
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the concert for The Musical Times, in somewhat guarded appreciation, admired ‘the 
Sinfonia’s scrupulous sound, no mean achievement in the realm of an instrument not 
noted for purity since its earlier days’.12

Unique amongst Lutyens’ vast output of incidental music for its scoring for solo 
organ, A Sleep of Prisoners13 12  was composed for a touring production of Christopher 
Fry’s play of the same title by the Voyage Theatre Company of her friend Harold Lang. 
Its first performance was in St George’s Cathedral, Perth, Australia, on 28 February 
1966. In the drama four prisoners-of-war sleep in a church, their dreams intertwining 
contemporary conflicts with biblical stories such as Abraham and Isaac, King David, 
and culminating in a nightmare in which they are the children in the fiery furnace 
of the Book of Daniel. Lang and Lutyens had collaborated the previous year on a 
production (dogged by a dispute with the Musicians’ Union) of As You Like It for the 
Open Theatre Company, and he had acted in films she had scored, including Dr Terror’s 
House of Horrors. The music shows Lutyens’ supreme skill and versatility in capturing 
the emotional intensity and immediacy which the director sought, demonstrating her 
professional reliability for providing similar (and, importantly in her situation, well-
remunerated) film scores. Lang’s music cues allow the relation of the music to the action 
(the page numbers refer to the published play (Oxford University Press)):

1. ‘Now the day is over’ – played with one finger [not recorded here]
2. ‘Three blind mice’ – played with one finger [not recorded here]
3. p. 10 a note of gentle, eternal strife – eternal puzzle – eternal sighing. A sad   
 chord for the discovery of miserable Adam.
4. p. 12 ‘Now the day is over’ – wistful simple harmony
5.  p. 14 (Cain, Abel starts throwing dice)
 Adam: ‘look my sons are playing…’
 a slight, solemn summons to attention.
6.  pp. 16/17 (Where Cain kills Abel)
12 Donald Mitchell, ‘London Concerts’, The Musical Times, Vol. 97, No. 1360 (June 1956), p. 317.
13 British Library Add. MS 64788.
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 Murder music comes to stop like heart wanly dying.
7. Punishment – punishment, burning punishment. The stamping in of hot irons –  
 pain diminishes to throbbing.
8. p. 20 King David – troubled, faintly paranoid, suspicious
9. p. 24 No dialogue. Unarmed combat – cruel – staccato – flesh and punch.
10. p. 28 Why did you call me?’… [Isaac as child]
 light, childish, morning: infantile, wistful
 plus: – solemn, ominous...
11. p. 33 appearance of the angel
 heavenly command – unexpected – radiantly authoritative
12. p. 34 ‘Meadows’, the donkey man, appears
 mysterious, benignly creeping.
13. p. 34 The slow, wan march of a life;
 infinite, slow coming of millennium: journey ends mild end of life (jog, jog)
14. p. 37 Infinite water – tiny darts of warring little fish.
15. p. 41 sudden, dark alarm
16. p. 42 approach of authority, military, sinister
17. p. 43 ‘Corporal, our hands are tied’
 Sudden fear
18. p. 43 hint of approaching sizzle (of fire) – it gets nearer and larger and more   
 consuming.
19. p. 45 hope – ; deliverance with a lunatic face. Can the affirming idiot be trusted?
20. p. 48 rumbling, restless burning; the noise of yearning flesh consuming itself
21. p. 49 white, mounting flames, sublimely painful.

Composed in 1968 for the wedding of Hilda and Anthony Gaddum at St Mary’s 
Church, Disley, Epithalamion 1  sets part of Edmund Spenser’s eponymous poem.14  
14 The score numbers the work as Op. 67, No. 3, but Meirion and Susie Harries’ A Pilgrim Soul (p. 291) doesn’t give an opus number 
and lists Epithalamion between Opp. 71 and 72. Confusingly, the Harries (pp. 290–91) list Op. 67, No. 1, as Novenaria for orchestra, 
Op. 67, No. 2, as Helix for piano duet, Op. 67, No. 3 (sic), as Scroll for Li-Ho for violin and piano, and Op. 67, No. 4 (listed after  
Op. 68), as Horai for violin, horn and piano. 
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The premiere was given by the soprano Noelle Barker and organist W. E. Whiteman. The 
organ-writing vividly conjures the natural imagery of Spenser’s metaphysical poetry, 
and provides a foil to Lutyens’ characteristically lyrical and expressive vocal writing. 
The effectiveness of the scoring, and the interdependence of musical forces, makes 
perplexing her prefatory note – which explains that the soprano solo ‘though preferred, 
is optional’. 

