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In sum, on describing the thematic ideas used in his organ concerto, Olivier points out that they 

were all products of his own concepts. He made a conscious decision to mainly use a string 

orchestra for his organ concerto, as he felt that the array of Flute stops on the organ display the 

woodwind contingent of an orchestra. Olivier did, however, add a few brass instruments to 

generate extra colour within the work. 

Olivier had a strong desire to bring the voice of the organ to the fore. He did so by ensuring 

that the organ sound is prominent throughout the work, irrespective of the dynamic indications. 

Furthermore, Olivier affirmed this approach by often using the symphonic instruments to 

provide contrasting layers of sound.  
ure 1 

4.6 Organ performer Willem Diederick (Wim) Viljoen 

Wim Viljoen was born in Rustenburg on 12 October 1950. He is an emeritus professor of organ 

and served as Head of the Music Department at the University of Pretoria from 2008 to 2015. 

He studied with Stephanus Zondagh (1929–1997) in South Africa, and with Marie-Claire Alain 

(1926–2013) in Paris for two years. He has performed extensively for over 50 years in South 

Africa and abroad, performing recitals in the USA, UK, the Netherlands, Switzerland, France, 

Germany and the Czech Republic. He has released eight CDs featuring himself as soloist, as 

well as one album for violin and organ, titled Arioso, featuring violinist Zanta Hofmeyr. He is 

also known as a composer, mainly of chorale preludes, and has contributed to the third volume 

of the Liturgical Organ Music series, and has also written a work titled “Fanfare op Gesang 8” 

for the Liturgiese musiek vir orrel en koor, published by SACOS in 2003 (Pheeha, 2020). An 

analytical presentation of Viljoen’s perspective of performing the organ concerto is now 

presented through the interview transcript and musical excerpts. 

4.7 Interview with Wim Viljoen 

This section includes verbatim excerpts from Viljoen’s semi-structured interview. It includes 

references to the score where applicable, the performer’s registration scheme, insight into his 

personal experience performing this work, and details of the organ on which the organ concerto 

was performed.  

Tell me about your experience performing this particular organ concerto? 

Yes. As far as I remember there was only one performance. […] I see that I have two 

scores. One, it looks as if I, but I think maybe it is the one I played from, the full score, 

the other, just the organ part, but I think, maybe it was safer, it was for the rehearsals 

that I used the one and the full score, for the performance, in case something went 
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wrong. So, that […] but it’s nice to have both and I still have handwritten registrations 

in it. But yes, it was exciting. I was actually, listening to it now again, because I haven’t 

listened to it in a while. I first of all don’t know where I got the energy to learn it because 

I had to learn in, in the July vacation. As far as I know, the concert must have, I don’t 

know whether Professor Olivier could remember what the exact date is because I don’t 

know. I think it is August. It was August or early September 1990, uhm, because I wrote 

in the front of the score that I played, I wrote 1990. The full score says 1990, but not 

the date. […] Yes, I, it’s a pity that there was only this one performance, but it was, 

there was a lot of people, it was packed, it was absolutely packed. So, and I think it’s 

also it was, at that stage Professor Olivier was already a lecturer there. He was already 

well known and the orchestra, the level of performance was very, very high, especially 

the strings. One can hear it on the recording. […] Yes, I think the concerto is very 

difficult re-listening to it now. It’s, I’m quite amazed that I didn’t write too, I must have 

played with less fingerings then because it must have just been under my fingers, but it 

is not easy, especially the last movement, and with all those Pedal solos, and from an 

ensemble point of view, […], it’s because Professor Olivier is an organist himself, I 

think that makes all the difference. Uhm, yah, that you didn’t write things, he knew it 

was difficult, but not impossible. […] for me a wonderful experience. Because there 

are, it’s so seldom as you know, that such organ concertos are [performed] for various 

reasons […] but it was challenging but very satisfying23 (Viljoen). 

 

Measures 215 to 217 (see Example 42) illustrate one of the challenging Pedal solos in the organ 

concerto. While the Pedal solo occurs, fortissimo orchestra chords are accented in measures 

215 and 216. An accelerando occurs in the pedal part from measure 216 adding excitement to 

the dynamic solo. 

 

 

 

 

 

 

 

 

 

 

 

                                                             
23 Quotations from the interview with Viljoen used in conjunction with music excerpts are indented. 
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Example 42 – Intricate Pedal solo passage, mm. 214-217 
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Has your experience as a performer over the years influenced the way you approached 

learning and performing this work? 

