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ABSTRACT 

Gerald Near’s Chantworks has pedagogical value for the intermediate-level organ 

student seeking to attain advanced-level skills. Chantworks, composed for organ solo, is a 

collection of twenty-three pieces of short to moderate duration, based upon Gregorian 

chants. Gerald Near is an established composer who has won awards, completed 

numerous commissions, and published a multitude of organ and choral works. The 

Chantworks pieces are analyzed for their usefulness in the development of the following 

skills:  (1) the advanced use of the expression pedal; (2) advanced manual changes and 

registration changes; (3) voice-crossing; and (4) the ability to play Gregorian chants with 

rhythmic sensitivity and appropriate phrase shaping. The study highlights the particular 

usefulness of Near’s collection by comparing its technical demands to selected organ 

instructional books and musical collections that have been identified as having 

pedagogical value. 

This study provides a definition of an “intermediate organist,” listing techniques 

acquired from the successful completion of any of the selected organ pedagogy 

publications. An examination of selected organ pedagogy publications addresses several 

techniques characteristic of pipe organ performance mastery that are not emphasized in 

the method books, but that would be necessary for an organist to acquire in order to 

tackle the more difficult works of the organ literature. Musical examples and 

explanations will illustrate how these other techniques can be learned and practiced in a 

structured manner through the study of pieces from Gerald Near’s Chantworks collection. 
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Several pieces within Chantworks contain passages that have pedagogical bearing 

on aspects of general musicianship, such as irregular meters and cross rhythms. Appendix 

A includes a compilation of information about each piece within the Chantworks 

collection, with emphasis on each piece’s compositional style, pedagogical merits, and 

other details worthy of analysis.   
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WORKING DEFINITIONS 

 

 The system of naming notes throughout this document follows the “organ” 

system, as defined in James R. Cowdery’s “How to Write About Music: The RILM 

Manual of Style.”1 

 

 

Several pieces in the Chantworks collection contain measures with dashed bar 

lines. In this document both dashed and solid bar lines will delineate the start of a new 

measure. The following passage from “Veni, Sancte Spiritus” will be treated as three 

measures.  

 

For all references to beats in the music examples, the duration of one quarter note 

is assumed as the unit of measurement unless otherwise indicated. 

                                                      
1 James R. Cowdery, ed., How to Write About Music: The RILM Manual of Style (New York, Répertoire 
International de Littérature Musicale, 2006), 55.  

CCC c c' c'' 
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CHAPTER ONE: INTRODUCTION 

 

As James Dalton expressed in his 1966 article “Not Only For Beginners,” a 

common problem facing the organ instructor is “how to develop technique systematically 

while increasing musical knowledge.”2 Dalton was one of many organ pedagogues who 

endeavored to supplement dry, technical exercises with organ literature in order to (1) 

meet students’ needs for artistic and technical development,  (2) inspire students’ 

expressivity, creativity, and practice motivation, and (3) develop their technical facility 

and knowledge of musical forms and styles, chants, hymns, and chorales.  

 Cathryn Wilkinson, Associate of the American Guild of Organists (AAGO),3 

states that “[d]eveloping musicianship and sensitivity comes through playing real 

literature in a variety of contexts, beyond exercise.”4 Organ method texts have existed for 

centuries, and most include examples from organ literature. These examples are typically 

of moderate difficulty so as not to overwhelm a student, and they are intended to help the 

students mature in technical capability and find fulfillment in the artistic value of the 

literature.  

Several collections of organ literature have become standard teaching tools for 

organ instructors, and some were even intended to be used pedagogically. Johann 

                                                      
2 James Dalton, “Not Only For Beginners,” The Musical Times (107, 1966): 994-995. 
3 AAGO is a certification level of The American Guild of Organists; it stands for “Associate of the 
American Guild of Organists,” and signifies that the passing candidate has a range of skills approximately 
equivalent to the expectations of a master’s degree program.  
4 Cathryn Wilkinson, AAGO, “Start Off on the Right Foot: A Survey of Resources for Teaching New 
Organists,” The American Organist 41, no. 9 (September 2007): 79. 
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Sebastian Bach’s Orgelbüchlein (Little Organ Book) (c.1714)5 is perhaps the most highly 

regarded collection of works composed for pedagogical purposes; a translation of the title 

page of the autograph reads as follows: 

 
Little Organ Book, in which guidance is given to a beginning organist in 
how to set a chorale in all kinds of ways, and at the same time to become 
practiced in the study of pedaling… For the highest God alone in his 
honor; for my neighbor; that he may instruct himself from it.6 
 

Marcel Dupré’s Seventy-Nine Chorales, Op. 28, published in 1931, was 

specifically composed to help develop a student’s technique to the level of readiness for 

the Bach chorales. Dupré explained in the foreword: 

The student who practices slowly and methodically the chorales in this 
book… will be ready to take up the study of the Bach chorales. Their 
texture will no doubt appear far richer to him, and their polyphony much 
more complex, but he will realize at once that the new task which awaits 
him will be like raising a building upon solid foundations.7 
 

Jeanne Demessieux’s Twelve Choral Preludes on Gregorian Chant Themes, 

published in 1950, was hailed by music critic Christian Goubault as “the Catholic 

Orgelbüchlein of our century.” Lynn Cavanagh, professor at the University of Regina, 

published an article in College Music Symposium outlining the appropriateness of the 

Demessieux collection for introducing organ students to the French post-Romantic style, 

in which she states the following:  

Used alongside technical exercises…such short, easy, and varied pieces 
will help the student solve many problems of technique and interpretation 

                                                      
5 Russell Stinson, The Orgelbüchlein (New York: Schirmer Books, 1996), 13. 
6 Stinson, 31. 
7 Marcel Dupré, Seventy-Nine Chorales for the Organ, Opus 28 (New York: The HW Gray Co, 1932), iii. 
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before he or she begins work on compositions by Langlais, Messiaen, and 
Alain, and on other compositions by Demessieux.8 
  

Similarly, Gerald Near’s Chantworks collection can serve as an appropriate 

teaching tool for the intermediate organist. Chantworks contains twenty-three chorale-

like Gregorian chant settings that illustrate a variety of compositional styles. Twenty-one 

settings are between two to four pages in length, and two other chants are set in the form 

of a partita, each containing an initial statement of the chant followed by four variations. 

In a review published in The Diapason, Associate Professor Ann Marie Rigler (William 

Jewell College) remarked on the quality and technical difficulty of the music within 

Chantworks, and stated that the pieces are suitable for teaching: 

 
This first volume of Chantworks offers harmonically rich, rhythmically 
supple, altogether eloquent interpretations of beloved Gregorian 
melodies…Accessible to intermediate-level players, this collection is 
highly recommended for church, teaching, or concert use.9 
 

 Chantworks offers mechanics and techniques not wholly covered in existing 

organ method books. Mastery of these techniques is crucial for the student’s preparation 

for more advanced organ works such as those of Reger, Vierne, Messiaen, Eben, Bolcom, 

etc. These advanced techniques include: 

• Use of the expression pedal 
• Manual changes and registration changes 
• Voice crossing  
• Performance of chant and variable meters  

                                                      
8 Lynn Cavanagh, “Introducing the French Post-Romantic Style of Organ Music to Students: Demessieux’s 
Twelve Choral Preludes on Gregorian Chant Themes,” College Music Symposium 42 (2002): 37-59. 
9 Ann Marie Rigler, “New Organ Music: ‘Chantworks: Organ Music for the Church Year Based upon 
Gregorian Chant Melodies: Set I--Advent, Christmas, Epiphany,’ by Gerald Near,” The Diapason 90.10 
(October 1999): 12-13. 
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 Employing a structured progression through Chantworks, a student has 

opportunities to focus on these techniques while not struggling with lengthy segments of 

sophisticated technical demands. While the pieces within Chantworks represent 

considerable technical challenges, they will not hinder an intermediate organist’s 

motivation, especially given the manageable durations of the works. In addition, pieces 

will introduce the student to chants used throughout the liturgical year. Near intended 

these kinds of works to be used as pedagogical tools; in the introduction to Choraleworks 

he stated: “[i]t is also the composer’s thought to provide teaching pieces of moderate to 

advanced difficulty, and to this end he hopes teachers will welcome 

these…collections.”10   

An examination of the merits of Gerald Near’s Chantworks as pedagogical tools 

will provide intermediate organists and their instructors insight as to how to utilize these 

pieces for the development of technique. Through study of Chantworks students can also 

gain knowledge of Gregorian chant, improve their understanding of chorale and chant-

based compositional forms, and expand their repertoire with pieces suitable for church 

services, recitals, and concerts. 

 

                                                      
10 Gerald Near, Choraleworks: Ten Chorale Preludes for Organ, Set I (N.P.: Aureole Editions, 1995). 
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CHAPTER TWO: EFFECTS OF EXISTING ORGAN PEDAGOGY RESOURCES ON 
SKILL DEVELOPMENT LEVEL 

 

 

1. Survey of existing organ pedagogical resources  

 
 For the purposes of this study, six well-known method books were selected to 

serve as a sample of what most beginning organists will encounter in their studies. Texts 

were chosen based on several factors, including but not limited to the author’s experience 

using the texts as a beginning organist; recommendations from colleagues; and inclusion 

of texts on recent syllabi for organ classes at American colleges and universities. In 

chronological order by initial publication date these texts are as follows: 

1) Method of Organ Playing, by Harold Gleason, eighth edition, edited by Catherine 
Crozier Gleason, published by Prentice Hall. Harold Gleason (1892-1980) had a 
distinguished career as concert organist, teacher, musicologist, and author.11 In 
1921 he became the first head of the organ department at the Eastman School of 
Music in Rochester, New York.12 Method of Organ Playing was Gleason’s life 
work; the book was first published in 1937, and has since appeared in eight 
editions, the latest published in 1996.13  
 

2) The Oxford Organ Method, by C.H. Trevor, published in 1971 by Oxford 
University Press. C.H. Trevor (1895-1976) was a faculty member at the Royal 
Academy of Music from 1936-1964), where his pupils included Simon Preston 
and Barry Rose. Trevor edited a large number of series of graded anthologies of 
organ music. Grove Music Online states that The Oxford Organ Method became 
an overnight bestseller and remains one of the most widely used tutors.14 
 

                                                      
11Charles Newton Sedgwick III, “Harold Gleason (1892-1980) and His Method of Organ Playing” (DMA 
diss., Arizona State University, Tempe, 1991), 1. 
12 Ibid., 2. 
13 Ibid., 3. 
14 Stanley Webb and Paul Hale, "Trevor, C.H.," in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/28342 
(accessed April 11, 2011). 
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3) Organ Technique: A Basic Course of Study, by Oswald G. Ragatz, published in 
1979 and revised in 2000 by Indiana University Press. Ragatz received his 
Master’s degree at the Eastman School of Music, where in 1943 he wrote a thesis 
titled A Survey of Recent Trends in Organ Pedagogy in American Colleges, 
Universities, and Music Schools.15 
 

4) The Organists’ Manual: Technical Studies & Selected Compositions for the 
Organ, by Roger E. Davis, published in 1985 by the W.W. Norton Company. 
Roger E. Davis (1935-1990) was a member of the music faculty at Hope College 
in Holland, Michigan, from 1967-1990. Technical instruction in Davis’ book is 
similar to Gleason’s, but the book contains many more examples from the organ 
literature for the student to practice. 
 

5) OrganTutor 101: Basic Organ Skills for the Pianist, by Don Cook, published by 
Ard Publications in Provo, Utah. Don Cook has been on the organ faculty at 
Brigham Young University since 1991 and teaches several classes and lessons in 
organ and organ pedagogy.16 He developed the OrganTutor 101 program, which 
is comprised of a computer tutorial and workbook that contains technical and 
musical studies for aspiring classical or church organists of any denomination.17 
OrganTutor 101 was first published in 1998, and version 3.0 was released in 
2008. 
  

6) Organ Technique: Modern and Early, by George H. Ritchie and George B. 
Stauffer, published in 2000 by Oxford University Press. George Ritchie is 
Professor of Organ Emeritus at the University of Nebraska at Lincoln and has 
released several recordings of the organ works of JS Bach. George B. Stauffer is 
Dean of the Mason Gross School of the Arts and Professor of Music History at 
Rutgers University. He is known internationally as a scholar, performer, and 
writer on the music and culture of the Baroque Era and the life and works of J.S. 
Bach in particular.18 
 

  

                                                      
15 Oswald G. Ragatz, “A Survey of Recent Trends in Organ Pedagogy in American Colleges, Universities, 
and Music Schools” (Master’s Thesis, Eastman School of Music, Rochester, NY, 1943). 
16 Brigham Young University, “Faculty and Staff,” http://music.byu.edu/index.php?id=28&act=1&eid=126 
(accessed February 2, 2011). 
17 Ard Publications, “OrganTutor Organ 101,” http://www.ardpublications.com/ (accessed February 2, 
2011). 
18 Rutgers University, “Biography,” http://mgsa.rutgers.edu/deanbio/biography.html, (accessed February 2, 
2011). 
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2. Techniques that an intermediate organist could be expected to have mastered from 
well-known method books 

 
 In general, all six method books cover essentially the same categories of material. 

The majority of the texts contain information about techniques appropriate for music 

written before 1750 and techniques appropriate for music written after 1750. For 

purposes of this document, given that Gerald Near’s music typically requires techniques 

appropriate to music written after 1750, only those techniques will be covered in this 

presentation.  

A student who completes any of these texts could be considered an “intermediate 

organist” and can be expected to have mastered the following techniques: 

 
• Manual technique 

o Appropriate attack and release  
o Legato playing 
o Finger substitution 
o Finger glissando 
o Finger crossing 
o Finger independence 

 
• Pedal technique 

o Appropriate attack and release 
o Legato playing  
o Using toe and heel 
o Foot substitution 
o Foot crossing 
o Pedal glissando 

 
In addition, a student who has completed any of these texts could be expected to have 
knowledge in the following areas: 
 

• Hymn playing 
• Accompanying 
• Proper position and posture at the console 
• General operation of the organ 
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• Components of registration and how they work, including but not limited to: pipe 
families, couplers, pistons, crescendo pedal, expression pedal(s), manual changes 

 
 

Each method book contains several exercises written by the book’s author that are 

intended to assist the student in the development of the techniques listed above. The 

quantity of pieces from the organ literature included in the texts varies. Davis’s text 

contains over 100 compositions while fewer than 40 works appear in Ragatz’s text. In 

Cook’s book, most of the material included is geared toward service playing rather than 

concert performance, so more emphasis is placed on hymn playing and short chorale 

preludes. Trevor includes several short examples written by organ composers throughout 

history, but the examples are so brief that they can only be classified as “exercises” and 

not works to be performed for a church service or a recital. Method of Organ Playing, by 

Gleason, and Organ Technique: Modern and Early, by Ritchie (with Stauffer) both 

contain a balance of composed exercises for technical study and real compositions for 

church or recital use. 

 
3. Next steps for the intermediate organist  
  
 Having completed one of the method books and having a firm grasp on the 

techniques described above, the intermediate organist can move forward and begin work 

on more challenging organ literature. There are, however, other techniques distinctive to 

the organ that the intermediate organist must master before embarking upon study of the 

more advanced works. These techniques include: 

• Use of the expression pedal 
• Manual changes and registration changes  
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• Voice crossing 
• Performance of chant and variable meters 

 
 
The method books vary in their treatment of these techniques. While the texts may 

include some information about the expression pedal, discussion about how best to 

operate the expression pedal is not wholly covered, especially in relation to some of the 

musical examples provided in the texts. Ragatz and Trevor supply instruction about 

manual changes, and Trevor also includes some exercises for the practice of voice 

crossing. Facts about kinds of registration are provided in all of the texts, but little 

guidance is given about how to incorporate registration changes into the music. None of 

the texts touches upon the topic of performing chant or variable meters. 
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CHAPTER THREE: GERALD NEAR BIOGRAPHY 

 

1. Education and professional positions  

Gerald Near was born in 1942, and was raised in the Twin Cities area of 

Minnesota by his adoptive parents, Clarence and Viola Near. Viola was a lover of music; 

she owned many recordings of what Near calls “serious” music on 78 rpm records.19 

Near reminisces about becoming interested in the organ: “I used to visit my grandmother 

(on my mother's side) in a small town in southern Minnesota, and she would take me to 

church with her. They had a pipe organ (Reuter), and I used to be let loose on it 

sometimes. From that point on I was hooked.”20 Hearing recordings of the King’s 

College Choir and performances of Minnesota’s fine college choirs had a great effect on 

Near’s appreciation of choral music. 