Wake now my love, awake; for it is time,
The Rosy Morne long since left Tithones bed,
All ready to her silver coche to clyme,
And Phoebus gins to shew his glorious hed.
Hark! how the cheerefull birds do chaunt theyr laies
And carroll of Loves praise.
The merry Larke hir mattins sings aloft,
The thrush replyes, the Mavis descant playes,
The Ouzell shrills, the Ruddock warbles soft,
So goodly all agree with sweet content,
To this dayes merriment.
Ah my deere love why doe ye sleepe thus long,
When meeter were that ye should now awake,
T’awayt the comming of your joyous make,
And hearken to the birds love-learned song,
The deawy leaves among.
For they of joy and pleasance to you sing,
That all the woods them answer & theyr eccho ring.
It was through her friendship with William Glock, who founded a summer school at 

Bryanston in 1948, which in 1953 moved to Dartington Hall, Devon, that Lutyens taught 
regularly at the Dartington International Summer School. She was invited to compose 
an organ work for the inauguration in 1969 of the Hall’s new eleven-stop Baroque-style 
organ, constructed by local organ-builder Roger Yates. Temenos 14  (meaning a ‘sacred 
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enclosure’) is inscribed with the words ‘The gods are here between somewhere and 
nowhere’, and, as in Sinfonia, it employs a palindromic structure: Prelude I – Interlude 
I – Canticle I – Interlude II – Canticle II – Coda. Its richly colourful textures – by turns 
intimate and fearsome – are orchestral in conception: indeed, Lutyens began and – aside 
from the final two pages of the organ score – the same year almost completed a scoring 
of the work for large symphony orchestra.15 This striking symphonic essay was manifestly 
unsuitable for its intended purpose: in spite of a detailed registration scheme with which 
Lutyens prefaced the original organ work (with a cautionary note: ‘it will be appreciated 
that careful registration is of the utmost importance’), a convincing performance would 
have been impossible on such a modest instrument. 

While composing Temenos in January 1969, Lutyens had written to Harold 
Darke to explain that she would dedicate the work to him. (She was repaying a debt 
of gratitude – Darke had dedicated his 1931 organ work ‘A Fantasy for Organ in E’,  
Op. 3916 – also adapted for string orchestra – to his pupil.) He replied affectionately:  
‘I am very honoured that you should wish to dedicate your new organ work to me, and 
I am deeply grateful. I am afraid I have little sympathy with “baroque” organs but I 
am sure it will be a very important and attractive addition to the organist’s repertoire’.17 
On receiving the score three months later, he again thanked her, but admitted: 
‘I hardly expect to have a chance of playing it myself as my recital days seem to be 
over’, but added ‘It is wonderful of you to remember me and I am tremendously proud 
of your achievements and that you were one of my pupils’.18 The work appears to have 
languished in obscurity (published, though seemingly previously unperformed) and 
it perhaps represents her most important organ work.

The inaugural recital of the Dartington Hall organ, on 12 October 1969, featured 
John Wellingham as soloist alongside the Chamber Ensemble and chorus (and including 

15 British Library Add MS 64580.
16 The Fantasy in E major is now listed as No. 2 of Darke’s Op. 39; No. 1 of the set – a Fantasy in E minor – was not published until 
1993, seventeen years after the death of its composer.
17 Correspondence in British Library Add. MS 71144.
18 Ibid.
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John Gardner’s Chamber Concerto for Organ, Op. 102, composed for the occasion). 
The concert programme19 highlighted Temenos as the commissioned work for Nicholas 
Danby’s forthcoming recital on 9 December, and yet by the end of October Trois 
Pièces Brèves 2 – 4  had been completed and offered in place of the ill-suited Temenos. 
Lutyens had adapted and rearranged extracts from her recently completed lyric drama 
Isis and Osiris (unperformed until 1976) into an enchanting set of miniatures, the 
transparency and delicate sonorities of which were sympathetic to the intimate nature 
of the Yates instrument. Reworked from Act 2, ‘Conte’ 2  recounts Isis’ search for the 
coffer of Osiris; ‘Berceuse’ 3  is the lullaby she sings to Horus, her new-born son; and 
‘Rondes’ 4 , from Act 3, a scene of the Harvest Festival, includes a reapers’ song and 
dance to Osiris, god of corn.