Yes, I think so. I used to learn very quickly. And I think that was also because, it came 

from a young age, we were forced to memorise at the piano and… we had to play 

UNISA exams every year. So you had to do playing from sight, which is sometimes not 

an aspect that is so much being paid attention to. I think that the one thing is, I learnt 

fairly fast and definitely the fact that I have had so much experience up to that point, it 

did help. 

 

Describe the relationship between the timbre of the organ and the symphonic 

instruments? 

Uhm, yes, the woodwinds are represented by, on the organ … by the Principals and the 

Flutes and the Gambas and those stops. […] But, I think uhm, with, it was very clever 

of Professor Olivier to not use, if, because the organ normally drowns the softer stops 

of the, the softer instruments, the flute for instance, you know […] and he used that fact 

very cleverly right through the concerto. Sometimes, like the first theme, the second 

theme which is, uh, he prescribed a Prestant and Flute 4’. It sounds almost like strings 

and the orchestra only comes in quite, a, with the tune, after the second tune, after that. 

So, from that point of view you can say that the reeds of the organ was also, was 

probably only used for full organ, except there’s one or two places in the score here 

where he specifies Trumpet 8’. So, what is very complementary and very unique is the 

places where registrations of he asked for 8’, 4’, 2’ Principals and Mixture, because that 

is a pungent, a typical sound that is, well, almost piercing. And that goes very well with 

the strings and all the brass. It’s a very exciting sound and very unique. He used that to 

very full effect especially in the third movement, dialogue. 

 

What stylistic approaches did you apply when you performed the organ concerto? 

Uhm, well first of all he often writes legato, or here and there he makes sure that you’re 

going to play molto. Well that is, first of all, one approaches it legato. 
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From measure 80 (see Example 43), the composer requires the organist to play legato on both 

manuals and the Pedal. The slurred markings further emphasizes a legato approach to be 

adhered to. Although the dynamic indications are left to the discretion of the organist, careful 

consideration must be taken to ensure the accompaniment volume and timbre does not over 

power the solo.  

Example 43 – Legato playing, mm. 80–83 
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There are often, especially in the third movement again, or the start of the third 

movement, staccatos, especially on the Pedal and a kind of a short Pedal solo 

 

Another organ pedal feature appears in measure 286 to 288 (see Example 44), this time with 

mixed articulation that demands technical proficiency for the organist in order to execute the 

written part. The organist is given freedom in measure 286 to express themselves without 

compromising the integrity of what was notated. The solo moves to the initial tempo and 

prepares for a swift transition into the next section. 

Example 44 – Mixed articulation in the Pedal, mm. 286–288 
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So, I approach it from a legato point of view although there are many, many 

articulations especially this measure eleven where the first theme comes in, with pa pa-

ru pa-rum, bowing, pa pa-rum. 

 

In measure 11 (see Example 45), the composer requires the organist to play an articulated 

phrase on the manuals, which is similar to previous material. This needs to be played on a 

Prestant 8’ and Flute 4’ stop. The Pedals, however, play sustained notes that cement the 

harmonic structure for two measures. Registration that audiates a mezzo piano dynamic level 

should be used. 

Example 45 – Articulation in manual, mm. 9–11 
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[…] so, this second page full of staccatos. 

 

Indications to play contrasting articulations are clearly marked in the score (see Example 46) 

and add to the stylistic approach of the piece. Measures 12 to 16 indicate that the organist should 

play a staccato and legato articulation with both hands, while from measure 13, the Pedal has 

mostly dotted minim notes, which lays the foundation for the movement occurring in the 

manuals. 

Example 46 – Varied articulation between upper register and Pedal, mm. 12-17 
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So, very, very detailed, so I must say this, and written by hand, very legible and 

readable. […] in retrospect, now I appreciate it so much more how, because often, yah, 

everything is clear. It was also because of that reason I could learn it fast… In this 

performance, I think, I play just how it came. So it was, I observed his tempi, he gave 

tempi often, and his articulations, I think that is, it’s very, very handy to have a 

composer who means what he says, because sometimes you don’t agree with the tempo, 

but here I always felt that this is the way I would want to play it. So, and because I know 

I have heard him play many times and he’s a good improviser. So sometimes when he 

improvises, it’s very free. So, I had that guideline of knowing how he plays and I think 

I agreed with much of his, he’s a very, it’s a lot of intensity when he plays, and he is 

fully absorbed, you know so you can let go, yah, and I think at some places where he 

says triple f, fff, you go for it. So it was very nice, for once you just play. Observing 

what he says and just let go which makes me think that, this is also something Prof 

Zondagh said, although he was very strict in the lessons, before you performed he said, 

“Now you go and just do it!”. So you learnt a lot […] you let your instinct [go] also, 

and that gives something special to a performance. 