While in high school, Near began his studies in organ with Gerald Bales. He later 

attended the American Conservatory of Music in Chicago, where he studied with Leo 

Sowerby. Near pursued undergraduate studies at the University of Michigan, studying 

composition with Leslie Bassett and organ with Robert Glasgow. He received a master’s 

degree from the University of Michigan in orchestral conducting, where he studied with 

Gustav Meier. Later Near began doctoral work at the University of Minnesota, studying 

composition with Dominick Argento. 

Since then Near has held such positions as Organist/Choirmaster and then Canon 

Precentor at St. Matthew’s Cathedral in Dallas, Texas; Composer in Residence at St. 

                                                      
19 Gerald Near, personal email, 15 April 2011. 
20 Ibid. 
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John’s Cathedral in Denver, Colorado; and Music Director at The Church of Holy Faith 

in Santa Fe, New Mexico.21 He is currently Director of Music and Organist at St. Francis 

in the Valley Episcopal Church in Green Valley, Arizona; the Director of the Green 

Valley Community Chorus; and a freelance composer.22 

 

2. Awards and commissions  
 

In 1982, Near was one of the first recipients of the prestigious McKnight 

Foundation Fellowship. He has received commissions from many important organists, 

conventions, and choirs.  His Organ Concerto was premiered by Mary Preston in 1998 at 

the American Guild of Organists National Convention in Denver.23 The professional 

choral ensemble Gloriae Dei Cantores commissioned Resurrexi, published in 1989, a 

choral work based on Gregorian chant. Near’s Sonata Breve (Second Sonata), for 

organ, was composed for and premiered by Dr. Pamela Decker at the Region IX 

American Guild of Organists Mid-Winter Conclave in 2008. Magnificat and Nunc 

dimittis (St. Mark’s Service) was performed at the prestigious Southern Cathedrals 

Festival in England and subsequently sung by the St. John’s College Choir at the Sydney 

Opera House. 24 Additional compositions have been heard on National Public Radio’s A 

                                                      
21 Oklahoma City American Guild of Organists Chapter, “Biography of a Commission: The Creative 
Process Examined—Gerald Near,” http://www.windandfireokc.com/composition/biography-commission-
creative-process-examined-%E2%80%93-gerald-near (accessed January 22, 2011). 
22 Ibid. 
23 Ibid. 
24 Ibid. 
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Prairie Home Companion and American Public Media’s Pipedreams.25  Near’s 

compositions have been published by Morningstar Music, Paraclete Press, Augsburg 

Fortress, and Aureole Editions. In May 2008 the Tucson Alumnae Chapter of Sigma 

Alpha Iota (SAI) honored Near for his many outstanding compositions by designating 

him a National Arts Associate.26 

 

3. Compositions 
 

Choral and other non-organ works 
 
Near has published approximately 100 choral pieces; the majority of these works 

are anthems for church use scored for SATB choir with organ accompaniment. He has 

composed works scored for SAB choir and organ, and others written for unison, two-part, 

or three-part voices. A few larger-scale anthems also have optional instrumental parts, 

and several anthems have a congregation part. At least twelve works are a cappella 

SATB or SATB divisi choir. Near calls most of his choral music “practical;” the music 

for the voices is accessible for the church choir with intermediate-level skills, while the 

organ parts are typically more elaborate, given that most church organists have 

comparatively extensive training. Other published works include Concerto for 

Harpsichord and String Orchestra, Triptych: for Harpsichord, as well as service music 

and two hymns, Evening Hymn and Lowry, in the Episcopal Hymnal (The Hymnal 1982).  

  

                                                      
25 Oklahoma City American Guild of Organists Chapter, “Biography of a Commission: The Creative 
Process Examined—Gerald Near,” http://www.windandfireokc.com/composition/biography-commission-
creative-process-examined-%E2%80%93-gerald-near (accessed January 22, 2011). 
26 Ibid. 
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Organ works 

 Table 1 is a list of published organ works composed by Gerald Near. 

Table 1. Published organ works composed by Gerald Near 
 

Piece title 
Year of 

publication Publisher 
Roulade 1965 Augsburg 
Suite for Organ 1966 H.W. Gray 
Passacaglia  1966 Augsburg 
Setting of “Lo, how a rose e'er blooming” in Music For Worship—With 
Easy Pedals, David N Johnson 1966 Augsburg 

A Triptych of Fugues 1968 Augsburg 
Postlude on St. Dunstan’s: He who would valiant be 1968 Augsburg 
Preludes on Four Hymn Tunes 1969 Augsburg 
Toccata for Organ 1971 Augsburg 
Fantasy for Organ 1972 H.W. Gray 
A Wedding Processional 1974 Belwin-Mills 
Sinfonia Festiva 1977 H.W. Gray 
Two Preludes for evening service 1991 Aureole 
Choraleworks. Set I : Ten Chorale Preludes for Organ 1995 Aureole 
Choraleworks. Set II : Ten Chorale Preludes for Organ 1995 Aureole 
St. Augustine's Organ Book: Ten Preludes for Organ on Gregorian 
Chant Melodies 1996 Aureole 

Prelude on the Hymntune Picardy: for Organ 1996 Aureole 
Choraleworks. Set III : Ten Chorale Preludes for Organ 1997 Aureole 
Chantworks Set I: Organ Music for the Church Year based upon 
Gregorian Chant Melodies (Advent, Christmas, Epiphany) 1997 Aureole 

Chantworks Set II: Organ Music for the Church Year based upon 
Gregorian Chant Melodies (Lent, Passiontide, Easter) 1998 Aureole 

Chantworks Set III: Organ Music for the Church Year based upon 
Gregorian Chant Melodies (Ascension, Pentecost, Trinity, Corpus 
Christi, Morning, Evening) 

1998 Aureole 

Deo Gracias: Six Preludes and a Postlude for Organ on Well-known 
Hymns 1999 Aureole 

Prelude for Easter Morning 2000 Aureole 
Meditations on Byzantine Hymns: for Organ 2000 Aureole 
A Gregorian Liturgical Year 2000 Aureole 
Sonata, Organ Solo 2004 Morningstar 
Carillon on a Ukrainian Bell Carol 2006 Aureole 
Sonata Breve 2008 Morningstar 
Six Variants on Es ist ein' Ros' entsprungen : for Organ Solo 2008 Morningstar 
Solemn Prelude on a Theme of Thomas Tallis 2009 Morningstar 
Laudes Domini: 10 Hymn Introductions and Harmonizations for Organ, 
Volume 1  2010 Aureole 

Three Gospel Preludes for Organ (Amazing Grace, Blessed Assurance, 
In the Garden) 2011 Morningstar 
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The works written before 1978 are complex, harmonically and technically demanding, 

and academic in their formal structures, perhaps because Near was working toward 

undergraduate and/or graduate degrees, at a time when composition students were 

typically required to experiment with languages and materials that incorporated avant-

garde influences. Near states that between 1978 and 1991 he was not playing the organ 

very much, and found that he did not have a need to compose for the instrument.27 Since 

1991 Near has produced a substantial body of work for the organ. Most of these 

compositions are appropriate for use during church services, and some are viable as 

concert literature. For the most part, Near states that, like his choral music, his organ 

music is intended to be “practical.”28 In his words, “the music should be accessible and 

fulfilling to the typical parish organist with a reasonable amount of skills.”29 

 Other works for organ include several transcriptions of movements from cantatas 

by Johann Sebastian Bach and four pieces by Antonio Vivaldi (Table 2). 

 
Table 2. Transcriptions for organ by Gerald Near 
 

Piece title 
Year of 

publication Publisher 
Ein Feste Burg ist unser Gott (A Mighty Fortress), from Cantata 80 
(Transcription of JS Bach) 1996 Aureole 

Two Movements from Cantata 100  
(Transcription of JS Bach) 1996 Aureole 

Lobe den Herren, from Cantata 37 
(Transcription of JS Bach) 1997 Aureole 

Prelude on the Passion Chorale, from Cantata 135 
(Transcription of JS Bach) 1997 Aureole 

Four Slow Pieces for Organ (Transcription of Antonio Vivaldi) 2000 Aureole 
Now Thank We All Our God, from Cantata 80 
(Transcription of JS Bach) 2007 Aureole 

                                                      
27 Gerald Near, interview held in Green Valley, Arizona, October 2009. 
28 Ibid. 
29 Ibid. 
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Pieces written for the organ with other instruments are listed in Table 3. 

 

Table 3. Pieces for organ and other instruments by Gerald Near 
 

Piece title 
Year of 

publication Publisher 
Banners: for Two Brass Choirs (trpt. I/II, tenor trb., and bass trb.) 
and Organ 1992 Paraclete 

Press 
Suite in Classical Style: for Organ and Flute 1996 Morningstar 
Concerto for Organ and Orchestra 1998 Aureole 
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CHAPTER FOUR: OVERVIEW AND FEATURES OF CHANTWORKS 

 

1. Organization of Chantworks  

Chantworks contains twenty-three chorale preludes based on Gregorian chant 

melodies. Twenty-two of the chants are strophic hymns, while one, “Veni Sancte 

Spiritus,” is a longer prose-like text called a sequence, which Oxford Music Online 

describes as “a piece of sacred chant of ample dimensions, in length as well as melodic 

range, set syllabically with a Latin text.”30 The collection is divided into three sets 

organized by the seasons of the liturgical year. The twenty-three pieces are listed in Table 

4. 

 

  

                                                      
30 Richard L. Crocker, et al., "Sequence (i)," in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/25436 
(accessed October 3, 2011). 
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Table 4. Chants used in Chantworks 

Set Piece number Piece title Liturgical season of chant 
I 1 “Veni, veni Emmanuel” Advent 
I 2 “Conditor alme siderum” Advent 
I 3 “Vox clara ecce intonat” Advent 
I 4 “Divinum mysterium” Christmas 
I 5 “A solis ortus cardine” Christmas 
I 6 “Christe redemptor omnium” (Partita) Christmas 
I 7 “A sola magnarum urbium” Epiphany 
II 1 “Audi, benigne Conditor” Lent 
II 2 “Jam, Christe, sol justitiæ” Lent 
II 3 “Ex more docti mystico” Lent 
II 4 “Vexilla regis prodeunt” Passiontide 
II 5 “Pange lingua gloriosi” Passiontide 
II 6 “Lustris sex qui jam peractis” Passiontide 
II 7 “Ad cœnam agni providi” Easter 
II 8 “Aurora lucis rutilat Easter 
III 1 “Hymnum canamus gloriæ” Ascension 
III 2 “Veni, Creator Spiritus” Pentecost 
III 3 “Veni, Sancte Spiritus” Pentecost 
III 4 “O lux, beata Trinitas” Trinity 
III 5 “Adesto, sancta Trinitas” Trinity 
III 6 “Verbum supernum prodiens” Corpus Christi 
III 7 “Jam lucis orto sidere” (Partita) Morning 
III 8 “Lucis Creator optime” Evening 

 

Set I contains seven pieces based on chants for Advent, Christmas, and Epiphany. Set II 

comprises eight pieces based on chants for Lent, Passiontide, and Easter. Set III offers 

eight pieces based on chants for Ascension, Pentecost, Trinity, Corpus Christi, Morning, 

and Evening. 

 

2. Types of settings  

The twenty-three pieces in Chantworks embody numerous compositional features 

and can be categorized in a variety of ways. All twenty-three settings incorporate at 

minimum one full statement of a verse of the hymn; the setting of “Veni Sancte Spiritus” 

includes a statement of the entire sequence. Seven pieces have more than one statement 
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of a verse of the hymn. Two of these are in partita form, opening with an initial statement 

of the hymn melody, followed by four variations. The five others are one-movement 

settings, and three of these five feature modulations between statements of the hymn 

melody.  

In general, all of the pieces (with the exception of “Veni, Sancte Spiritus”) 

essentially present phrases of the chant melody interspersed with interludes. Some of the 

settings supply introductory material a measure or more in length, while other settings 

open with the first statement of the chant immediately or within a few beats of the onset 

of the piece. The majority of the settings feature at least part of the chant melody 

sounding on a solo stop or contrasting tone color on a separate manual from the 

accompaniment. The chant is often presented in either the soprano voice or the tenor 

voice. On occasion a chant melody appears in the bass clef in the pedal. Four pieces offer 

the chant melody in the pedal on a 4' stop; in these, the pedal sounds at a higher pitch 

than voices played in the manual, and will be discussed in more detail in CHAPTER 

SEVEN.  

Two pieces, “A sola magnarum urbium” and “Audi, benigne Conditor,” are 

composed in a ritornello-like form where statements of the melodic phrases of the hymn 

alternate with sections containing material of chant-like contour performed on contrasting 

tone colors on another manual. Three pieces feature large scale crescendi that begin at a 

soft dynamic and end with full organ. Three works are toccatas; these are fiery and 

rambunctious settings of the chants. They contain improvisatory-like sections, dramatic 

changes in tempo, brilliant passagework (sometimes over pedal points), and rapid 



32 
 

 

harmonic rhythms. The statements of the chants are often assertive, with strident 

harmonies pitted against them.  “A solis ortus cardine,” “Vexilla regis prodeunt,” and 

“Vox clara ecce intonat” serve as examples of toccata settings. Another toccata appears in 

the partita “Christe redemptor omnium;” the fourth variation is composed in the style of 

a Louis Vierne toccata31 as a homage to Vierne. 

  

3. Compositional Features 

Vorimitation 

In thirteen settings, musical material in the introductions and/or interludes is 

developed from the upcoming phrase of the given chant melody. This compositional 

technique, known by its German name Vorimitation, translated as “prior-imitation,” has 

been practiced by organ composers for centuries.32 In several pieces in Chantworks the 

chant melody is anticipated in one or more voices, sometimes in rhythmic diminution, 

prior to the chant’s full statement.33 Musical Examples 4.1 and 4.2 illustrate Near’s use of 

one-voice Vorimitation in “Conditor alme siderum” (Set I, Piece 2). In the first three 

measures, displayed in Musical Example 4.1, the upper voice in the right hand imitates 

the first line of the chant melody, using a different rhythm (Musical Example 4.1). 

 
 
  

                                                      
31 Gerald Near, Chantworks, Organ Music for the Church Year Based upon Gregorian Chant Melodies, Set 
I—Advent, Christmas, Epiphany (N.P.: Aureole Editions, 1997), 22. 
32 "Vorimitation," in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy1.library.arizona.edu/subscriber/article/grove/music/29687 
(accessed April 23, 2011). 
33 Ibid. 
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Musical Example 4.1. Near, “Conditor alme siderum,” mm. 1-3 
 

 

 

The melodic line from Musical Example 4.1 can be compared with the chant melody as it 

appears in the upper voice of the left hand in Musical Example 4.2. 

 
Musical Example 4.2. Near, “Conditor alme siderum,” mm. 12-14 
 
 

 

 In “Jam, Christe, sol justitiæ”(Set II, Piece 2), each of the four phrases of the 

chant melody is presented in the pedal in quarter notes. Before the entrance of each 

phrase the chant melody is imitated in the soprano voice in eighth notes. The first nine 

measures are presented in Musical Example 4.3; the chant melody begins in m.4, and the 

chant is imitated from mm. 1-3 (Musical Example 4.3).  