Plenum IV 5  (for organ duet) is the last in a series of four works (the previous 
three being for piano, instrumental ensemble and string quartet respectively).20 As 
Lutyens explained, and as the title suggests, these works, though each very different, 
represent ‘silence filled emptied and refilled with sound’.21 Plenum IV, which is subtitled 
with the Gertrude Stein quotation ‘What is the wind, what is it’,22 is characterised by 
specific rhythmic freedom (phrases and pause-lengths being denoted only by durations 
in seconds) and scoring which makes careful use both of the capacity of the organ for 
sustaining chords and its vast tonal range. The work was commissioned by Stephen and 
Nicholas Cleobury for their first joint recital in March 1975 – the result of an invitation 
from the Royal Festival Hall – and was subsequently recorded by them in the more 
sympathetic acoustic of Westminster Abbey. They worked closely with Lutyens to 
determine the organ registrations which are provided in the published score, based on 
the specific orchestral timbres which she envisaged.23

19 I am grateful to John Wellingham for providing a copy of the programme.
20 More information on this set of works can be found in Rhiannon Mathias, Lutyens, Maconchy, Williams and Twentieth-Century 
British Music, Ashgate Publishing, Farnham, 2012, pp. 199–200. 
21 Composer’s note for the first performance, included with the LP recording Vista vps 1039.
22 From the poem ‘A Long Dress’, published in the Gertrude Stein collection Tender Buttons, Claire Marie, New York, 1914; 
republished by Dover, New York, 1997, p. 8.
23 I am grateful to Nicholas Cleobury for this information.
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THE ORGAN OF ST ALBANS CATHEDRAL
by Tom Winpenny

The Benedictine monastery of St Alban, founded about 739, was built on the site of 
the execution of Britain’s first martyr, St Alban (d. c. 250ad). Various small organs 
are recorded as having existed in the Abbey Church before the dissolution of the 
monastery in 1539, but after that there is no record of an organ in the building until 
1820, three centuries after the townspeople of St Albans had bought the Abbey as their 
Parish Church. In 1861 a three-manual organ by William Hill was installed: in 1885 
it was enlarged and remodelled by Abbott & Smith of Leeds during the restoration 
of the building, which coincided with its elevation (in 1877) to Cathedral status. 
Further work was undertaken in subsequent decades to improve the projection of 
sound throughout the 521-foot-long building: new organ cases, designed by John 
Oldrid Scott, were installed in 1908 and in 1929 the organ was revoiced by Henry 
Willis to be much louder.

In 1958 Peter Hurford was appointed as the Cathedral organist: he was quickly gaining 
an international reputation as a brilliant performer and his appointment coincided with 
further restoration work to the Cathedral fabric, which necessitated the dismantling 
of the mechanically unreliable and tonally inadequate organ. Working closely with an 
adviser, Ralph Downes, Hurford drew up a specification for a new instrument inspired 
by the latest trends in organ-building from Europe; it would accompany services – 
in particular, the core English cathedral repertoire – in both the nave and quire, and 
would also serve well for most of the solo repertoire. It would become the first English 
cathedral instrument to be built on Neo-Classical principles. The contract was placed 
with organ-builders Harrison & Harrison of Durham; assembly in the Cathedral began 
at Easter 1962 and the organ was dedicated in November of that year.

The instrument is based on the principles of open-foot voicing and relatively 
low wind-pressures that Downes had employed in his work on the landmark 
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organ for the Royal Festival Hall, London, in the 1950s. Downes was closely involved 
with the scaling and voicing of the pipes, and he considered spatial separation of 
all divisions, with sufficiently wide scaling of wide-open flutes, important for the 
projection of sound. Around one third of the pipework of the previous organ was re-
used, but was completely revoiced. Scott’s 1908 cases were retained: the pipework of 
the Swell and Great sits in the north and south cases respectively. Pedal ranks, at floor 
level in the organ loft, are placed in both the cases, and a new Positive case, designed 
by Cecil Brown, houses the Choir division. The result is a coherent Classical sound – 
clear and focused to the listener even at the western end of the nave, and present to 
the performer. A fully stocked Swell division and a wealth of 16′ and 8′ stops on other 
divisions make the organ highly effective and supportive for accompaniment of the 
traditional cathedral choral repertoire.