 

What registration choices did you implement and why? 

Well, as I said, here and there Professor Olivier supplied specific choices. Especially, I 

think, when it was unusual; there’s one place where it’s a 16’ plus a 2⅔’, which is quite 

unusual. 

 

A solo stop combination of a 16’ and 2⅔’ Mixture is required in measure 23 (see Example 47). 

The violin section accompanies the solo part with a repetitive two-note motif. The violas and 

celli complement this material with a rhythmic accompaniment and the double bass moves with 

the Pedal. The strings begin this section softly and increases to the next dynamic level in 

measure 23. The brass section doubles the melody of the organ part and rhythms of the celli at 

a dynamic level that slightly enhances the solo. 
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Example 47 – Registration indications 16’ plus a 2⅔ Mixture, mm. 22-23 
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And here I see I used a Sesquialter, but more than once he like the sound of an 8’, 4’, 

and 2⅔’. 

 

Solo stops are required for the right hand in measure 80, with a combination of a soft 8’, 4’ and 

2⅔’ registers in order for the solo feature to stand out above the accompaniment (see Example 

48). 

Example 48 – Registration indications for solo stop combination of 8’, 4’, and 2⅔’ stops, 

mm. 80–83 
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Sometimes he only writes dynamics, and the dynamics were very helpful, because on 

the Musaion organ is not it’s not a very, very loud organ. 

 

In measure 48 (see Example 49), the composer requires the organist to choose registration that 

will produce a soft timbre. In the same measure, from the third beat, the composer requires the 

string accompaniment to be even softer dynamically. The next measure indicates that the 

organist should augment the registration in order to create a loud dynamic level. 

Example 49 – Dynamic indications, mm. 48–49 
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So, what I did was, I, because of the limitations of the pistons, the accessories, there’s 

a crescendo pedal and a Tutti, but then there are six generals and three each for each 

individual manual plus Pedal. So I worked out a scheme there. Starting basically from 

soft, not necessarily in that order, but it was very much based on what he had said in 

certain places. Like for instance, at some place he asks for a Kromhoring on the Positief, 

and it sounded as if on a, I added an 8’ and 4’ Flute. Yah, so I used all of them. 

 

Viljoen’s registration scheme presents the stop combinations he chose to use. He set them into 

the six general pistons on the Musaion organ, namely, I through to VI. Viljoen then saved 

specific registration combinations on the nine pistons available, divided among the Hoofwerk 

and Swelwerk. These registration combinations were mainly used for solo passages in the organ 

part. 

Figure 5 represents both a handwritten, as supplied by the performer, and a clearer typed out 

version, indicating the stop numbers used on the Musaion organ to save the respective pistons. 
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Figure 5 – Stop numbers used for registration scheme by Viljoen 

Handwritten copy of registration scheme Typed out Registration scheme 

 

 

 

GENERAL PISTONS: 

GEN 1 – 4. 11. 15. 18. 19. 24. 26. 43 

GEN 2 – 1-4. 10. 11. 14–17. 22. 24. 25. 27. 

28. 36-40 

GEN 3 – 1-4. 10–12. 14. 15. 16. 17. 19. 22–

24. 27. 30. 32. 36. 38. 40. 

GEN 4 – 1–5. 11. 12. 14–16. 19. 20–23. 25. 

28–30. 36–38. 40. 45 + Simbel 

GEN 5 – 1–5. 10–12. 14–17. 19. 20. 22–25. 

27. 28. 30. 32. 34. 36–38. 40. 

GEN 6 – 1-5. 8. 10–20. 22–25. 27–30. 32–

34. 36–38. 40. 42. 

 

HW 1 – 1–5. 11–16. 19–23. 

HW 2 – 1-5. 8. 10–13 20. 22. 23. 

HW 3 – 2–4. 11. 21 + Oboe 4. + Kwint 2⅔ 

 

POS 1 – open 

POS 2 – 1-4. 10. 11. 36–38. (Ped. as Gen 2) 

POS 3 – 2. 4. 11. 36. 38. 

 

SW 1 – 2. 4. 11. 25. 30. 