Chant Melody
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Musical Example 4.3. Near, “Jam, Christe, sol justitiæ,” mm. 1-9 
 
 

 

 

The third variation of “Jam lucis orto sidere” (Set III, Piece7) offers Vorimitation 

at a different pitch level from the ensuing chant statement. In Musical Example 4.4, the 

chant melody is presented in the right hand on the Great in m. 6. The top voice in the 

right hand at m. 1 imitates the chant melody, but it sounds a perfect fourth lower than the 

chant melody (Musical Example 4.4).  

Imitation of the Chant Melody 

Chant Melody 
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Musical Example 4.4. Near, “Jam lucis orto sidere,” Variation III, mm. 1-8 
 

 

 

Vorimitation of each of the subsequent phrases of the chant also appears at differing pitch 

levels from the chant. The second phrase is imitated a perfect fourth below, the third 

phrase at a perfect fifth above, and the fourth phrase at a minor sixth above. 

Vorimitation in more than one voice is employed in four pieces in Chantworks. 

“Lucis Creator optime” (Set III, Piece 8) introduces Vorimitation in two voices before the 

chant melody is presented. The three other pieces, “Adesto, sancta Trinitas” (Set III, 

Piece 5); “Pange lingua gloriosi” (Set II, Piece 5); and the fourth variation of “Jam lucis 

orto sidere” (Set III, Piece 7); display three-voice Vorimitation where the three voices are 

presented in a manner similar to that of a fugue. Measures 1-13 of the fourth variation of 

“Jam lucis orto sidere” are displayed in Musical Example 4.5. Here the first voice enters 
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on the tonic, the second voice on the sub-dominant, and the third voice on the tonic again; 

the fourth voice is the chant melody and enters on the tonic. Note that the imitative voices 

are presented in rhythmic diminution to the chant melody (Musical Example 4.5).  

 

Musical Example 4.5. Near. “Jam lucis orto sidere,” Variation IV, mm. 1-13 

 

 

 

After this opening section, the same process of three-voice Vorimitation is used for the 

remaining three phrases of the chant.  

 

 

 

Second voice on sub-dominant Third voice on tonicFirst voice on tonic

Fourth voice (chant) on tonic
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Harmonic Language 

Both tonality and modality are found within Chantworks, and much of the 

musical material surrounding a selected chant melody is derived from the chant’s 

inherent melodic contours. Parallel motion, especially in sixths or fourths, is common. 

The textures of the settings are almost always contrapuntal. The different voices 

intertwine with one another to create the harmonies, which are for the most part tertian, 

interspersed with short instances of quartal harmonies.  

At times the contour of the chant melody provides a launching point for the 

construction of the surrounding texture and the realization of the harmonic progression 

through contrapuntal means. Musical Example 4.6 presents mm. 27-31 of “Audi, benigne 

Conditor” (Set II, Piece 1). The phrase of the chant melody in this excerpt appears in the 

soprano line. The bass line in the pedal begins on the same pitch as the first note of the 

chant melody (two octaves lower), and then progresses in exclusively contrary motion, 

with respect to the soprano line, until the penultimate note in the phrase of the chant 

melody. The contrary motion of the contrapuntal lines results in a mostly tertian 

harmonic skeleton for this section of music. The alto voice (directly below the chant 

melody), moves in mostly parallel motion to the chant melody, the exception being from 

m. 28, beat 3 to m. 30, beat 1 where the alto moves in contrary motion with the chant 

melody (parallel motion with the pedal). The alto voice contributes to the altering of the 

harmonies from tertian to quartal. In measure 28, beat 1, the alto d is a seventh away from 

both the soprano c' and the pedal EEb. Add in the tenor G and the harmony can be 

categorized in different ways. It could be analyzed as an Eb major chord with both a sixth 
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(soprano voice c') and a seventh (alto voice d), or perhaps a c minor chord in first 

inversion with a ninth (alto voice d). It is possible to perceive a tertian/quartal ambiguity 

in the harmony; the tenor G, if placed an octave higher, would be equidistant from the 

alto d (perfect fourth) and the soprano c', which is a perfect fourth above. 

 

Musical Example 4.6, Near, “Audi, benigne Conditor,” mm. 27-31 

 

The tenor line in Musical Example 4.6 provides harmonic, rhythmic, and motivic interest. 

The three eighth note groupings are loosely derived from the first three notes of the first 

phrase of the chant (Musical Example 4.7). 

 

Musical Example 4.7, Near, “Audi, benigne Conditor,” m. 1 
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While this three-note grouping might not merit designation as a motive (it does not 

appear throughout the piece), its appearance is frequent. The first note of each of the 

three eighth-note groupings in Musical Example 4.6 creates a fourth contrapuntal line in 

the texture, further complicating the attributes of the harmony. The second and third 

notes of each grouping create a third, and the third sometimes creates tertian harmony 

with the surrounding voices. In m. 27, beat 2, the third in the tenor voice creates an F 

major-minor 7th chord with an added major 9th. The chord in m. 28 beat 2 could be 

analyzed as a D major with a minor 9th.  In m. 29, beat 3, the third in the tenor creates an 

F-sharp half-diminished chord in second inversion. 

Other harmonic progressions in the pieces of Chantworks contain combinations of 

tertian and quartal harmonies, such as in “Conditor alme siderum” (Set I, Piece 2). 

Measures 7-11 are presented in Musical Example 4.8. The chord on beat 1 of m. 7 

consists of a g in the left hand and a c’ and an f’ in the right hand. This is a quartal 

harmony—a chord comprised of stacked fourths. This same harmony reappears with the 

same voicing on beat 1 of m. 8. Other quartal harmonies appear in m. 8 on beats 4 and 6, 

m. 9 on beats 1, 3, 4, and 5, and m. 10 on beats 1, 2, and 3. The harmonies in between the 

quartal harmonies are tertian. These tertian and quartal harmonies are illustrated in 

Musical Example 4.8. 
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Musical Example 4.8, Near, “Conditor alme siderum,” mm. 17-23 
 
 

 

 

 

 

 

An excerpt from “Lustris sex qui jam peractis” (Set II, Piece 6) illustrates an 

instance where the counterpoint creates dense, extended harmonies that sound against the 

chant melody. In the second half of the piece, the texture of the harmonies in the hands 

(with the chant melody in the pedal) increases to six independent voices comprising 

harmonic seconds, thirds, sevenths, and ninths. This texture creates a shimmery, ethereal 

sort of atmosphere, somewhat reminiscent of French post-Impressionist compositions 

(Musical Example 4.9). 

Tertian harmonies 

Quartal harmonies 
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Musical Example 4.9. Near, “Lustris sex qui jam peractis,” mm. 33-42 

 

 

The excerpt begins with the chant melody sounding in the highest voice in the right hand. 

A pedal point f' holds through measure 42 in the lower voice in the left hand, and the 

upper two voices in the left hand sound in seconds; these voices move by half step on the 

downbeat of each measure. The lower voice in the right hand provides further harmonic 

interest by sounding its own independent line. 

“Vexilla regis prodeunt” (Set II, Piece 4), the first 6 measures of which are 

displayed in Musical Example 4.10, contains harmonic progressions generated through 

parallel harmonic motion. Here the liturgical day is Passion Sunday; the feeling is 

celebratory, with possible foreshadowing of the darker moments to come in Holy Week. 
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Designed as a toccata, the piece presents the chant melody first in octaves. The chords in 

the manuals that answer the chant are major and minor chords in parallel motion, 

corresponding to the technique often termed planing. David Cope, professor at the 

University of California, Santa Cruz, defines this term as follows: “[p]laning involves 

freezing chords and then moving them as a unit to form melodic lines. Chords become a 

by-product of such melodies and are heard as moving groups of notes rather than as 

separate harmonies.”34 

 

Musical Example 4.10. Near, “Vexilla regis prodeunt,” mm. 1-6 
 

 

 

                                                      
34 David Cope, New Directions in Music (Prospect Heights, IL: Waveland Press, Inc., 2001), 5. 
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Musical Example 4.11 shows mm. 19-28 of “A solis ortus cardine” (Set I, Piece 5). This 

excerpt illustrates another instance of chordal planing. As in the previous example, the 

harmonic functionality is not of prime importance. Instead, here there are a series of 

chords in the right hand and a series of parallel fourths in the left hand, all over a pedal 

point FF. Measures 19-27 consist of three sections (in Musical Example 4.11 labeled A, 

B, and C), each of which comprises three measures. The first two measures of each 

section are identical and the third measure varies.  

 
Musical Example 4.11. Near, “A solis ortus cardine,” mm. 19-28 
 
 
 

 
 

A B 

C – both hands move in parallel motion 
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The contour of the sequence of chords in the right hand is identical in each section: up-

down-up-up-down-up-up-up (indicated by the arrows in Musical Example 4.12). The 

contour of the parallel fourths in the left hand is more consistently descending: down-

down-up-down-down-up-down-down (indicated by the arrows in Musical Example 4.12). 

 

Musical Example 4.12. Near, “A solis ortus cardine,” mm. 19-21 
 

 

 
Section B is a duplicate of section A transposed up a perfect fourth (the pedal point 

remains on FF). In section C the material in the hands is transposed up by a major third 

from the B-section transposition (the pedal point moves down to EE). The contour of the 

sequence of chords in the right hand is the same as it was in sections A and B, but the 

contour of the sequence of parallel fourths in the left hand now aligns with the contour of 

the sequence of the chords in the right hand. As both hands move in parallel motion and 

the pitch level rises, section C builds momentum and drama for the resolution in C-sharp 

major in m. 28 (Musical Example 4.11).  
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CHAPTER FIVE: EXPRESSION PEDAL TECHNIQUES 
 

 
The expression pedal is a device on the organ that is employed to manage 

dynamics. Movement of the expression pedal opens or closes vertical shutters that 

enclose a box of pipes “under expression.” As the term “pedal” implies, this device is 

controlled with the left or right foot, and is located somewhat to the player’s right, above 

the pedalboard (pitched pedals). When the action of the expression pedal opens the 

shutters, also called louvers, more volume from the pipes inside the box can be heard; 

when the shutters are closed, less volume from the pipes is heard.  

The application of the expression pedal, or sometimes up to four expression 

pedals on larger instruments, is necessary in most music from the nineteenth century 

forward, and is frequently notated in the score through the use of dynamic markings. 

Most of the time the expression pedal is activated using the right foot; at other times the 

left foot is needed because the right foot is playing notes on the pedalboard that cannot be 

reached comfortably with the left foot. Sometimes, however, it is necessary for the left 

foot to play notes in the right foot’s range while the right foot is on the expression pedal, 

causing a temporary crossing of the legs. Other instances require the two feet to exchange 

time between the expression pedal and on the pitched pedals, sometimes involving quick 

substitution of one foot for another on the pitched pedals. Proper use of the expression 

pedal always requires delicacy, quick action, nuance, or a mixture of all three. 

An examination of this study’s selected published organ method books reveals 

that most of the publications do not provide comprehensive discussion and exercises 

dedicated to application of the expression pedal. Most of the texts provide information 
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about how the expression pedal works, but only one book, Trevor’s The Oxford Organ 

Method, contains exercises for the student that focus specifically on developing 

techniques related to the use of the expression pedal. The following is a discussion of 

treatments of the expression pedal in the selected organ method books.  

The eighth edition of Harold Gleason’s book, Method of Organ Playing, contains 

two paragraphs in its introduction about the use of the expression pedal. There is an 

explanation of what the expression pedal does, and a statement indicating that an organist 

should activate the expression pedal slightly before the desired change, given that in 

many cases there is a delay between the motion of the expression pedal and the resultant 

operation of the shutters. There is also an explanation of how to place the foot on the 

expression pedal: “The entire foot should be on the pedal; the heel will then help control 

the movement. A closing of the box may be effected by using the toe on the lower half of 

the pedal, particularly when a rapid closing is called for.” 35 The instruction of the 

expression pedal closes with the statement: “Both feet should be trained to use the 

pedal.”36  

Included in the book’s section on examples from the organ literature are three 

pieces with substantial use of the expression pedal. In Pentatonic Study, by Herbert 

Elwell (p. 176), the application of the expression pedal is straightforward and not 

technically demanding; the left foot plays a pedal point while the right foot opens and 

closes the swell box. In two works, Vom Himmel hoch, da komm’ ich her, by Max Reger 

(Musical Example 5.1), and There is a Spirit That Delights to Do No Evil…, by Ned 

                                                      
35 Harold Gleason , Method of Organ Playing. (Englewood Cliffs, NJ: Prentice Hall, 1996), 20. 
36 Ibid., 20. 
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Rorem (Musical Example 5.2), if the student follows the editorial pedaling, then the 

expression pedal must be operated by the left foot while the right foot plays music in the 

pedals. This is an advanced technique that typically requires lengthy and concentrated 

practice for the intermediate organ student.   

 
Musical Example 5.1. Reger, Vom Himmel hoch, da komm’ ich her, mm. 13-17 (pedal 
markings are those printed in the Method of Organ Playing)37 
 

 

  

                                                      
37 Gleason, 168-169.  

Pedal markings above the 
note indicate that the note is 
to be played with the right 
foot. The symbol (U) means 
that the note is to be played 
with the heel of the foot. 

Pedal markings below the 
note indicate that the note is 
to be played with the right 
foot. The symbol (^) means 
that the note is to be played 
with the toe of the foot. 
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Musical Example 5.2. Rorem, There is a Spirit That Delights to Do No Evil..., mm. 12-13 
(pedal markings are those printed in the Method of Organ Playing)38 
 

 

 

George H. Ritchie and George B. Stauffer include a section in their book Organ 

Technique called Methods of Changing Dynamics, which contains two pages dedicated to 

the expression pedal. There is a short history of the expression pedal, and an explanation 

of how divisional shades and expression pedals operate. The authors provide an 

explanation of how César Franck indicated the position of shades in his music through 

dynamic markings followed by a caveat about how all expression pedals operate 

differently: 

 
Some swell shades react much more immediately than others. With slow-
moving shades, for instance, the box often closes only a second or two 
after the swell pedal is brought completely down. Swell boxes also differ 
in the way they are calibrated. Some shades are set up so that when the 
swell pedal is halfway open, the shades are halfway open. But on some 
instruments, especially those with mechanically operated shades, when the 
swell pedal is halfway open, the shades are almost fully open and one 

                                                      
38 Gleason, 200. 
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receives about 90 percent of the forte. Thus, the ear must be the final 
arbiter.39 
 

A set of instructions is included for learning music incorporating an expression 

pedal, coupled with an example from the organ literature (Non troppo lento, by César 

Franck) utilizing the swell pedal with editorial instructions on the degree to which the 

swell shades are open and how fast the student should open or close the shades. These 

instructions are beneficial to the student who might be using the expression pedal for the 

first time. Furthermore, given that the work is for manuals only, the student does not need 

to manage playing pedals while operating the expression pedal at the same time. 

The method book by Ritchie and Stauffer includes another Franck work for 

manuals only (Poco allegretto) that requires the use of the expression pedal. In this piece 

there are no editorial instructions, such as those in Non troppo lento, so the student must 

determine how best to apply the expression pedal by interpreting the dynamic markings. 

Two other examples from the organ literature that necessitate use of the expression pedal 

appear later in the book: Berceuse, by Louis Vierne (p. 156), and There Is a Spirit That 

Delights to Do No Evil…, by Ned Rorem (p. 161). Rorem’s piece, also used as an 

example in Harold Gleason’s book, contains the advanced technique of operating the 

expression pedal with the left foot while playing the pedals with the right foot. The 

Vierne Berceuse provides the student with two different challenges with regard to the 

expression pedal. On beat 1 of m. 24, the student must apply the left foot to the 

expression pedal to begin the decrescendo while playing the F# with the right foot. One 
                                                      
39 George R. Ritchie and George B. Stauffer, Organ Technique (New York: Oxford University Press, 
2000), 60-61. 
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beat later, the left foot first plays the C# and the right foot quickly returns to the 

expression pedal to complete the decrescendo (Musical Example 5.3). 

 

Musical Example 5.3. Vierne, Berceuse, mm. 23-24 (pedal markings are those printed in 
Organ Technique)40 
 

 

 

On beat 1 of m. 28, the performer must make a quick foot substitution and move the right 

foot from the expression pedal to the pedalboard and then back to the expression pedal 

(Musical Example 5.4). 