A comprehensive refurbishment of the organ was carried out from 2007 to 2009 
by Harrison & Harrison, the original builders, under the guidance of Andrew Lucas 
(the present Master of the Music). The soundboards were renewed and wind reservoirs 
restored; other parts of the instrument were returned to ‘as new’ condition. Compromises 
reached in the initial construction because of financial and other restraints were 
addressed: Principal stops at 2′ pitch (curiously lacking on the original specification) are 
now available, and a fourth manual has been added for the Fanfare Trumpet. Originally 
on the Great, this stop was intended to act both as a solo and chorus reed: new 8′ and 4′ 
chorus reeds were provided for the Great in the restoration. A Nave division is prepared 
for on the Solo manual, which will further boost congregational singing down the huge 
length of the nave. A 32′ reed (extended to 16′ pitch) and a Cimblestern of six bells were 
also added, and the organ console was updated.

In 1963 Hurford founded the St Albans International Organ Festival and 
Competition, which secured the place of the instrument in English organ-building 
history. For over fifty years this organ has proved an inspiring and remarkably versatile 
instrument for its liturgical and concert demands.1

1 A more detailed history, The Organs and Musicians of St Albans Cathedral by Andrew Lucas, is available from St Albans Cathedral: 
www.stalbanscathedral.org.
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Great Organ
1. Principal  16 
2. Bourdon  16
3. Principal  8 
4. Diapason   8
5. Spitzflute   8
6. Stopped Diapason  8
7. Octave   4 
8. Stopped Flute  4
9. Quint    22/3
10. Super Octave   2
11. Blockflute  2  
12. Mixture 19.22.26.29  IV–VI
13. Bass Trumpet  16
14. Trumpet  8
15. Clarion  4
16. Grand Cornet  1.8.12.15.17  
 (tenor g)   V
 i Choir to Great 
 ii Swell to Great
 iii Solo to Great  

Swell Organ
17. Open Diapason  8
18. Rohr Flute  8
19. Viola   8
20. Celeste  (tenor C) 8
21. Principal  4
22. Open Flute  4
23. Nazard   22/3 
24. Octave   2
25. Gemshorn  2
26. Tierce   13/5

27. Mixture 22.26.29 III
28. Cimbel  29.33.36 III
29. Hautboy  8
30. Vox Humana  8
31. Corno di Bassetto (extra  
 octave of pipes in treble) 16
32. Trumpet  8
33. Clarion  4
 iv Tremulant
 v Octave
 vi Sub Octave
 vii Unison Off

Choir Organ 
34. Quintaton  8
35. Open Diapason  8
36. Gedackt-pommer  8
37. Flauto traverso  8
38. Octave   4
39. Rohrflute  4
40. Waldflute  2
41. Larigot   11/3
42. Sesquialtera II 19.24 II
43. Mixture IV 22.26.29.33 IV
44. Cromorne  8 
 viii Tremulant
 ix Octave
 x Unison Off  
 xi Swell to Choir
 xii Solo to Choir
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Solo Organ 
45. Corno di Bassetto (Swell) 16
46. Grand Cornet (Great) 1.8.12.15.17  
 (tenor g)  V
47. Fanfare Trumpet  8
48. Cimbelstern (6 bells)
 xiii Octave   
 xiv Unison Off    
  xv Great Reeds on Solo

Pedal Organ
49. Sub Bass  32
50. Principal  16
51. Major Bass  16
52. Bourdon  16
53. Quint   102/3
54. Octave   8
55. Gedackt  8
56. Nazard   51/3
57. Choral Bass  4
58. Open Flute  2
59. Mixture IV 19.22.26.29 IV
60. Fagotto   32
61. Bombardon  16
62. Fagotto  (from 32’) 16
63. Bass Trumpet (Great) 16
64. Tromba  8
65 Shawm   4
 xvi Choir to Pedal
 xvii Great to Pedal
 xviii Swell to Pedal
 xix Solo to Pedal 