SW 2 – 2. 3. 5. 11. 4. 25. 27. 28 + Oboe 2⅔ 

SW 3 – 2. 3. 11. 25. 28–30. 
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[A]nd then I had to use an assistant because there is one place where you play double-

pedal and he wanted the swell-box to be open and closed. I used Fanie Botha, who was 

a very good assistant. Sometimes he had to add stops to go up to forte, because uh, the 

stops that I had used already, [the] pistons was used up. So, it’s, I think I used a very 

big or large tonal palette because I see I often used the left hand on the Swell, Voix 

celeste, right hand 8’, 4’, 2⅔’ – which he wanted.  

 

Example 50 indicated below is taken from the score Viljoen used, illustrating how he chose to 

play on the Hoofwerk with the right hand and on the Swelwerk with the left hand. This is 

interpreted as a right-hand solo and left-hand accompaniment. The right-hand solo also leads 

dynamically and the accompaniment compliments it in a similar way. The pedal moves from I 

to V in this measure. 

Example 50 – Performer indicating that he used his left hand 

 

 

 

Another place, Positive, Kromhoring plus 8’, Gedackt. I see another place 8’ and 2’ 

Flute. Specifically, yah, that he places where he asked for specific registrations. Then 

some more French-like registrations, which was when he said mezzo forte, it would be 

Principals 8’ and 4’ and Flutes. And then going, the normal going to Mixture and then 

eventually is it forte adding the Trumpet and then, uhm, so, a quite a variety of sounds, 

but it is, it would’ve been easier if the organ had a modern, computer, it would have 

been easy like UNISA has, it would have been much eas[ier]. But you couldn’t play all 

of this without having an assistant. 

 

 

 

 

 

 
 
 

 

©©  UUnniivveerrssiittyy  ooff  PPrreettoorriiaa  

 



116 

 

In measures 119 to 121, the organist needs to simultaneously play perfect fifths and an octave 

using both feet on the Pedal. The crescendo, and decrescendo effect, measure 119 and 121, will 

be achieved by the registrant opening and closing the swell box to achieve the desired effect 

(see Example 51). The strings and a selection of the brass instruments create the same dynamic 

effect from the middle of measure 120. However, their dynamic level is softer than that of the 

organ. 

Example 51 – Indication that the crescendo pedal needs to be opened while organist plays 

double pedal, mm. 119–121 
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Can you describe the organ you performed on? 

Yes, one thing, the organ was not completely finished at first. The organ was at the 

beginning a bit harsh, especially the Mixtures were quite harsh, and there not being 

much of an echo. So, I think it was in 1982 when […] the head, he gave money for the 

organ to be re-voiced, and that’s why the Flutes, especially the Flutes and Prestants and 

foundations, are much more mellow than they are, and then later on a Swell a French 

sound, and made quite a difference. The organ is what we call a Neo-Baroque organ. In 

other words, it’s very good for Bach and those composers, but then also the, especially 

with, there’s a voix celeste on the Swell, and a Trumpet, and the Oboe was re-voiced 

quite loudly before the Trumpet was put in. But it helps to get that French sound on the 

Swell. So, it’s actually a very versatile… It teaches students to play on mechanical 

action and you can actually play a lot of repertoire. French, even Baroque French 

because of, you can make a Cornet on the Swell. […] I would say it’s one of the best 

organs in the country. 

 

The Musaion organ is housed in the concert hall at the Music department of the University of 

Pretoria. This organ was designed by Professor Stephanus Zondagh, and was built by Erwin 

Fehrle of Randburg, Johannesburg. It was eventually inaugurated in 1977, with a performance 

by Wim Viljoen and the University of Pretoria symphony orchestra, conducted by Alan 

Solomon. Consisting of three manuals and a full pedalboard, the organ has 27 registers, a 

mechanical playing action, and electrical register action. Although the organ is primarily used 

for student lessons and as a practice tool, the auditorium itself is often used for musical 

performances. The Great and Swell pipes are situated in the middle, in front of the organist, 

while the Positive is situated behind the organist’s back, facing the audience. Due to limited 

space, the Pedal stops are placed on either side of the console. Apart from the organ being re-

voiced by Jan Roeleveld in 1991, it still stands in its original form. The Musaion organ has the 

following couplers and accessories: SW-HW; RP-HW; SW-RP; HW-PED; RP-PED; SW-PED; 

15 adjustable pistons, Swell and crescendo pedal; 7’ pistons for couplers and a Tutti piston 

(Troskie, 1992). The disposition of the organ in the Musaion Concert Hall is presented in 

Appendix H. 