  

                                                      
40 Ritchie and Stauffer, 157. 
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Musical Example 5.4. Vierne, Berceuse, mm. 27-28 (pedal markings are those printed in 
Organ Technique)41 
 

 

 

The method books of Oswald G. Ragatz (Organ Technique: A Basic Course of 

Study) and Roger E. Davis (The Organist’s Manual: Technical Studies & Selected 

Compositions for the Organ) contain brief explanations of the expression pedal and 

technical details of how it works. Neither book includes instructions on how to master 

use of the expression pedal. None of the exercises or examples from the music literature 

in Ragatz’s book incorporates use of the expression pedal. In Davis’s book, however, 

there are several examples from the organ literature that require the student to operate the 

expression pedal, including the aforementioned Berceuse by Louis Vierne, two works by 

Léon Boëllman, and two works by Jean Langlais. In one of the Langlais examples, 

Prélude modal, the player is required to use the expression pedal while simultaneously 

navigating a line in the pedal that requires both feet for the production of a legato 

articulation (Musical Example 5.5). 

                                                      
41 Ritchie and Stauffer, 157. 
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Musical Example 5.5. Langlais, Prélude modal, mm. 16-18 (suggested pedal markings 
are those of the author)42 
 

 

 

In Musical Example 5.5., accomplishing a crescendo while maintaining a legato 

line in the pedal requires quick and refined movement of the right foot back and forth 

between the expression pedal and the pitched pedals. The left foot begins on EEb while 

the right foot is slowly pushing forward on the expression pedal. Right before beat 3 in 

the first measure, the right foot must travel from the expression pedal to the BBb—on 

beat three in the first measure, the right foot depresses the BBb, then the left foot quickly 

takes over the BBb so that the right foot can move back to the expression pedal and 

continue to open the shutters. On beat 1 of the second measure, the left foot plays the C 

while the right foot continues to open the shutters. Right before beat three of the second 

measure, the right foot must again leave the expression pedal and take over the C so that 

the left foot can move to GG. Once the GG is pressed, the right foot moves back to the 

expression pedal and closes the shutters from beat 4 of the second measure to beat one of 

                                                      
42 Roger E. Davis, The Organist’s Manual: Technical Studies & Selected Compositions for the Organ (New 
York: W.W. Norton & Company, 1985), 118. 
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the third measure. Incorporating such active movement of the right foot into the music 

may prove challenging and intimidating to a student who has not practiced simpler and 

less complex movements. 

In Don Cook’s OrganTutor Organ 101: Basic Organ Skills for the Pianist, 

mention of the expression pedal is made within the larger description of the organ 

console. There are two paragraphs that explain how the device works, and that there exist 

variances in expression pedals depending on the type of organ. Some information about 

application of the expression pedal is described in the following paragraph: 

 
The expression pedal is most conveniently operated by the right foot, but 
the left can be used if the right foot is busy. … If a long crescendo or 
diminuendo is required while both feet are called upon alternately to play, 
place the free foot on the expression pedal and open or close it as 
smoothly as possible in small “installments.”43 
 

Later in the book the expression pedal is revisited in the chapter entitled 

“Registration Mechanics.” Here detailed information is presented about expression pedal 

types (mechanical, pneumatic, motorized mechanical, and electronic), characteristics of 

expression pedals (location, dynamic range, rate of change, etc.), and setting the 

expression pedal for appropriate balance or volume.44 Cook then provides directions for a 

student exercise to create a long crescendo using the expression pedal and the gradual 

addition of stops. There is no further mention of using the expression pedal in Cook’s 

volume. Two pieces from the collection of repertoire included in the book, an 

                                                      
43 Don Cook, OrganTutor Organ 101: Basic Organ Skills for the Pianist (Spanish Fork, UT: Ard 
Publications, 2008), Intro 14. 
44 Ibid., Registration 21 Suppl. 
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arrangement of Litany (Supplication) by Franz Schubert and Andantino by César Franck, 

necessitate minimal and not overly challenging use of the expression pedal. 

The most thorough discussion of the expression pedal is in The Oxford Organ 

Method, by C.H. Trevor. An entire chapter is dedicated to the use of the expression pedal; 

there are numerous examples and exercises for the student to practice. Trevor creates a 

progression of activities for the student to become familiar with operation of the 

expression pedal. First, while playing a chord on the swell (or some other division that is 

under expression), the student opens the expression pedal for 60 seconds then closes it for 

60 seconds, practicing using each foot operating the expression pedal separately. There 

are then four short studies for manuals only that incorporate gradual and delicate opening 

and closing of the expression pedal. The next exercises have the student open and close 

the expression pedal quickly during short rests in the music.   

Next the playing of pedals is added to the texture. Trevor has composed short 

exercises for pedal alone incorporating the expression pedal. The first two exercises have 

one foot playing a melody while the other operates the expression pedal; the next two 

require the student to switch the foot playing the pedals with the foot on the expression 

pedal in the midst of the musical line. The exercise is intended to be practiced in four 

different ways, as indicated by the numbers to the left of the score (Musical Example 

5.6). 



55 
 

 

Musical Example 5.6. Trevor, first exercise for pedal with expression pedal, page 108 
(pedal markings are those printed in The Oxford Organ Method)45 
 

 

 

Finally, there are five music examples (one composed by Trevor and the other 

four from the late eighteenth and early nineteenth centuries) that incorporate manuals, 

pedals, and dynamics. By this point the student should be well prepared to master these 

examples and to undertake other works from the organ literature.  

Building on the presentation of the expression pedal provided in The Oxford 

Organ Method, the author of this document has developed a six-stage sequence for the 

familiarization and mastery of the expression pedal, displayed in Table 5. 

 

                                                      
45 C.H. Trevor, The Oxford Organ Method (London: Oxford University Press, 1971), 108. 
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Table 5. Six-stage sequence for the familiarization and mastery of the expression pedal 
 

Stage Description 

1 The performer operates the expression pedal with either foot, but mostly the 
right foot, while playing music for manuals only. 

2 While the player performs music for pedals only, either foot can operate the 
expression pedal. 

3 
The organist operates the expression pedal with the right foot where the 
utilization of the expression pedal and the need to perform music in the pedal 
do not occur simultaneously. 

4 

The performer operates the expression pedal with the right foot while playing 
music for manuals and pedals (simultaneously). During dynamic changes, the 
left foot can perform the music in the pedal, while the right foot operates the 
expression pedal; in between dynamic changes the right foot may play music 
in the pedal, and there is ample time for the right foot to move back to the 
expression pedal when necessary. 

5 

While playing music for manuals and pedals in action at the same time, the 
right foot can operate the expression pedal, incorporating some movement of 
the right foot between the expression pedal and the pedals during the dynamic 
changes (quick pedal substitutions could be necessary). 

6 
Either foot can operate the expression pedal while the performer plays music 
for manuals and pedals. There can be pedal substitutions and/or movement of 
each foot to and from the expression pedal during dynamic changes. 

 
Pieces that fulfill the parameters of stage one are in several of the organ method 

books. The aspects of stage two do not lend themselves to many existing works in the 

organ literature, with the exception of some pedal solo pieces that require pedal technique 

at the highest professional level. Some useful music examples for pedals alone with 

rudimentary dynamic changes are presented in Trevor’s method book.  

While all of the method books contain music examples that meet the parameters 

of stages three through six, a sequenced presentation is not given in any of the methods. 

Several pieces from Gerald Near’s Chantworks collection may be extracted and 

sequenced in a way to guide the intermediate organist from stages three through five, 
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preparing the student for stage six material and more advanced works that contain 

challenging use of the expression pedal. Examples from Chantworks will represent stages 

three through five individually, and one example from the collection will span stages 

three and four. 

“O lux beata Trinitas” (Set III, Piece 4) can be classified as a stage three piece. 

Statements of each phrase of the chant appear in the pedal; musical material before the 

first statement and between subsequent statements is for manuals only. Use of the 

expression pedal is necessary only in the sections for manuals alone. The student 

practices moving the right foot from the expression pedal to the pedalboard and vice 

versa, but the movement occurs when there is no musical material in the pedals (Musical 

Example 5.7). 

 
Musical Example 5.7. Near, “O lux beata Trinitas,” mm. 1-3 
 

 

 

“Audi, begnigne Conditor,” (Set II, Piece 1), an excerpt of which is shown in Musical 

Example 5.8, also fits the parameters of stage three. In this setting, phrases alternate 
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between the Great and Swell manuals, as indicated by the dynamic markings of mezzo 

forte (mf) and mezzo piano (mp) respectively.46 Mezzo forte phrases contain music in the 

pedals and mezzo piano phrases do not contain music in the pedals. Cases of notated 

crescendo and decrescendo effects within the passages are performed on the Swell--the 

passages without music in the pedal part. In this piece the student must coordinate 

movement only to and from the expression pedal during moments when there is no 

musical material in the pedals (Musical Example 5.8). 

 

Musical Example 5.8. Near, “Audi, begnigne Conditor,” mm. 1-8 
 

 

 

                                                      
46 Gerald Near, Chantworks: Organ Music for the Church Year Based upon Gregorian Chant Melodies, Set 
II—Lent, Passiontide, Easter (N.P.: Aureole Editions, 1998), 2. 

No music in the pedal during the decrescendo
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“Jam, Christie, sol justitiæ” (Set II, Piece 2) is an ideal work for the student who 

is ready to move from stage three to stage four. The student is comfortable with operating 

the expression pedal while playing music on the manuals (stage three) and is now 

prepared to incorporate some music in the pedals using the left foot while simultaneously 

operating the expression pedal (stage four). Dynamic changes occur either during 

segments of music for manuals only or while the left foot is either holding a pedal point 

or moving in stepwise motion. It is necessary to use the right foot for playing some of the 

pitched pedals; however, as illustrated in Musical Example 5.9, the student has ample 

time (several beats) to move the right foot back to the expression pedal from the pitched 

pedals (Musical Example 5.9). 

 
Musical Example 5.9. Near, “Jam, Christe, sol justitiæ,” mm. 26-30 (suggested pedal 
markings are those of the author) 
 

 

 

 

 

Right foot has three quarter note beats to move 
to the expression pedal for the crescendo

Crescendo occurs during notes played 
by the left foot in the pedal 
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Several pieces in Chantworks fulfill the parameters of stage four, and can be 

sequenced based on the difficulty of the music in the pedal (i.e., the frequency with which 

pedal substitutions and/or movements to or from the expression pedal occur within one 

beat). “Verbum supernum prodiens” (Set III, Piece 6) is a stage four piece that contains 

several instances where quick movement to and from the expression pedal is required. 

Measure 32, shown in Musical Example 5.10, provides the student with a challenge in 

smooth expression pedal operation (Musical Example 5.10). 

 

Musical Example 5.10. Near, “Verbum supernum prodiens,” m. 32 (suggested pedal 
markings are those of the author) 
 

 

 

Here there are two pedal substitutions that occur in close proximity to the beginning and 

end of the decrescendo. The left foot must replace the right foot on C so that the right 

foot can move to the expression pedal. On the third beat the right foot must move quickly  
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back to the pedalboard to take over the Eb from the right foot so that the left foot can play 

the EEb on the next beat.  

There are moments in some pieces classified as stage four where a pedal 

substitution and movement between the expression pedal and the pedals must occur 

rapidly--that is, in the time of less than one beat. In “Veni, Creator Spiritus” (Set III, 

Piece 2), there is a decrescendo in m. 10, eighth-note beats 11-16; the music in the pedal 

moves from EE to FF# (both played with the left foot), then up a perfect fourth to a BB, 

which must be covered with the right foot. While the BB is technically supposed to sound 

during the decrescendo, a delay in the response of the shutters’ closing from the time that 

the expression pedal in pressed down will mean that the shutters will still be closing at 

least a quarter note (at the piece’s given tempo) after the expression pedal is fully 

depressed. However, movement of the right foot from the expression pedal to the BB 

must be quick (see music within dotted box in Musical Example 5.11). 

 

Musical Example 5.11. Near, “Veni, Creator Spiritus,” m. 10 (suggested pedal markings 
are those of the author) 
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“Veni, veni Emmanuel” (Set I, Piece 1) contains two instances of quick 

movement of the right foot to and from the expression pedal and pedal substitution. In m. 

1, the left foot holds EE during a crescendo and decrescendo. In Musical Example 5.12, 

m. 2, near the end of the decrescendo is a BB in the pedal, which must be played with the 

right foot to maintain a legato, then within one quarter note the left foot must substitute 

for the right foot on the BB, while the right foot must move back to the expression pedal 

to begin a new crescendo and then, one quarter note later, return to the pedalboard to play 

E (Musical Example 5.12). 

 

Musical Example 5.12. Near, “Veni, veni Emmanuel,” mm. 1-2 (suggested pedal 
markings are those of the author) 
 

 

 

In Musical Example 5.13, m. 23, beats 3 and 4, the right foot is on the expression pedal 

opening the shutters on beat 3, then the right foot must move quickly down to the 

pedalboard to play AA. During beat 4, the left foot must substitute for the right foot on 
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the AA and the right foot must immediately return to the expression pedal to close the 

shutters (Musical Example 5.13). 

 
Musical Example 5.13. Near, “Veni, veni Emmanuel,” m. 23 (suggested pedal markings 
are those of the author) 
 

 

 

 “Veni, Sancte Spiritus” (Set III, Piece 3) and “Ad cœnam agni providi” are two of 

the larger-scale works in Chantworks. For the purposes of practicing expression pedal 

technique, these two pieces conform to stage four. “Veni, Sancte Spiritus,” however, 

contains several registration changes and manual changes, which will be discussed in 

CHAPTER SIX. “Ad cœnam agni providi” also contains registration changes and manual 

changes, as well as instances of voice crossing, which will be discussed in CHAPTER 

SEVEN. A student and teacher will have to assess the student’s comfort level with 

registration changes, manual changes, and voice crossing before the student begins 

practicing either of these two works. 
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 Five pieces from Chantworks will introduce the intermediate organ student to 

advanced expression pedal techniques that can be classified as stage five, where use of 

both feet is necessary to perform music in the pedal during the opening or closing of the 

shutters. One of these pieces, “Divinum mysterium” (Set I, Piece 4), contains advanced 

registration changes, manual changes, and voice crossing, and should probably be placed 

later in a student’s study sequence.  

An excerpt from “Lustris sex qui jam peractis” (Set II, Piece 6) is shown in 

Musical Example 5.14. The first three measures contain a pedal substitution in the midst 

of a gradual crescendo. At the end of the second measure, the performer must remove the 

right foot from the expression pedal and take over the A in the pedal from the left foot so 

that the left foot can then play the E; the right foot then moves immediately back to the 

expression pedal and continues with the crescendo (Musical Example 5.14). 

 
Musical Example 5.14. Near, “Lustris sex qui jam peractis,” mm. 1-3 (suggested pedal 
markings are those of the author) 
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The tempo for this piece is slow (quarter note = c. 52), and the crescendo takes place over 

9 beats; the performer must take care not to open the shutters too quickly, meaning that 

the movement of pushing the expression pedal forward must be slow and delicate, but the 

movement from the expression pedal to the AA in the pedals and back to the expression 

pedal must be quick, so as not to break the progression of the crescendo.  

“Conditor alme siderum” (Set I, Piece 2), “A sola magnarum urbium” (Set I, 

Piece 7), and “Jam lucis orto sidere,” Variation III (Set III, Piece 7) are the other stage 

five pieces. These pieces contain passages (with respect to the expression pedal) that are 

similar to Musical Example 5.14. 