Nave Organ (prepared for)
66. Bourdon  16
67. Diapason  8
68. Rohr Flute  8
69. Octave   4
70. Spitzflute  4 
71. Super Octave  2
72. Mixture 19.22.26.29 IV
73. Pedal Sub Bass  16
 xx Nave on Great
 xxi Nave on Solo

Combination couplers
 xxii Great and Pedal Combinations   
  Coupled
 xxiii Generals on Toe Pistons 

Balanced Swell Pedal (mechanical)
Adjustable Choir Organ shutters (rotary dial)
The manual compass is CC–a, 58 notes; and the 
pedalboard compass is CCC–G, 32 notes.
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Recorded on 25–27 August 2021 at the Cathedral and Abbey Church of St Alban, St Albans, 
  Hertfordshire, by kind permission of the Dean and Chapter of St Albans Cathedral
Producer, engineer and editor: Andrew Post (Vif Records)

Publishers
University of York Music Press: Epithalamion, Trois Pièces Brèves, Plenum IV and Temenos
Novello: Nativity
Schott: Sinfonia
All others unpublished

This recording has been made possible through the generous support  
  of the Ambache Charitable Trust, RVW Trust and Rainbow Dickinson Trust.

The lines from W. R. Rodgers’ ‘Nativity’ (from Poems, 1993) are reproduced  
  by kind permission of the author’s estate and The Gallery Press (www.gallerypress.com).

With grateful thanks to Nicholas Cleobury, Carson Cooman, Peter Dickinson, Claire Irwin, 
  Glyn Perrin and John Wellingham for their generous help and support towards this project.
       Tom Winpenny
Booklet text: Tom Winpenny
Cover photograph: Rose Abdalla, daughter of Elisabeth Lutyens
Cover design: David M. Baker (david@notneverknow.com)
Typesetting and lay-out: Kerrypress, St Albans
Executive Producer: Martin Anderson
© Toccata Classics, London, 2022  ℗ Toccata Classics, London, 2022
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Tom Winpenny 
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‘the magnificent organ of Bridlington Priory 
[is] a glorious sounding instrument, with a 
wide dynamic range, housed in an agreeable 
acoustic which offers clarity, definition 
and perspective fully in sympathy with 
the contrapuntal cast of Fricker’s music. 
Winpenny’s musicianship is to be commended, 
as are his imaginative registration choices. His 
detailed and informative liner contribution is 
a welcome addition. Full organ specifications 
are listed. As organ releases go, this one 
is outstanding and has my full-hearted 
recommendation.’ —MusicWeb International

‘a must for any aficionado’
                                                                                                                                —The Guardian

‘what you would expect from a guide so 
consistently sympathetic, articulate and 
engaging’                          —BBC Music Magazine



23

on Toccata Classics 
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‘Winpenny’s performances are compelling 
throughout, and the excellent 1962 
Harrison & Harrison organ of St. Albans 
Cathedral is a terrific instrument for this 
era and style of music’       
                                                                                                                                          —Fanfare

‘Rich music, beautifully played and 
excellently recorded, Tom Winpenny's 
disc makes a highly desirable addition 
to Toccata’s adventurous catalogue.’

—Amazon customer review, *****
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ELISABETH LUTYENS Organ Music
1  Epithalamion, Op. 67, No. 3 (1968) 7:48

Trois Pièces Brèves (1969) 9:49
2  No. 1  Conte 4:23
3  No. 2  Berceuse 2:47
4  No. 3  Rondes 2:39
5  Plenum IV, Op. 100 (1975)* 7:48
6  Nativity (1951)* 6:22
7  Sinfonia, Op. 32 (1955) 6:52
Suite, Op. 17 (1948) 5:50
8  I Prelude 1:17
9  II Palindrome  1:32

10 III Pastorale 1:29
11 IV Chorale 1:32
12 A Sleep of Prisoners (1966) 11:16
13 Chorale Prelude (undated)  4:12
14 Temenos, Op. 72 (1969) 10:48

TT 70:47Philippa Boyle, soprano 1  6

Dewi Rees, organ 5

Tom Winpenny
organ of St Albans Cathedral

ALL EXCEPT * FIRST RECORDINGS