Did the venue influence your registration choices in any way? 

Well, I cannot answer that before I must say the logistics of the situation, the placement 

of the organ’s divisions, because you sit up on the balcony, with your back to the 

audience, and because of the Rugpositief, which is the section behind you, you can’t see 

anything. So, it is difficult – I didn’t really, how can I say, my choices wasn’t, so if I 

didn’t know the organ so well it would’ve been difficult for me, but I knew from 

teaching what sounds are like at the bottom. But what was difficult [was] playing with 

the orchestra. We had a monitor, a little one that was next to the organ, but all I could 

see was the conductor. And then, of course, what is also a problem in that situation 

between the organ being there at the top and then the orchestra down, you can easily 
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get, become disturbed by the sound that’s not immediately with you. Fortunately, also 

because Professor Solomon, during the rehearsals, told me he thinks this is too soft, 

that’s too loud, which helped a lot, and some of the changes, I had to… So definitely 

the venue did influence it. 

 

Can you describe your choices in terms of dynamic cohesion with the orchestra?  

Yes, I think with the help of Professor Solomon, I could do it, but I also used, for 

instance, as a guideline, for instance, Mendelssohn, generally pianissimo, would be one 

soft stop, mf, and mezzo piano, 8’ and 4’ Flute, and for mezzo forte, Principals, Flute 8’, 

4’ and interesting, Rheinberger has written similar indications for those, and forte would 

probably be up to Mixture or just 8’, 4’ and 2’. So, that helped a lot, and then also the 

fact that I had to regard the, or take into consideration that the organ was playing the… 

woodwinds. Then you would use the soft 8’ and 4’s. So, but on the recording, at least it 

sounds often on the recording the organ sometimes sounds too loud in the double f 

passages, but I think it was meant to be that way, especially in the last movement, 

because it’s often a dialogue. 

 

Did you have any communication with the composer about the piece before its 

performance? 

Yes, I did talk to him. I told him it was difficult and he laughed, of course. I have known 

him a long time since, he was teaching at Boys High. I think I got to know him through 

concerts, you know, that all the people went to, and then of course when he became a 

colleague, we talked a lot. He’s a very good organist. He had organ as a first instrument 

at university, and a very good church organist. […] I know him quite well and I’ve 

heard him play. I think that helped a lot. Yes, it is, I think, but we did discuss difficult 

pages, because once or twice I thought, some of these clusters, I couldn’t make them 

out. So I tried to rectify some things which I wasn’t sure of. It was nice to be able to 

talk to him while one can because it’s so often now we want to ask questions and know 

what the composer meant. If I can say in the middle movement the 3/2 metre is often 

quite, because it’s a slow pace, very slow minim, quite difficult, and I must say I was 

quite impressed with the orchestra and that, because you were very exposed. They were 

exposed because it’s quite a long movement […] It was quite an experience. 

 

The interview data revealed that knowing and trusting the knowledge of the composer 

personally afforded Viljoen a better understanding of the composer’s expectations in terms of 

articulation and tempo. This allowed Viljoen to unreservedly perform the organ concerto both 

knowing the performance expectations of the composer and channelling that knowledge into 

the performance of the work itself.  

4.8 Summary 

This chapter included an overview of the interviews with the composer and performer, a brief 

structural analysis of the concerto, and the ideas centred on the thematic structure of the work. 
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The interview with the composer revealed the hypothesis of the organ concerto, followed by a 

brief analysis of the structure of the score. In the interview with Viljoen, in-depth registration 

choices that he applied to the score were presented, as well as an overview of the organ on 

which the concerto was performed. 

The chapter to follow concludes the study with a discussion and summary of the findings of 

the research as well as a concluding statement. 
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CHAPTER 5 

DISCUSSION, SUMMARY AND CONCLUSIONS 

5.1 Introduction 

The primary purpose of the research was to explore the conceptual processes of composers of 

South African organ concertos. This was done within the historical context of the development 

of the pipe organ and organ building in South Africa, as well as of composers of South African 

organ concertos. This chapter includes a discussion about the conversations with the two 

composers, the historical and socio-cultural influences that played a role in the careers of the 

composers, and the perspectives of the performers of the works. Following the discussion, the 

chapter includes summative statements with reference to the research questions, the limitations 

to the study, suggestions for further research, and a final summative statement.  