 Table 6 displays all of the pieces within Chantworks, and sorts the pieces by the 

stage of difficulty with respect to the expression pedal. A student can use this table as a 

guide for pieces to practice, depending on the student’s level of expression pedal 

technique. After mastering the techniques encountered in stage five, a student should 

possess enough skill so that expression pedal demands in more advanced organ literature 

should not be a hindrance in learning. 
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Table 6. Usage of the Expression Pedal in Pieces within Chantworks Sorted by Stage of 
Difficulty  
 

Set 
Piece 

number Piece title 

Does the piece require 
use of the expression 

pedal? 
Stage of 
difficulty 

II 1 “Audi, benigne Conditor” Yes 3 
III 4 “O lux, beata Trinitas” Yes 3 
II 2 “Jam, Christe, sol justitiæ” Yes 3-4 
I 1 “Veni, veni Emmanuel” Yes 4 
I 3 “Vox clara ecce intonat” Yes 4 
I 6 “Christe redemptor omnium” (Partita) Yes (in two variations) 4 
II 3 “Ex more docti mystico” Yes 4 
II 7 “Ad cœnam agni providi” Yes 4 
II 8 “Aurora lucis rutilat” Yes 4 
III 2 “Veni, Creator Spiritus” Yes 4 
III 3 “Veni, Sancte Spiritus” Yes 4 
III 6 “Verbum supernum prodiens” Yes 4 
III 8 “Lucis Creator optime” Yes 4 
I 2 “Conditor alme siderum” Yes 5 
I 4 “Divinum mysterium” Yes 5 
I 7 “A sola magnarum urbium” Yes 5 
II 6 “Lustris sex qui jam peractis” Yes 5 
III 7 “Jam lucis orto sidere” (Partita) Yes (in variation III) 5 
I 5 “A solis ortus cardine” No n/a 
II 4 “Vexilla regis prodeunt” No n/a 
II 5 “Pange lingua gloriosi” No n/a 
III 1 “Hymnum canamus gloriæ” No n/a 
III 5 “Adesto, sancta Trinitas” No n/a 
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CHAPTER SIX: MANUAL CHANGES AND REGISTRATION CHANGES 
 
 

 The pipe organ’s variety of timbres distinguishes it from most other musical 

instruments. At the organist’s disposal is an assortment of pipes providing differing 

colors and articulations. The organist creates combinations, called registrations, of colors 

from the pipes (by choosing stops that correspond with the pipes). Adjustments in 

registrations can be initiated in five different ways:  

1. by changing the manual on which music is being played (assuming that the 
registration on each manual is different) 
 

2. by adding, removing, or changing a stop (a handle or switch on an organ console 
that activates or deactivates a series of pipes with a designated sound or timbre) 
 

3. by using a finger to press a button called a piston, or by using a foot to press a 
button called a toe stud, on the organ console that recalls and activates a 
registration preset by the performer 
 

4. by using a button, tilting tablet, or drawknob, called a coupler, that causes a stop 
to sound either on another manual or to sound at a different pitch either on the 
same manual or a different manual 
 

5. by operating the crescendo pedal or pressing the sforzando button (a factory 
preset button that engages a full-organ registration 

 
 

The action of changing registration (including changing manuals) must occur seamlessly 

within the music. As in the use of the expression pedal, registration changes require 

delicacy, quick action, nuance, or a mixture of all three. The six selected method books 

provide varying levels of commentary on manual changes and registration changes.  

References to manual changes appear in three of the six method books. In Organ 

Technique: Modern and Early, George H. Ritchie and George B. Stauffer include half a 
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page about manual changes, found in the section entitled Methods of Changing 

Dynamics. Here a brief history of manual changes is presented, highlighting how manual 

changes evolved in organ literature from echo effects to contrasts in tone color and 

dynamic nuances.47 Several pieces from the selected organ literature in the text require 

manual changes, including: Voluntary in G Minor, Op. 5, No. 9, by John Stanley; Basse 

et essus de trompette ou de cornet separé, en dialogue, by Louis-Nicolas Clérambault; 

Berceuse, by Louis Vierne; and There is a Spirit That Delights to Do No Evil…, by Ned 

Rorem. This method does not furnish further direction as to how to execute the manual 

changes. C.H. Trevor’s The Oxford Organ Method contains one paragraph that precedes 

three excerpts from the organ literature that necessitate the changing of manuals. One 

sentence in the paragraph provides guidance as to how to execute successful manual 

changes: “[p]ractice slowly at first. Increase the pace as facility is acquired. The student 

should think ahead and realize on which manual the next phrase is to be played and what 

the phrase is. This process should eventually be automatic.”48 

A paragraph entitled Changing Manuals appears in Organ Technique: A Basic 

Course of Study, by Oswald G. Ragatz. In this paragraph Ragatz states that the hand 

should move from one manual to another with a “crawling” motion: “Always try to make 

the manual change by moving a finger to the new manual first, rather than making an 

abrupt hand change: Hand follows finger.”49 He further explains: “In situations where it is 

not possible to work out a fingering that allows a hand to ‘crawl’ from one keyboard to 

                                                      
47 Ritchie and Stauffer, 60-61. 
48 C.H. Trevor, The Oxford Organ Method (London: Oxford University Press, 1971), 57. 
49 Oswald G. Ragatz, Organ Technique: A Basic Course of Study (Bloomington: Indiana University Press, 

1979), 211. 
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another, a move can be made quite smoothly and quickly if the player’s eyes are on the 

keyboard to which the hand is to move before the time for the move to take place.”50 

Ragatz then provides Fantasia in the Manner of an Echo, by Jan Pieterszoon Sweelinck, 

as a musical example for practice of quick manual changes. In this example the right 

hand frequently moves from the Great to the Choir and back, creating an “echo” effect 

(with the registration of the Choir being softer than that of the Great). The fingering that 

Ragatz provides allows the performer to move a finger to the new manual while the hand 

is still on the previous manual (Musical Example 6.1). 

 
Musical Example 6.1. Sweelinck, Fantasia in the Manner of an Echo, mm. 43-46 
(Fingerings and manual indications are those printed in Organ Technique: A Basic 
Course of Study)51 
 

 

  

Five of the six selected method books include some commentary on registration. 

The books provide illustrations of the different kinds of pipes with descriptions of how 

they work, along with explanations of the components used for registration purposes, 

                                                      
50 Ragatz, 211. 
51 Ragatz, 215. 
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including couplers, manuals, and pistons. Most of the method books do not, however, 

provide instruction as how best to incorporate registration changes into the music. 

Furthermore, examples from the organ literature where registration changes are necessary 

are numerous in the texts. Roger Davis’ book, The Organists’ Manual: Technical Studies 

& Selected Compositions for the Organ, contains several examples requiring either 

manual changes or manual changes with additional registration changes, including Prière 

and Prélude modal by Jean Langlais, Berceuse by Louis Vierne, Of the Father’s Love 

Begotten by Wilbur Held, and Adagio in C Major by César Franck. Harold Gleason’s 

book, Method of Organ Playing, contains several examples requiring registration and/or 

manual changes, including works by Langlais, Couperin, Brahms, and Karg-Elert. Even 

C.H. Trevor’s The Oxford Organ Method, which contains no instruction pertaining to 

registration changes, includes two musical examples composed by the author (Intermède 

solennel and Scherzino-Chorale) where registration changes are necessary. Presumably 

the authors of these method books have assumed that the organ instructor will take 

responsibility in the matter of providing guidance on how best to incorporate registration 

and manual changes into the music. 

Don Cook’s text is the one method book that contains material devoted to 

registration mechanics. “Confidence in learning the music, planning the registration, and 

making the registrational changes [emphasis added] are essential skills of all 

organists.”52 Cook offers guidance to the student in the form of three steps in executing 

                                                      
52 Cook, Registration 16 Suppl. 
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registration changes (appropriate for either pulling stops or pressing pistons) within the 

music:  

1) Get Free 
2) Make the Change 
3) Pre-Locate and Play53 
 

To paraphrase, in following the above steps, the organist must find ample time within the 

music to free a hand to press a piston or to free a foot to press a toe stud (get free). Next, 

the organist must practice the motion from the keyboard or pedalboard to the appropriate 

piston or toe stud (make the change). Lastly, the student must practice finding the correct 

notes on the manual or pedalboard (pre-locate) and returning the hand or foot to those 

notes so as to continue seamlessly with the performance of the music (play). Cook 

correctly states: “This motion should be practiced repeatedly just as if you would practice 

a technically challenging passage of music.”54 Adopting these three steps for the 

registration changes in Chantworks will supply the intermediate organist with excellent 

practice executing registration changes. 

 The majority of pieces within Chantworks contain a number of registration 

changes and/or manual changes. The instructor can sequence the pieces in such a way 

that the student will gradually incorporate changes of registration with increasing ease. 

This sequence of pieces will guide the student through the following stages of practice: 

1) Registration changes without manual changes: the organist can incorporate 
registration changes that occur between phrases in the music where natural 
musical pauses exist.  

 

                                                      
53 Ibid., Registration 18 Suppl. 
54 Ibid., Registration 18 Suppl. 
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2) Manual changes without registration changes: this stage can be sequenced into 
three sub-stages. 

 
a) Both hands move simultaneously from the same manual to another manual. 

 
 b) One hand moves at a time from one manual to another manual. 
  

c) A combination of a) and b): manual changes occur either with both hands 
moving from the same manual to another simultaneously, or one hand at a 
time moves from one manual to another.   

 
3) Both manual changes and registration changes occurring in the same piece: the 

performer is required to incorporate both manual changes and registration 
changes, perhaps simultaneously. 

 

 “A sola magnarum urbium” (Set III, Piece 7) will expose a student to both simpler 

registration changes and manual changes involving both hands moving simultaneously 

(stages 1 and 2a). In “A sola magnarum urbium,” there are two prevailing registrations. 

The identifiable phrases within this work alternate between the two registrations so that 

the first phrase bears the first registration (flutes 8' & 4') and the second phrase assumes 

the second registration (strings). From that point on, the phrase-plus-registration pairings 

continue in similar fashion. The composer specifies that the first phrase is to be played on 

the Swell, because use of the expression pedal is necessary. The phrases of the chant 

melody, registered with strings, do not require the expression pedal (Musical Example 

6.2).  
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Musical Example 6.2. Near, “A sola magnarum urbium,” mm. 1-7 
 

 

 

The performer can realize the composer’s intentions in one of two ways: 1) all phrases 

can be played on the same manual, and the organist would be required to press a piston to 

change to the appropriate registration for each phrase; or 2) the two registrations can be 

set on two different manuals, and the performer plays each phrase on the appropriate 

manual. While the more practical method is to play the phrases on separate manuals, the 

first method can provide the student with excellent practice in changing registrations. 

 Several pieces in Chantworks allow the student to practice moving one hand to 

another manual while the other hand remains on the same manual. Near often calls for a 

hand to move to a manual with a louder or contrasting registration in order to emphasize 
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the chant melody above the accompaniment in the other manual. The student must make 

the transition to the new manual smoothly while maintaining musical lines and motion in 

the other manual and pedal. “Veni, veni Emmanuel” (Set I, Piece 1) contains manual 

changes involving only the left hand. Near does not provide explicit instructions for a 

manual change; rather, he marks the beginning of the chant melody with a bracket and a 

louder dynamic marking, indicating that a hand is to move to a different manual to 

perform the chant melody. The hand is to return to the previous manual when a closing 

bracket is encountered (Musical Example 6.3).  

 
Musical Example 6.3. Near, “Veni, veni Emmanuel,” mm. 3-10 
 

 

 
Brackets indicate the beginning 

and end of phrase of chant melody 
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The first four measures are an introduction played on a soft registration. In m. 5, the left 

hand moves to the manual with the louder registration and begins the first phase of the 

chant. In m. 10, the left hand rejoins the right hand on the manual with the softer 

registration to begin an interlude before the statement of the second chant phrase. Later, 

in m. 13, the left hand again moves to the manual with the louder registration and plays 

the remainder of the chant with accompaniment by the right hand and pedal. In measure 

27 the left hand moves back to the manual with the softer registration; it remains on this 

manual with the right hand for the last three measures of the piece.  

 “Aurora lucis rutilat” (Set II, Piece 8) requires movements of both the left and 

right hands moving individually from one manual to another. As in the pieces already 

discussed, the manual changes in these works occur when a statement of a line of the 

chant melody is presented; the chant melody is to be played on a manual registered at a 

louder dynamic so as to bring the melody out of the texture. In this piece there are two 

full iterations of the chant melody. The first iteration is played by the left hand on a 

different manual from the one on which the right hand is active; in between phrases of the 

chant melody the left hand moves back to the same manual as the right hand. The final 

phrase of the first iteration of the chant melody occurs in mm. 19-22. In m. 24, the second 

iteration of the chant melody begins, but it is the right hand that moves to the different 

manual (Musical Example 6.4). 
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Musical Example 6.4. Near, “Aurora lucis rutilat,” mm. 19-26 

 
 

In m. 32 the left hand (which had been playing accompaniment to the chant melody) joins 

the right hand on the manual with the louder registration, thus creating a dynamic change 

that leads to a climactic end of the piece (Musical Example 6.5). 

 

  



77 
 

 

Musical Example 6.5. Near, “Aurora lucis rutilat,” mm. 31-33 
 

 

 

 

Three other pieces contain manual changes similar to “Aurora lucis rutilat” 

involving movements of both the left and right hands moving individually from one 

manual to another. These pieces are “Ex more docti mystico” (Set II, Piece 3); “Hymnum 

canamus gloriæ” (Set III, Piece 1); and “Jam lucis orto sidere,” Variation III (Set III, 

Piece 7). 

 Twelve selections from Chantworks require at least one registration change. Some 

of the changes are specific, such as “+ Gt. to Ped.” (couple Great to Pedal), or “add Sw. 

reeds,” while other markings are more ambiguous, such as “add to Gt.,” or “add to all 

divisions.” Other registration changes are implied through changes in dynamic markings. 

These registration changes should be feasible for the intermediate organist to incorporate 

with some practice. The process of working through these registrations will give the 

student practical experience for more advanced works.  

The left hand joins the right hand on the same manual 
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“Verbum supernum prodiens” (Set III, Piece 6) is appropriate for the organist to 

practice as an introduction to simple registration changes for two reasons: the piece 

contains only two registration changes, and the physical mechanics needed to fulfill the 

registration changes are applicable to most organ consoles. In m. 19, beat 3, the marking 

is “+ Gt. to Ped.,” and in m. 30, beat 4, “-Gt. to Ped.” is provided. Most organ consoles 

have a “Gt. to Ped.” button or toe stud, and these controls are typically found in similar 

locations on most consoles. A “Gt. to Ped.” button is commonly found under the Great 

manual below c, and a “Gt. to Ped.” toe stud is normally found to the right of the 

expression and/or crescendo pedal(s) about one foot above the pedalboard. In m. 19, the 

left hand is situated just above the “Gt. to Ped.” button, so pressing the piston on beat 3 

(indicated by the arrow in Musical Example 6.6) is easily accomplished by reaching the 

thumb down below the manual (Musical Example 6.6). 

 
Musical Example 6.6. Near, “Verbum supernum prodiens,” m. 19 
 

 

The piston can 
be pressed here
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In m. 30, the organist can easily press the “Gt. to Ped.” button to turn off the Great to 

Pedal coupler with the thumb since the left hand is again on the Great playing keys just 

above the “Gt. to Ped.” button. The performer also has the option of using the toe stud, 

since there is a pedal point on BBb. If the organist opts to press the toe stud, then the left 

foot must hold the BBb, the right foot would depress the toe stud on beat 4, and then 

immediately take over the BBb from the left foot so that the left foot can play the Eb on 

beat two of m. 31 while maintaining a legato line (Musical Example 6.7). 

 

Musical Example 6.7. Near, “Verbum supernum prodiens,” mm. 30-31 

 

 

 “A solis ortus cardine” (Set I, Piece 5) contains two registration changes. The first 

is a “+Gt. to Ped.” marking, which can be activated by the right foot pressing the “Gt. to 

Ped.” toe stud, while the left foot holds a pedal point on FF. The second is a dynamic 

change: in m. 45, the composer specifies a fortissimo (ff) dynamic, which is a change 

from the forte (f) dynamic provided previously. Of importance at this dynamic change is 

that the chant melody moves to the pedal line; the registration for the pedal must become 
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louder.  There is a short lift specified at the beginning of m. 45, as shown in Musical 

Example 6.8, so there is time for the performer to press a button or a toe stud to activate a 

registration change (Musical Example 6.8). 