5.2 Discussion 

The historical trajectory of the organ as instrument played a pivotal role in the musical 

landscape of South Africa, particularly in the church. Likewise, the improvement of the 

instruments, imported pipes from overseas and new skills acquired abroad by organ builders of 

South Africa contributed to the development of organ performance. This drew international 

performers such as the English organists, who, among others, caught the attention of South 

African audiences because of their virtuosic performances throughout the nineteenth century 

(Troskie, 2010). 

Organs installed in churches were also used as concert instruments, such as the organ in the DR 

Church Summerstrand in Port Elizabeth and the organ of St Mary’s Anglican Cathedral in 

Johannesburg. These installations catapulted the organ from an accompaniment instrument for 

religious rituals to a performance instrument in its own right. This played a significant role in 

influencing the creative identity of South African composers. South African composers began 

writing works for concert performances after Von Booth’s Fantasia on the Hymn: Jerusalem 

the Golden was circulated abroad in 1895 (Van Schoor, 2014). The contribution of 

performance-based organ works to the South African organ repertoire is still ongoing and can 

be seen in the compositions of composers such as Henk Temmingh and Jacobus Kloppers. 
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5.2.1 Jacobus Kloppers  

Kloppers’ earlier works (from 1969) vary from his later compositions (from 1976). The earlier 

works, written while residing in South Africa, are tonal chorale preludes and encompass 

technical levels that are either undemanding or challenging. In 1985, after Kloppers’ 

immigration to Canada in 1976, during a time of leave from formal duties as educator and 

performer and while serving on various boards, Kloppers began experimenting with writing 

organ works that differed from the usual chorale prelude nature. For works which incorporate 

the organ and other instruments, he considers the tonal range of the instrument and ensures that 

he composes in a way that the organ and other instrument complement each other.  

Perhaps the most striking outcome of the interview was that Kloppers combines a variety of 

elements within a work. For example, when composing chorale preludes, he articulates that the 

melody of the hymn should not be lost within the construction of the chorale prelude. Moreover, 

Kloppers articulates that the motivic elements and the interpretation of the hymn as a whole 

should portray a mood that is suggestive of the initial hymn stanza, with the variation of the 

melody line merely enhancing that which already exists.  

The findings suggest that four socio-cultural influences are evident throughout Kloppers’ 

compositional journey. While the first major influence was his formative years in South Africa, 

which encompassed the role and culture of religion on his compositional process, the second 

was a result of his studies abroad with Bach specialist, Helmut Walcha. In the third phase, 

during his first decade of living in Canada, Kloppers incorporated English hymnody, Anglican 

chant and the works of well-known composers, such as, Mahler, Marcel Dupré, Bartók and 

Stravinsky, in his writing. The fourth phase occurred towards the later part of his compositional 

career, during 1985 to 1986, while he resided in Canada, when he began experimenting with 

unconventional traditions of writing and incorporated the use of new styles and structures of 

music.   

The findings suggest that formal training plays an important role in the development of 

composers’ compositional processes. This was also the case for the literature underpinning the 

findings of Sloboda (1985), who stressed that previous influences contribute to the 

development of a composer’s compositional process. Kloppers revealed in his interview that 

there were subconscious influences that urged him to incorporate existing styles of writing into 

his composing. This finding resonates with Schoeman’s (2016) study of Stefans Grové, who 

found that the composer’s compositional process is influenced by socio-cultural factors such 
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as the various traditional norms and rituals of the people of Africa, literature and art by various 

artists, early twentieth-century music styles and the entities that encompass these styles, the 

musical elements of German composers, as well as the intricacies of the various forms and 

musical features found in South African music.  

Furthermore, Kloppers acknowledged that the organ concerto was influenced by the 

compositional style of Mahler. This is supported by the findings of Martina Viljoen, Nicol 

Viljoen and Jan Beukes (2020) in their investigation of Kloppers’ organ concerto. These 

researchers shed light on Kloppers’ reference to Mahler’s musical elements, namely the “fragile 

textures and melancholy” in his organ concerto. They also acknowledge Hindemith, Bach and 

Rheinberger as influential figures in the experimental phase of Kloppers’ oeuvre. 

The composer’s use of German musical elements, such as the fugue-like passage and 

polyphonic texture in the third movement, are perhaps the most striking find in the analysis of 

the score. This result further supports the notion that a composer’s compositional process is 

unique and contains an exclusive form of experimentation with various musical styles. It is 

supported in the literature of Viljoen et al. (2020), who reveals the presence of German style 

influences in the organ concerto, cementing the existence of these varying musical styles within 

the work. In addition, this finding demonstrates that Kloppers’ compositional process is 

founded on existing ideas, implying that the compositional process of a composer includes 

creative material that has been previously processed. 

Kloppers admits that the organ concerto requires an advanced level of artistry from the 

performer. He describes the stylistic and harmonic framework of his organ concerto as multi-

faceted. This result is further supported by Viljoen et al. (2020), who describes the high level 

of playing required for the work as an aspect that is derived from “his complex personality 

which exhibits, among others, strict disciplinary traits, high expectations, rigorous self-

challenges and a deep personal quest for the highest level of artistic morality and aesthetic 

beauty”. Kloppers requires organ performers to apply the registration indications as they are 

marked in the organ concerto score, as this will ensure that the required tonal palettes are 

created. He describes the texture of the three respective movements of the organ concerto as 

contrapuntal, lyrical and rhapsodic in nature, and clearly expresses the need for his organ 

concerto to be performed on a Neo-Baroque type organ, in order to allow for the desired tonal 

effects to occur.  
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One interesting finding from the data analysis is that there is ongoing communication between 

the composer and performer. Having known Kloppers as a student, as colleague and on a social 

level assisted the performer, Giesbrecht, in acquiring an in-depth understanding of the 

composer’s compositional process. As Giesbrecht’s first organ teacher, Kloppers emphasised 

attention to detail in performance. In their working teacher-pupil relationship, and over time, 

their composer-performer relationship, they developed a mutual trust beneficial to both the 

composer and performer. Giesbrecht was therefore able to approach the organ concerto with a 

preconceived notion of what the composer expected in terms of its performance. Furthermore, 

her background in piano training aided her organ technique, which in turn helped her to learn 

and perform the demanding and virtuosic Concerto for Organ, Strings and Timpani, 1991.   

Giesbrecht acknowledged the importance of applying registration strictly as the composer has 

indicated it in the score. Although she experienced difficulty ensuring smooth transitions 

between sections of the score (compounded by the fact that every organ is different), she felt 

secure in realising the composer’s specified articulation and registration combinations because 

they were clearly indicated in the music. This ultimately enabled Giesbrecht to focus on 

interpreting the musical concepts within the score rather than having to ponder registration and 

technical decisions.  

Overall, although the performer found learning the piece challenging because of its demanding 

artistry, she nevertheless found the score easy to follow as it was detailed and included 

registration and performance practice indications. Giesbrecht enjoyed performing the organ 

concerto, as she was already familiar with Kloppers’ writing style of other organ works and she 

expected the organ concerto to be of a similar nature. She deemed the work “great” even before 

she began to learn it. 

5.2.2 Summary of the analysis for Concerto for Organ, Strings and Timpani, 1991 

The organ concerto, commencing with a slow tempo, introduces all three motifs at the onset of 

the first movement. This then develops interchangeably between the organ and strings, leading 

to the main section which is marked Vivace. After the principal theme is introduced by the 

organ the orchestra responds with equivalent material which is then followed by a modulation 

to the second subject. This section ends with a faster and more vibrant account of the theme. 

The main theme develops as a fugue in the strings after which the organ and strings present 

new material. The first of the two cadenza-like organ solos then enters in a lively manner 

combining the themes and concludes the movement on a pianissimo dynamic. 
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Movement two begins in a solemn manner with melodically sound patterns. The strings 

introduce the theme which is then repeated by the organ. The middle of this section is faster for 

a brief time with various articulation in the string parts. The initial material is then repeated in 

an altered form and sees the timpani enter with a percussive rhythmic drive shortly thereafter. 

The end of this movement directly proceeds to the third and final movement. 

The third movement begins with all instruments at a fortissimo dynamic as the organ leads with 

the main theme. A slight crescendo then precedes the Vivace section which introduces the main 

theme in a spirited and whimsical manner and simultaneously interchanges with two alternate 

themes. The themes vary throughout this movement between the organ manuals and pedals and 

the strings. Polyphonic textures are showcased by the organ and string instruments in the 

middle section of this movement. A gripping pedal solo announces the final entry of section A 

while sustained chords are played on Manual II and the string section plays tremolos on a 

fortissimo dynamic. The second of the organ cadenzas is then presented catapulting the strings 

into a simultaneous presentation of all three motifs leading the piece to a toccata-like finish. 