 

Musical Example 6.8. Near, “A solis ortus cardine,” mm. 44-46 
 
 
 

 

 

 “Lustris sex qui jam peractis” (Set II, Piece 6) contains a registration change that 

is manageable for any intermediate organist due to the placement of the registration 

change in the music. This registration change appears in m. 34, displayed in Example 14, 

during two consecutive eighth note rests in all manuals and pedals. At the given tempo 

(quarter note = c. 52) there is ample time for a piston (either a button or a toe stud) 

located anywhere on the organ to be pressed. The marking in m. 34 is “off Sw. to Ped. & 

all pedal stops.” Three measures later the pedal enters with the chant melody and a 

registration marking of “4' flute.” This marking plus the marking in m. 34 can be 

combined and programmed into one piston for the performer to activate in m. 34 

(Musical Example 6.9). 

A registration change can be 
made during this short lift. 
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Musical Example 6.9. Near, “Lustris sex qui jam peractis,” mm. 34-39 
 

 
 

 

 

“Veni, Sancte Spiritus” (Set III, Piece 3) is one of the large scale works in 

Chantworks due to the length of the chant, which is a sequence. The chant’s musical 

phrase structure is AABBCCDDEE plus an “Amen.” Near presents the chant with 

accompaniment and no interludes between the chant phrases, beginning with the first 

phrase at a p marking and each subsequent repeated phrase or new phrase increasing in 

dynamics, ending with a fff. Dynamics levels increase throughout the piece by the 

changing of manuals and changing of registration. For the pairs of repeated musical 

phrases (AA, BB, CC, DD), the chant melody and accompaniment of the first phrase are 

played on the Swell, and then the chant melody is performed on the Great for the repeat 

of the phrase. The final pair of phrases (EE) is played entirely on the Great.  

In between these pairs of phrases, Near either gives directions to change 

registration or implies a registration change. Between AA and BB, “add to all divisions” 

is in the score. Between BB and CC, “add Sw. Reeds (add to Gt.)” is in the score. 

A registration change can 
be made during these two 
eighth note rests 
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However, between phrase pairs CC and DD and pairs DD and EE, the composer only 

indicates changes in dynamics, (CC is at mf, DD is at f, and EE is at ff); it is up to the 

performer to make appropriate registration changes. Fortunately for the intermediate 

student, these registration changes occur in between musical phrases, so there exists a 

natural pause, or breath, in the music, giving the student ample time to make a 

registration change and return to the previous location on the keyboard or pedalboard. 

“Divinum mysterium” (Set I, Piece 4), and “Ad cœnam agni providi” (Set II, 

Piece 7) both require several manual changes and registration changes. The registration 

changes in these works sometimes occur during moments where a longer pause is not 

appropriate or in the middle of a musical phrase. The student will gain practice making 

registration changes during the presentation of the musical phrase. Such a registration 

change is presented in Musical Example 6.10. 

 

Musical Example 6.10. Near, “Ad cœnam agni providi,” mm. 73-75 
 
 
 
 

 

 

A registration change must be made in the midst of the music. A possibility would be 
for the organist to press a toe stud with the right foot on the downbeat of measure 75

(Current dynamic marking is f) 
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Both “Divinum mysterium” and “Ad cœnam agni providi” contain instances of voice 

crossing. These pieces should appear near the end of the student’s Chantworks study 

sequence. 

Table 7 presents all of the pieces within Chantworks, sorted by the stages of 

practice of manual and registration changes, as described above. 

 

Table 7. Instances of Manual Changes and Registration Changes in Pieces within 
Chantworks Sorted by Stages of Practice 
 

Set 
Piece 

Number Piece title 

Does the piece contain 
manual and/or 

registration changes? Stage of practice 
I 7 “A sola magnarum urbium” Yes 1 or 2a 

III 7 “Jam lucis orto sidere” (Partita) Yes 2a (Var III), 1 
(Var. IV) 

II 1 “Audi, benigne Conditor” Yes 2a 

III 2 “Veni, Creator Spiritus” Yes (registration 
change optional) 2b 

III 8 “Lucis Creator optime” Yes (Registration 
change optional) 2b 

I 1 “Veni, veni Emmanuel” Yes 2b 
I 2 “Conditor alme siderum” Yes 2b 
II 3 “Ex more docti mystico” Yes 2b 
II 8 “Aurora lucis rutilat” Yes 2b 
III 1 “Hymnum canamus gloriæ” Yes 2b 
I 4 “Divinum mysterium” Yes 3 
I 5 “A solis ortus cardine” Yes 3 

I 6 “Christe redemptor omnium” 
(Partita) 

Yes 
 (in variation IV) 3 

II 6 “Lustris sex qui jam peractis” Yes 3 
II 7 “Ad cœnam agni providi” Yes 3 
III 3 “Veni, Sancte Spiritus” Yes 3 
III 6 “Verbum supernum prodiens” Yes 3 
I 3 “Vox clara ecce intonat” No n/a 
II 2 “Jam, Christe, sol justitiæ” No n/a 
II 4 “Vexilla regis prodeunt” No n/a 
II 5 “Pange lingua gloriosi” No n/a 
III 4 “O lux, beata Trinitas” No n/a 
III 5 “Adesto, sancta Trinitas” No n/a 
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CHAPTER SEVEN: TECHNICAL IMPLICATIONS OF VOICE CROSSING 
 

 
 One distinction of the organ, in comparison with other instruments, is that a 

player can easily perform two different voices where the voices continually “cross” 

pitches with one another (i.e. the voice being played in the left hand can sound higher 

than the voice being played in the right hand) with each voice sounding independent in 

tone and articulation. The performer can successfully execute this technique by playing 

each voice on a different manual; the difference in the placement of the manuals allows 

for the arms to cross comfortably without touching, and each manual can be registered 

with contrasting-colored stops. 

 The task of playing a voice with the left hand that is higher in pitch than the voice 

in the right hand or crossing pitches with the voice in the right hand may pose a 

considerable challenge for an intermediate student. In music for keyboard instruments 

other than the organ, instances of voice crossing certainly appear; however, these 

instances are not as frequent as in organ music and they do not occur for long periods of 

time. Furthermore, it is uncommon to find music where notes being played in one hand 

would sound in between the pitches of two voices in the other hand, as is often the case in 

organ music and in several pieces in Chantworks. 

 Another form of voice crossing that is characteristic of organ composition occurs 

when the musical line in the pedal sounds at a higher pitch level than the pitches being 

performed on the manuals with the hands. In this case the pitches in the pedal part in the 

printed score are written at a pitch level appropriate for the pedal (bass clef), and the 

registration is set so that the music played in the pedals sounds an octave or more above 
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the written pitches. Since the written pitches in the printed score are in the bass clef, the 

fact that the music in the pedal sounds at a higher pitch level poses little difficulty for 

some students; for some inexperienced students, however, it can be mildly disconcerting 

and confusing.  

 C.H. Trevor’s The Oxford Organ Method is the only method book of the six 

examined in this document that makes reference to voice crossing. The book contains 

three excerpts of music from the organ literature for practice of voice crossing, with 

instructions for registration and hand and arm placement. The other method books 

contain examples from the organ literature that incorporate a minimal amount of voice 

crossing or crossing of the hands. Only one piece (from Gleason’s text) includes melodic 

material in the pedal at a 4' level that will sound above (and/or between) the material 

assigned to the manuals at the 8' level. 

 The intermediate organist will soon learn that instances of voice crossing are 

abundant in organ literature. Organ trios, where each hand performs an independent voice 

on a separate manual, can contain crossing of the hands. In the excerpt in Musical 

Example 7.1, the left hand begins at a higher pitch level than the right hand in measure 

20, slips below the right hand momentarily in measure 21, then back above for a beat and 

a half, then below again. 
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Musical Example 7.1. Bach, J.S., Trio Sonata IV, Movement 1, mm. 20-23 
 

 

 

Musical Example 7.2 provides an appropriate illustration of a piece of organ 

literature that contains both types of voice crossing described above occurring 

simultaneously. The Cantilène from Suite brève (1947), by Jean Langlais, contains 

several sections where the pedal contains the melodic content sounding higher than the 

accompanying music played in the manuals. In the final section of the movement, two 

instances of voice crossing occur. The pedal is registered with a 4' flute, meaning that the 

pitches will sound one octave higher than where they are printed, placing the melody in 

the pedal higher than the music being played by the left hand which is registered at an 8' 

pitch, meaning that the pitches heard are at the same octave as what is printed. (The left 

hand in this example is played on the Positif manual, indicated by the capital letter P).  

The right hand plays on the Récit manual, indicated by the capital letter R. (Récit is the 

French name for the Swell). The music for the right hand appears to be written below the 

pitches in the left hand, and indeed the right hand will cross over the left hand to play 

those lower notes. However, the Récit is registered with a 4' flute, so the notes will sound 

an octave higher; so technically there is only one sixteenth note (the first note in the third 
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measure) that aurally is lower than one of the voices in the left hand. So here there is 

aural voice crossing in the pedal, where the notes sound higher but are written lower; and 

physical voice crossing in the manuals, where the notes in the right hand are physically 

lower than the left hand but because of the registration they sound higher and the voices 

only cross once (Musical Example 7.2). 

 

Musical Example 7.2. Langlais, “Cantilène,” from Suite brève, mm. 47-49 

 

 

 

 

 

Voice crossing occurs frequently throughout Chantworks; fourteen of the twenty-

three pieces in the collection contain some instance of music where either the hands are 

on different manuals and crossed or where the pedal sounds at a higher pitch than the 

manuals. In most instances of voice crossing in the hands, the voices do not stay crossed 

for more than a few measures. In some of these instances a voice played in one hand 

The registration in the Pedal 
is “Ped. solo flûte 4” 

The left 
hand is on 
the 
Positif 
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sounds between two voices sounding in the other hand, and the voices continually cross 

back and forth with each other. Three pieces in Chantworks contain passages where the 

pedal contains the chant melody and sounds an octave above the printed pitch, crossing 

with the voices in the left hand and sometimes with both hands. Studying and working 

through the instances of voice crossing throughout Chantworks will equip any 

intermediate organist with the proper skills to practice and perform advanced level works 

involving more complex voice crossing.  

 “Hymnum canamus gloriæ” (Set III, Piece 1) is an appropriate piece for 

beginning practice of voice crossing in the hands. This work does not require use of the 

expression pedal, and requires three manual changes of the right hand and one manual 

change of the left hand. There are two instances of voice crossing in the hands. The first 

occurs in mm. 34-37, shown in Musical Example 7.3. Here the right hand plays the third 

line of the chant melody on the Great while the left hand plays two accompanying voices 

on the Swell. In m. 34 the melody in the right hand is higher in pitch than both voices in 

the left hand. The melody then descends and soon crosses an ascending line in the left 

hand. In m. 38, the melody in the right hand drops beneath both voices in the left hand 

(Musical Example 7.3). 
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Musical Example 7.3. Near, “Hymnum canamus gloriæ,” mm. 32-37 

 

 

 

 

In m. 50 of the same work, illustrated in Musical Example 7.4, the left hand moves to the 

Great and plays the fourth line of the hymn, accompanied by the pedal and two voices in 

the right hand on the Swell. The left hand voice moves higher in pitch than the lower 

voice in the right hand. The left hand voice remains in between the two voices of the right 

hand for another full measure before returning below the lower voice in the right hand 

(Musical Example 7.4). 

 

Right hand between 
voices in left hand

Right hand beneath both 
voices in left hand 
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Musical Example 7.4. Near, “Hymnum canamus gloriæ,” mm. 50-54

  

 

The first variation of “Jam lucis orto sidere” (Set III, Piece 7) features three short 

occasions featuring hand crossing; the crossing in the second of the three instances lasts 

for only one note in m. 10. In the first and third instances, the left hand crosses higher 

than the right hand, which holds a long note. While not technically demanding for the 

intermediate organist, these excerpts, the second of which is presented in Musical 

Example 7.5, can provide the student with a proper introduction to hand crossing 

(Musical Example 7.5). 

 

Musical Example 7.5. Near, “Jam lucis orto sidere,” Variation I, mm. 12-15 
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 The voice crossing that occurs in “Lucis Creator optime” (Set III, Piece 8) 

features the right hand performing the third and fourth phrases of the chant melody in 

between two other voices in the left hand. At the end of each of the two chant phrases, the 

right hand holds a long note, and both of the voices in the left hand move above the voice 

in the right hand. The right hand voice is in a lower register, comparatively, and the 

addition of the left hand sounding both below and above the right-hand voice could 

provide stimulating practice for the intermediate organist (Musical Example 7.6). 

 

Musical Example 7.6. Near, “Lucis Creator optime,” mm. 37-44 
 
 
 

 

 

A student who feels comfortable with incorporating the expression pedal, minor 

registration changes, and manual changes can choose from a variety of other works from 

Chantworks to practice music involving crossing of the hands. Pieces such as “Ex more 

docti mystico,” (Set II, Piece 3); “Aurora lucis rutilat,” (Set II, Piece 8); and “Veni, veni 

Emmanuel” (Set I, Piece 1) all contain passages requiring crossing of the hands.    

Both voices in the left hand move 
above the voice in the right hand 
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“Lustris sex qui jam peractis” (Set II, Piece 6), an excerpt of which is displayed in 

Musical Example 7.7, contains both voice crossing in hands and voice crossing using the 

pedal with a 4' stop. Combined with manageable expression pedal requirements, manual 

changes in the right hand, and a simple registration change two-thirds of the way through 

the piece, this work is a fine illustration of all three techniques discussed to this point. 

The chant melody in this piece is played with an 8' flute on the Great accompanied by 

strings on the Swell and Pedal. During the statement of the third line of chant in mm. 23-

27, the chant melody in the right hand sounds in between the top and bottom voices being 

played in the accompaniment (Musical Example 7.7). 

 

Musical Example 7.7. Near, “Lustris sex qui jam peractis,” mm. 23-27 
 

 
 
 

 
 
 
After another interlude, a registration change must be made to change the stop in the 

pedal to a 4' flute, and both hands then move to the Swell. The musical material on the 

Swell in both hands is above c, as shown in Musical Example 7.8. The melody in the 

Right hand sounding in 
between voices in left hand 
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pedal is played in the upper register of the pedalboard, and the 4' flute makes the notes in 

the pedal sound an octave higher than the printed pitches, causing the notes to sound in 

between the pitches in the left hand (Musical Example 7.8). 

 

Musical Example 7.8. Near, “Lustris sex qui jam peractis,” mm. 33-42 

 

 

Special care must be taken to ensure that the melodic line in the pedal is kept legato and 

that the melodic phrasing is clear and precise.  

  Table 8 displays all of the pieces within Chantworks, and displays the type of 

voice crossing that exists within each piece. 
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Table 8. Types and instances of voice crossing in Chantworks 
 

Set 
Piece 

number Piece Title 

Does the piece 
contain voice 

crossing? 
Voice crossing 

features 

I 6 “Christe redemptor omnium” 
(Partita) 

Yes 
 (in variation III) Hand crossing 

I 1 “Veni, veni Emmanuel” Yes Hand crossing 
I 4 “Divinum mysterium” Yes Hand crossing 
II 2 “Jam, Christe, sol justitiæ” Yes 4' Pedal 
II 3 “Ex more docti mystico” Yes Hand crossing 

II 6 “Lustris sex qui jam peractis” Yes Hand crossing 
& 4' Pedal 

II 7 “Ad cœnam agni providi” Yes Hand crossing 
II 8 “Aurora lucis rutilat” Yes Hand crossing 
III 1 “Hymnum canamus gloriæ” Yes Hand crossing 
III 3 “Veni, Sancte Spiritus” Yes Hand crossing 
III 4 “O lux, beata Trinitas” Yes 4' Pedal 
III 5 “Adesto, sancta Trinitas” Yes 4' Pedal 

III 7 “Jam lucis orto sidere” (Partita) Yes  
(in three variations) Hand crossing 

III 8 “Lucis Creator optime” Yes Hand crossing 
I 2 “Conditor alme siderum” No n/a 
I 3 “Vox clara ecce intonat” No n/a 
I 5 “A solis ortus cardine” No n/a 
I 7 “A sola magnarum urbium” No n/a 
II 1 “Audi, benigne Conditor” No n/a 
II 4 “Vexilla regis prodeunt” No n/a 
II 5 “Pange lingua gloriosi” No n/a 
III 2 “Veni, Creator Spiritus” No n/a 
III 6 “Verbum supernum prodiens” No n/a 
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CHAPTER EIGHT: PERFORMANCE PRACTICE OF CHANT AND VARIABLE 

METERS 

 
Study and practice of the pieces from Chantworks can help the intermediate 

organist to develop a level of comfort with the rhythmic flexibility of playing chant and 

with playing in variable (or changing) meters. These abilities are desirable for any 

musician regardless of instrument, and are certainly necessary for the organist to possess 

in order to perform more advanced works, including those of composers such as 

Tournemire, Duruflé, and Alain. Given that the performance of chant or variable meters 

is not specific to playing the organ, these topics are not covered within any of the organ 

method books surveyed in this document.  

Gregorian chant is one of the oldest forms of music known in the Western music 

tradition. Plainchant scholar Mary Berry explains in Plainchant for Everyone that “chant 

is the unique music of Western Christianity and our closest living link with the Church of 

the first centuries. It has also been said, with truth, to lie ‘at the foundation of all our 

Western music.’”55 Much has been written about the history, theory, and interpretation of 

Gregorian chant, and further discussion of any of these facets is beyond the scope of this 

document. In brief, the rhythmic structure of Gregorian chant is vastly different from the 

strictly metered Western music of the past 400 years. Gregorian chant has an almost 

variable-metered feel to it, and the intermediate organist must attain a certain level of 

ease in presenting the chant and the music based upon it, so that the inherent internal 

rhythmic points of emphasis are realized in a fluent manner.  

                                                      
55 Mary Berry, Plainchant for Everyone, 3rd ed. (Croydon: Royal School of Church Music, 1996) 5. 
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In the pieces from Chantworks Gerald Near has constructed the scores with bar 

lines but no time signatures. Bar lines are included in the score to offer a certain level of 

organization of rhythmic groupings, and they sometimes help to direct the organist to 

where the stronger beats should be placed. Chant melodies typically enter at the 

beginnings of measures, and the bar lines sometimes demarcate the individual phrases of 

the chant, as shown in Musical Example 8.1 from “Divinum mysterium” (Set I, Piece 4). 

 

Musical Example 8.1. Near, “Divinum mysterium,” mm. 11-13 
 

 

Here the chant melody is being played on the Great with the left hand. If time signatures 

were indicated in the score, then m. 11 would be in 14/8, m.12 in 10/8, and m.13 in 12/8. 

Having time signatures would be cumbersome and misleading; for example, m. 13 does 

not function in the manner of a typical 12/8 measure, where the beats are divided into 

four groups, each having three eighth notes. 

 In m. 15 of “Divinum mysterium,” the chant melody is presented in canon, and 

the bar lines cannot demarcate each phrase in each voice, as displayed in Musical 

Example 8.2. 
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Musical Example 8.2. Near, “Divinum mysterium,” mm. 15-18 
 

 

 

The chant melody is first presented in the upper voice in the left hand and the canonic 

answer is presented in the upper voice of the right hand. The bar lines appear in the 

middle of the canonic answer, but still provide a semblance of where the stronger beats 

are placed within the melody. The bar line between mm. 16 and 17, however, appears at 

an awkward place for the initial melody, as it divides a held note, and the next phrase of 

the chant melody begins an eighth note after the bar line. 

 Musical Example 8.3 shows an excerpt from “Lustris sex qui jam peractis” (Set 

II, Piece 6).  In mm. 33-42, the bar lines organize the chant melody (in the pedal 

beginning in m. 37) into groupings of either three or four eighth notes. Near is providing 

direction as to where the stronger beats of the chant are to be placed (Musical Example 

8.3). 
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Musical Example 8.3. Near, “Lustris sex qui jam peractis,” mm. 33-42 
 

 

 

Through careful examination of the musical structure and contours of the 

Gregorian chants in Chantworks and the music based upon these chants, a student can 

develop a better feeling for rhythmic flexibility, an increased understanding of variable 

meters, and a greater comprehension as to how to perform such music effectively. Given 

that chant is an elemental topic in the development of organ literature—past, present, and 

future—and that it serves as a basis for many organ works throughout several historical 

periods, Gerald Near’s Chantworks adds a pedagogical resource of chant-based pieces 

that are of manageable length and that can be employed for liturgical and/or concert use. 
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CHAPTER NINE: CONCLUSION 

 

Gerald Near’s Chantworks constitutes a new pedagogical resource of chant-based 

pieces that are of two to six minutes in length and can be used in church and/or concert 

settings. Additionally, the Chantworks collection meets some identifiable needs in a 

number of categories pertaining to mechanical and technical skills that are of undeniable 

importance to the developing student organist. Through structured and sequenced study 

of the pieces within Chantworks, and through careful examination of the musical 

structure and contours of the Gregorian chants in Chantworks and the music based upon 

these chants, a student can develop: 

• appropriate motor skills and cognitive fluency in the incorporation of the 
expression pedal into organ music, infusing the music with vibrant 
dynamics 

• mechanical knowledge and technical skills to integrate registration 
changes and manual changes, providing the music with changes of timbre 

• technical and intellectual skills to execute music containing the crossing of 
voices  

• a better feeling for rhythmic flexibility, an increased understanding of 
variable meters, and a greater comprehension as to how to perform chant-
based music effectively 
 

 
The instructor and student would be at liberty to develop a systematic sequence of 

pieces from Chantworks to follow so that the student could maximize practice in the 

areas highlighted in this document. A sequence of pieces can be customized to focus on 

the technical needs of the student. Table 9 can serve as a launching point for the creation 

of such a sequence. This table contains the list of all of the pieces within Chantworks 

(with the individual variations of the partitas separated out), sorted first by the expression 
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pedal stage of difficulty (see CHAPTER FOUR), then manual and registration stages of 

practice (see CHAPTER FIVE), and then by voice crossing (see CHAPTER SIX). The 

order of the list does not factor in the technical difficulty of the music itself; for example, 

“A sola magnarum urbium” (Set 1, Piece 7), which appears near the bottom of the list, is 

less technically demanding than “Vexilla regis prodeunt” (Set II, Piece 4), which appears 

near the top of the list; however, the former has a stage 5 level of difficulty in using the 

expression pedal, whereas the latter does not require use of the expression pedal. 
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Table 9. Sequence of Pieces 
 

Set 
Piece 

number Piece title 

Use of the 
expression 

pedal 

Manual changes 
and/or registration 

changes 
Voice 

crossing 
I 6 “Christe redemptor omnium” Theme No No No 
I 6 “Christe redemptor omnium” Var II No No No 
II 4 “Vexilla regis prodeunt” No No No 
II 5 “Pange lingua gloriosi” No No No 
III 7 “Jam lucis orto sidere” Theme No No No 
III 7 “Jam lucis orto sidere” Var II No No No 
I 6 “Christe redemptor omnium” Var I No No Yes 

III 5 “Adesto, sancta Trinitas” No No 4' pedal 
III 7 “Jam lucis orto sidere” Var I No No Yes 
III 7 “Jam lucis orto sidere” Var IV No 1 Yes 
III 1 “Hymnum canamus gloriæ” No 2b Yes 
III 4 “O lux, beata Trinitas” 3 No 4' pedal 
II 1 “Audi, benigne Conditor” 3 2a No 
II 2 “Jam, Christe, sol justitiæ” 3-4 No 4' pedal 
I 5 “A solis ortus cardine” No 3 No 
I 3 “Vox clara ecce intonat” 4 No No 

I 6 “Christe redemptor omnium” Var III 4 No Yes 

I 2 “Conditor alme siderum” 4 2b No 
III 2 “Veni, Creator Spiritus” 4 2b No 
I 1 “Veni, veni Emmanuel” 4 2b Yes 
II 3 “Ex more docti mystico” 4 2b Yes 
II 8 “Aurora lucis rutilat” 4 2b Yes 
III 8 “Lucis Creator optime” 4 2b Yes 
I 6 “Christe redemptor omnium” Var IV 4 3 No 

III 6 “Verbum supernum prodiens” 4 3 No 
II 7 “Ad cœnam agni providi” 4 3 Yes 
III 3 “Veni, Sancte Spiritus” 4 3 Yes 
I 7 “A sola magnarum urbium” 5 1 or 2a No 

III 7 “Jam lucis orto sidere” Var III 5 2a Yes 
I 4 “Divinum mysterium” 5 3 Yes 

II 6 “Lustris sex qui jam peractis” 5 3 Yes and 4' 
pedal 
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In closing, I reiterate Cathryn Wilkinson’s statement: “[d]eveloping musicianship 

and sensitivity comes through playing real literature in a variety of contexts, beyond 

exercise.”56 Chantworks comprises a body of work that offers “real literature” at a high 

level of compositional substance and beauty. The Chantworks collection is a synthesis of 

compositional styles and techniques both old and new. Near uses ancient melodic 

material (Gregorian chant), as well as traditional musical forms and structures. These 

elements are blended with twentieth-century harmonic language and compositional 

devices such as planing, polychordal combinations, and shifting rhythmic accents. The 

student who studies Chantworks stands to inherit a rich assortment of pieces woven with 

the harmonic and contrapuntal threads of a modern yet accessible style. 

 

 

 
 

 

                                                      
56 Wilkinson, 79. 
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APPENDIX A: PEDAGOGICAL ATTRIBUTES OF EACH PIECE FROM 

CHANTWORKS 

 

Notes 

In several pieces from Chantworks, Gerald Near includes text underlay for the 

chant within the music. Sometimes the text is in Latin, and sometimes the text is in 

English. All text included in this appendix is as Gerald Near included it in Chantworks. 
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“Veni, veni Emmanuel”  

Set I, Piece 1 

 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

“Veni, veni Emmanuel,” Plainsong, Mode I, 
Processionale, 15thc.; adapted, Thomas Helmore (1811-
1890)57 

Placement of chant Tenor voice (left hand) 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 4: The right foot operates expression pedal and plays notes 

on the pedal. 
Manual changes and 
registration changes 

Stage 2b: The left hand moves from one manual to another to play 
a phrase of chant melody and then back to first manual to play 
accompaniment after chant phrase is complete. No registration 
changes. 

Voice crossing Hand crossing: mm. 8, 15-23. The tenor voice (left hand) crosses 
above the alto voice (right hand). 

Other pedagogical 
attributes 

Elasticity of tempo, and parallel motion (fourths) in right hand 
with parallel motion in pedal. 

 

                                                      
57 Gerald Near, Chantworks, Organ Music for the Church Year Based upon Gregorian Chant Melodies, Set 
I—Advent, Christmas, Epiphany (N.P.: Aureole Editions, 1997), 2. 
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“Conditor alme siderum”  
 

Set I, Piece 2 
 

 
 
 
 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Advent Vespers, Mode IV; also known as Creator 
alme siderum58 

Placement of chant Alto (Left hand) 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 5: Quick pedal substitutions while operating the expression 

pedal are necessary. 
Manual changes and 
registration changes 

Stage 2b: The left hand moves from one manual to another to play a 
phrase of chant melody and then back to first manual after the 
phrase is complete. No registration changes. 

Voice crossing None 
Other pedagogical 
attributes 

Rhythmic shifts in accompaniment between triple and duple; 
practice bringing out chant voice from other voices; gentle release 
of notes; high level of chromaticism with several instances of 
quartal harmonies. 

 
 
 
  

                                                      
58 Ibid., 4. 
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“Vox clara ecce intonat” 
 

Set I, Piece 3 
 

 
 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Advent Lauds, Mode II, Tr.59 

Placement of chant Phrases 1, 2: tenor. Phrase 3: soprano. Phrase 4: tenor 
and alto in octaves. 

Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 4: The right foot operates the expression pedal while the left 

foot plays music on the pedalboard. 
Manual changes and 
registration changes 

None specified 

Voice crossing None 
Other pedagogical 
attributes 

Toccata; fantasia-like sections with complex chromaticism and 
quartal harmonies; tempo changes; tenuto articulations; sixteenth 
notes in pedal. 

 
 

                                                      
59 Ibid., 7. 
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“Divinum mysterium” 
 

Set I, Piece 4 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Corde Natus Ex Parentis (Divinum mysterium): 13th c., 
Mode V, Tr.60 

Placement of chant Iteration 1: phrases 1-4: tenor, phrases 5-7: alto 
Iteration 2: canon between tenor and soprano 
Iteration 3: soprano with voice crossing below alto line 

Number of complete iterations of 
chant 

3 

Modulations 3 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 5. The right foot and the left foot each operate the expression 

pedal, and both feet are needed to play notes in the pedal. Quick 
pedal substitutions are necessary. 

Manual changes and 
registration changes 

Stage 3. Registration changes are specified in the score, and extra 
registration changes may be necessary to fulfill requirements of 
dynamic changes. Both hands move from one manual to another, 
sometimes simultaneously. 

Voice crossing The hands cross frequently, sometimes for longer passages. 
Other pedagogical 
attributes 

Vorimitation; canon; parallel motions of fourths and sixths; irregular 
rhythmic groupings; thick (four- or five-voice) texture; longer work 
with large-scale dynamic changes. 

                                                      
60 Ibid., 10. 
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“A solis ortus cardine” 
 

Set I, Piece 5 
 

 
 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Christmas Lauds, Mode III61 

Placement of chant Phrase 1: soprano. Phrase 2: tenor. Phrase 3: 
soprano. Phrase 4: bass (pedal) 

Number of complete iterations of chant 1 
Modulations None. Phrase 3 is a major third higher (F-sharp 

Dorian) than the other phrases of the chant (D 
Dorian) 

Setting of Amen No 
 

Pedagogical attributes 
Expression pedal None 
Manual changes and 
registration changes 

Stage 3: Hands move individually from one manual to another. 
One registration change is implied. 

Voice crossing None 
Other pedagogical attributes Toccata; instances of quartal harmonies; chordal planing; trills 

and French-style chords; chant melody in pedal.  
 
  

                                                      
61 Ibid., 14. 
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“Christe, redemptor omnium” (Partita) 
 

Set I, Piece 6 
 

 
 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Christmas Vespers, Sarum, Mode I62 

Placement of chant Theme: soprano 
Variation I: tenor  
Variation II: soprano 
Variation III: soprano 
Variation IV: bass (pedal) 

Number of complete iterations of 
chant 

5 

Modulations None 
Setting of Amen None 

 
Pedagogical attributes-Theme 

Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical 
attributes 

Homophonic setting 

 
 
  

                                                      
62 Ibid., 17. 
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“Christe, redemptor omnium”— Continued 
 

Pedagogical attributes-Variation I 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing Minimal at end 
Other pedagogical 
attributes 

Trio setting 

 
Pedagogical attributes-Variation II 

Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical 
attributes 

Scherzo-like setting: rapid contrary motion in triplets, triple versus 
duple rhythms. The lower two voices are detached while the melody 
in soprano voice is connected. 

 
Pedagogical attributes-Variation III 

Expression pedal Stage 4: The right foot operates the expression pedal while the left 
foot plays music on the pedalboard. 

Manual changes and 
registration changes 

None 

Voice crossing Hand crossing: melody in soprano (right hand) occasionally crosses 
below alto voice (left hand). 

Other pedagogical 
attributes 

Ornamented chorale setting. 

 
Pedagogical attributes-Variation IV 

Expression pedal Stage 4: The right foot operates the expression pedal while the left 
foot plays music on the pedalboard. 

Manual changes and 
registration changes 

Stage 3: Both hands move simultaneously from Swell to Great (m. 
30), left hand moves back to Swell (m. 39), then back to Great (m. 
47), plus registration change at m. 31. 

Voice crossing None 
Other pedagogical 
attributes 

Vierne-style toccata: rapid contrary motion in hands against melody 
in pedal. 
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“A sola magnarum urbium” 
 

Set I, Piece 7 
 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Epiphany Lauds; Sarum, Mode VIII63  

Placement of chant Soprano 
Number of complete iterations of chant 1 
Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 5: Quick pedal substitutions are necessary to achieve 

successful dynamic changes using the expression pedal. 
Manual changes and 
registration changes 

Stage 1 or 2a: Performer has the option of executing notated 
registrations by either moving both hands simultaneously to a 
different manual or by changing the registration. 

Voice crossing None 
Other pedagogical 
attributes 

Widely-spaced intervals (sixths and sevenths) in the counterpoint 
require frequent finger substitutions and/or advanced decisions on 
allotment of pitches between the right and left hands.  

 
 
  

                                                      
63 Ibid., 27. 



112 
 

 

“Audi, benigne Conditor” 
 

Set II, Piece 1 
 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Lent Vespers, Mode II. In form this setting is patterned 
after Johannes Brahms’ chorale prelude O Welt, ich 
muβ dich lassen, Opus posth. 122, No. 11. The dynamic 
markings of mf and mp also indicate Great and Swell 
manuals respectively.64 

Placement of chant Soprano 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 3: Use of the expression pedal occurs when there is no music 

in the pedals. 
Manual changes and 
registration changes 

Stage 2a: Both hands move simultaneously from one manual to 
another. 

Voice crossing None 
Other pedagogical 
attributes 

Contrapuntal writing creates extended harmonies. 

 
  
                                                      
64 Gerald Near, Chantworks, Organ Music for the Church Year Based upon Gregorian Chant Melodies, Set 
II—Lent, Passiontide, Easter (N.P.: Aureole Editions, 1998), 2. 
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“Jam, Christe, sol justitiæ” 
 

Set II, Piece 2 
 

 
 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Lent Lauds, Mode II65 

Placement of chant 4' Pedal 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 3-4: Use of the expression pedal is required at times when 

there is no music in the pedal, and at times when the left foot has 
music. 

Manual changes and 
registration changes 

None 

Voice crossing 4' pedal 
Other pedagogical 
attributes 

Vorimitation in soprano voice before chant melody entrance; 
instances where pedal is in duple (quarter notes) while 
accompaniment is in triple (groups of three eighth notes). 

 
  

                                                      
65 Ibid., 5. 
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“Ex more docti mystico” 
 

Set II, Piece 3 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Lent Vigils, Sarum, Mode I66 

Placement of chant Phrase 1: tenor. Phrases 2 and 3:  soprano. Phrase 4: 
tenor 

Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 4: The right foot can operate the expression pedal while the 

left foot plays music on the pedalboard. 
Manual changes and 
registration changes 

Stage 2b: The left hand changes manuals (mm. 6 and 28), and the 
right hand changes manuals (mm. 9, 12, 20, and 25).  

Voice crossing Hand crossing: The left hand sounds in between or above voices in 
right hand (mm. 28-end). 

Other pedagogical 
attributes 

Several instances where the left hand and right hand are playing the 
same notes on different manuals; pedal moves on offbeats; rhythmic 
shifts in accompaniment between triple and duple. 

 
 
  
                                                      
66 Ibid., 8. 
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“Vexilla regis prodeunt” 
 

Set II, Piece 4 
 
 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Passiontide Vespers, Mode I, Tr.67 

Placement of chant Phrases 1 and 2: octaves (tenor and soprano) in 
manuals. Phrase 3: bass (pedal). Phrase 4: soprano. 

Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical 
attributes 

Toccata setting; chordal planing with chromaticism; gradual shifting 
of tempi; and chant melody in pedal. 

 
 
 

                                                      
67 Ibid., 10. 
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“Pange lingua gloriosi” 
 

Set II, Piece 5 
 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Maundy Thursday, Mode III: to be sung during the 
procession to the Altar of Repose.68  

Placement of chant Soprano 
Number of complete iterations of chant 1 
Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical attributes Vorimitation in three voices (similar to that of a fugue) prior to 

each phrase of the chant 
 
 

                                                      
68 Ibid., 13. 
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“Lustris sex qui jam peractis” 
 

Set II, Piece 6 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Passiontide Lauds, Mode I69 

Placement of chant Iteration 1: soprano 
Iteration 2: 4' pedal 

Number of complete iterations of 
chant 

2 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 5: Dynamic changes requiring the expression pedal occur over 

music in the pedal where both feet are necessary to maintain a legato 
line. 

Manual changes and 
registration changes 

Stage 3: The right hand changes manuals several times, and a 
registration change occurs midway through the piece. 

Voice crossing The solo voice in the right hand crosses with accompanying voices 
in the left hand in measures 23-27. The second iteration of the chant 
features the pedal at a 4' level, which crosses voices with 
accompanying voices in the left hand. 

Other pedagogical 
attributes 

Dense harmonies; chromaticism; legato techniques. 

 
 

                                                      
69 Ibid., 16. 
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“Ad cœnam agni providi” 
 

Set II, Piece 7 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Easter Vespers, Mode VIII70 

Placement of chant Iteration 1: soprano. 
Iteration 2: tenor 
Iteration 3: tenor 
Iteration 4: soprano 

Number of complete iterations of 
chant 

4 

Modulations Yes: D major-C major-B-flat major-D-major 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 4: Dynamic changes requiring the expression pedal occur 

either when there is no music in the pedal or when the music in the 
pedal can be executed by the left foot alone. 

Manual changes and 
registration changes 

Stage 3: There are several manual changes; most of them involve 
one hand moving at a time. Registration changes are considerable; 
some are labeled with instructions (i.e. “Princ. 8' & 4'. Sw. to Gt.”), 
and others are implied through changes in dynamics. 

Voice crossing There are instances where the solo voice crosses with the 
accompanying voices in the other hand. 

Other pedagogical 
attributes 

This piece is a study in registering a grand crescendo.  

                                                      
70 Ibid., 19. 
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“Aurora lucis rutilat” 
 

Set II, Piece 8 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Easter Lauds, Mode VIII71 

Placement of chant Iteration 1: tenor 
Iteration 2: soprano 

Number of complete iterations of 
chant 

2 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 4: Use of the expression pedal is minimal, and occurs when the 

left foot is engaged in playing music on the pedalboard. 
Manual changes and 
registration changes 

Stage 2b: Each hand moves one at a time from one manual to 
another. 

Voice crossing The solo voice in the left hand briefly crosses with the lower 
accompanying voice in the right hand in measures 13-14. 

Other pedagogical 
attributes 

Chordal planing, parallel sixths, Vorimitation. 

 
  
                                                      
71 Ibid., 23. 
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“Hymnum canamus gloriæ” 
 

Set III, Piece 1 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

The Ascension, Sarum melody; text by the Venerable 
Bede (673-735); tr. B. Webb (1829-1885)72 

Placement of chant Phrases 1-3: soprano, phrase 4: alto (left hand) 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal None 
Manual changes and 
registration changes 

Stage 2b: Each hand moves one at a time from one manual to 
another. 

Voice crossing In measures 34-37 the solo voice in the right hand moves in between 
the two accompanying voices in the left hand.  
In measures 51-52, the solo voice in the left hand sounds in between 
the two accompanying voices in the right hand. 

Other pedagogical 
attributes 

Vorimitation; practice with parallel thirds, parallel sixths, and 
chordal planing. 

 

                                                      
72 Gerald Near, Chantworks, Organ Music for the Church Year Based upon Gregorian Chant Melodies, Set 
III—Ascension, Pentecost, Trinity, Corpus Christi, Morning, Evening (N.P.: Aureole Editions, 1998), 2. 
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“Veni, Creator Spiritus” 
 

Set III, Piece 2 
 

 
 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Pentecost Vespers, Mode VIII73 

Placement of chant Iteration 1: bass (pedal) 
Iteration 2: soprano 
Iteration 3: tenor 
Iteration 4: soprano 

Number of complete iterations of 
chant 

4 

Modulations Yes: B-flat major, D major, A major, G major 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 4: Dynamic changes requiring the expression pedal occur over 

music in the pedal that can be executed with the left foot. 
Manual changes and 
registration changes 

Stage 2b: Each hand independently moves from one manual to 
another. 
Note: Registration changes might be necessary if the performer is 
using a two manual instrument. 

Voice crossing None 
Other pedagogical 
attributes 

Chant in pedal; need for flexibility of line in contouring chant 
phrases that require a rubato for emphasis on accented portions of 
the chant. 

 
  

                                                      
73 Ibid., 5. 
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“Veni, Sancte Spiritus” 
 

Set III, Piece 3 
 

 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Pentecost, Mode I: “The Golden Sequence”; text 
ascribed to Pope Innocent III (1161-1216)74 

Placement of chant Soprano 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 4: The dynamic changes occur when the left foot executes 

music on the pedalboard. 
Manual changes and 
registration changes 

Stage 3: The right hand moves between manuals frequently. Both 
hands move together near the end of the piece. The piece contains 
several registration changes. 

Voice crossing In measures 17-18 and 35-36 the voice played with the right hand 
(on the Great) moves below the voice played in the left hand (on the 
Swell). 

Other pedagogical 
attributes 

This piece is a study in registering a grand crescendo.  

 
                                                      
74 Ibid., 8. 
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“O lux, beata Trinitas” 
 

Set III, Piece 4 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Trinity Sunday & Saturday Vespers, Mode VIII; text 
ascribed to St. Ambrose (340-397)75 

Placement of chant 4' pedal 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 3: The dynamic changes occur when no music in the pedal is 

present. 
Manual changes and 
registration changes 

None 

Voice crossing 4' pedal 
Other pedagogical 
attributes 

Dense harmonies; lengthy pedal points in three voices in the right 
hand while right hand performs a countermelody. 

 

                                                      
75 Ibid., 12. 
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“Adesto, sancta Trinitas” 
 

Set III, Piece 5 
 

 
 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

The Holy Trinity: Sarum melody, Mode VIII, alt.; text 
anon.; tr. J.M. Neale (1818-1866)76 

Placement of chant Pedal line on a 4' stop 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing 4' pedal 
Other pedagogical 
attributes 

There is extended three-voice Vorimitation before entrances of each 
phrase of the chant. 

 

                                                      
76 Ibid., 14. 
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“Verbum supernum prodiens” 
 

Set III, Piece 6 
 

 
 

Composition information 
Liturgical chant and mode 
identifier (provided in score) 

Corpus Christi, Mode VIII77 

Placement of chant Iteration 1: tenor 
Iteration 2: soprano 

Number of complete iterations of 
chant 

2 

Modulations None 
Setting of Amen No 

 

Pedagogical attributes 
Expression pedal Stage 4: Dynamic changes sometimes occur when the left foot is 

executing music on the pedalboard 
Manual changes and 
registration changes 

Stage 3: There are indications for adding and removing the Great to 
Pedal coupler. Each hand is required to change manuals. 

Voice crossing None 
Other pedagogical 
attributes 

Tempo changes 

 

                                                      
77 Ibid., 17. 
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“Jam lucis orto sidere”  

Set III, Piece 7 
 
 

 
 
 

Composition information 
Liturgical chant and mode identifier 
(provided in score) 

Morning (Prime), Sarum melody, Mode II. Text: 5th or 
6th c. Ambrosian, tr. J.M. Neale (1818-1866)78 

Placement of chant Theme: soprano 
Variation I: soprano 
Variation II: soprano 
Variation III: soprano 
Variation IV: bass (pedal) 

Number of complete iterations of 
chant 

5 

Modulations None 
Setting of Amen None 

 

Pedagogical attributes-Theme 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical 
attributes 

Simple, three-voice homophonic setting 

 
 
 
 
 
  

                                                      
78 Ibid., 20. 
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“Jam lucis orto sidere” – Continued 
 

Pedagogical attributes-Variation I 
Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing In the last measure (measure 15), the top voice in the left hand 
sounds above the held note in the right hand. 

Other pedagogical 
attributes 

Trio setting; duple vs. triple rhythmic patterns. 

 
Pedagogical attributes-Variation II 

Expression pedal None 
Manual changes and 
registration changes 

None 

Voice crossing None 
Other pedagogical 
attributes 

Scherzo-like setting: The top voice (chant melody) must sound 
legato in contrast with the lower three voices sounding staccato. 

 
Pedagogical attributes-Variation III 

Expression pedal Stage 5: Dynamic changes occur over music in the pedal where both 
feet are required to execute a legato line. Quick substitutions are 
necessary. 

Manual changes and 
registration changes 

Stage 2a: The right hand changes manuals several times. 

Voice crossing The solo voice played by the right hand crosses voices with the left 
hand on several occasions.  

Other pedagogical 
attributes 

Vorimitation at different pitch levels than the chant throughout. 
Some of the crecsendi and decrescendi are short in duration; the 
expression pedal must be operated quickly for the appropriate effect.  

 
Pedagogical attributes-Variation IV 

Expression pedal None 
Manual changes and 
registration changes 

Stage 1: One registration change is implied by a change of dynamic. 

Voice crossing Measure 28 features minimal voice crossing with both hands on the 
same manual. 

Other pedagogical 
attributes 

Chant in the pedal; three-voice Vorimitation before each entrance of 
the chant.  



128 
 

 

“Lucis Creator optime” 
 

Set III, Piece 8 
 

 
 

 
Composition information 

Liturgical chant and mode 
identifier (provided in score) 

Evening (Sunday Vespers), Mode VIII79 

Placement of chant Phrases 1-2: soprano, Phrases 3-4: alto 
Number of complete iterations of 
chant 

1 

Modulations None 
Setting of Amen Yes 

 

Pedagogical attributes 
Expression pedal Stage 4: Dynamic changes occur when the left foot is executing 

music on the pedalboard 
Manual changes and 
registration changes 

Stage 2b: The right hand moves from one manual to another and then 
back to the original manual. A registration change is optional 

Voice crossing From measures 28-44 the right hand plays in between two voices in 
the left hand 

Other pedagogical 
attributes 

Two-voice Vorimitation is present at the beginning, and subtle 
Vorimitation exists throughout the piece. 

  

                                                      
79 Ibid., 29. 
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APPENDIX B: PERMISSIONS 
 

To the Agreement dated October 6, 2011 between Gerald Near and Chris Fresolone; re: 
Thesis/Dissertation on Gerald Near 
 
Chantworks Set I—Advent, Christmas, Epiphany 
Music by Gerald Near 
© Copyright 1997 Aureole Editions 
All Rights Reserved. International Copyright Secured. 
Reprinted by Permission. 

Chantworks Set II—Lent, Passiontide, Easter 
Music by Gerald Near 
© Copyright 1998 Aureole Editions 
All Rights Reserved. International Copyright Secured. 
Reprinted by Permission. 
 
Chantworks Set III—Ascension, Trinity, Corpus Christi, Morning, Evening 
Music by Gerald Near 
© Copyright 1998 Aureole Editions 
All Rights Reserved. International Copyright Secured. 
Reprinted by Permission. 
 
To the Agreement dated March 12, 2012 between W.W. Norton & Company and Chris 
Fresolone; re: Thesis/Dissertation on Gerald Near 
 
The Organist’ Manual 
By Roger E. Davis 
© Copyright 1985 by W.W. Norton & Company Inc. 
Used by permission of W.W. Norton & Company Inc. 
 
To the Agreement dated January 27, 2012 between Oxford University Press and Chris 
Fresolone; re: Thesis/Dissertation on Gerald Near 
 
Exercise 1 of page 108 of 'The Oxford Organ Method'  
By C.H. Trevor  
© Copyright 1971 Oxford University Press  
Extract reproduced by permission. All rights reserved. 
 
Organ Technique Modern and Early 
By George H. Ritchie, George B. Stauffer 
© Copyright 2000 Oxford University Press 
Extract reproduced by permission. All rights reserved. 
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