5.2.3 Gerrit Olivier  

Olivier’s compositional process is underpinned by his commitment to advocate for the organ 

as a recognised concert instrument. Additionally, the influence of church music on Olivier’s 

compositional development is supported by the findings of Troskie (2013) and Van Wyk 

(2019), who agree that the development of the organ from church to concert instrument played 

a significant role in the creative processes of many South African composers. Although he was 

influenced mainly by music that was intended for the church service he relied largely on an 

independent creative process when composing his organ concerto. 

The findings identified the following socio-cultural influences that determine the foundation of 

Olivier’s compositional process: the church as a major influence, the formative tuition in high 

school, and his ability to improvise as church organist. The hymn singing culture Olivier grew 

up in contributed to him having a strong foundation of harmonisation and appreciation for 

music. Furthermore, receiving music tuition from a very young age contributed to his 

development of fundamental music skills. This ultimately aided Olivier in his development as 

a composer of organ music. The literature presented by Sloboda (1985) supports these aspects 

and demonstrates prior socio-cultural influences as a contributing factor in the progression of 

a composer’s compositional process. While the results revealed that Kloppers acknowledged 

being directly influenced by the musical styles of French and German composers, Olivier 
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vehemently stated that this is not the case for his creative process, affirming that he relied solely 

on intuition when creating his organ concerto.  

The Konsert vir orrel en orkes is written for organ, brass and strings. The organ is used to 

imitate the woodwinds of a symphony orchestra and displays the mastery of the organ as 

instrument. Olivier used the organ and orchestra together and in contrast to each other. His 

thematic ideas were his own and were based on his personal sentiments and viewpoints at the 

time of composing, as well as on his desire to further advocate for the organ as an important 

instrument in South Africa. The literature of Bennett (1976) supports this finding and promotes 

the notion that a composer’s compositional process can be influenced by improvisation. 

Furthermore, labelling improvisation as the process of generating one’s creative thoughts into 

a musical product supports Olivier’s stance on producing works that are based solely on his 

own premise. The musical elements in the work include timbre that is determined by the use of 

the range of the various string and brass instruments, which is more consonant in nature than 

dissonant; numerous time signature changes to create rhythmic nuances; the awareness of 

blending the organ with the string and brass instruments to create harmonious cohesion; and 

ensuring that the work is performed on an instrument worthy of demonstrating a majestic 

sound. Olivier requires his organ concerto to be performed on an instrument that comprises a 

substantial amount of registrations in order to create the desired tonal palettes required in the 

work. Another observation is that Olivier composed this concerto at the instrument in the 

church where he was church organist at the time, namely the Waterkloof Dutch Reformed 

Church. 

Similar to Kloppers and Giesbrecht, Olivier and Viljoen were acquainted with each other. 

Olivier held Viljoen in high esteem. This is evidenced by the fact that Konsert vir orrel en orkes 

was dedicated to Viljoen. This suggests that the composer was able to write a work that 

explored and embraced Viljoen’s technical and artistic expertise. Olivier, like Kloppers, felt 

that communication with the conductor is important for the orchestra. He acknowledged that 

had he attended some of the rehearsals and discussed with the conductor of the premiere of the 

work, that the orchestra should have had a better understanding of what the work required 

practically. Olivier did, however, commend the orchestra for their exceptional standard of 

playing, since they were mere student players of a university orchestra at the time.  

Viljoen revealed that the organ concerto was a challenging piece to perform. He particularly 

made mention of the difficult pedal passages, and of the fact that he had to apply certain 
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fingerings in order to play effectively. Although the findings indicate the high level of artistry 

needed to perform the Konsert vir orrel en orkes, Viljoen stated that by first approaching the 

work using a legato touch and then alternating the articulation when required, utilising alternate 

methods of organ playing, assisted in him finding ways in which to perform the work with 

some level of ease.  

Another finding revealed that, in some instances, it became challenging for Viljoen to apply 

registration changes by himself. This resulted in him using a registrant to ensure that he applied 

the composer’s indications as stipulated. Nevertheless, the clear registration indications and 

articulation markings in the score enabled Viljoen to navigate his way through the work, 

resulting in a gratifying performance. The data revealed that the combination of having a 

detailed score, knowing the mechanics of the Musaion organ and being led by an astute 

conductor enabled Viljoen to have a positive experience during the performance.  

5.2.4 Summary of the analysis for Konsert vir orrel en orkes (1985) 

Oliviers initial ideas include a two-note and a five-note motif which appear throughout the 

one-movement work and are interwoven, developed and presented in combination with each 

other. The twelve sections identified in the work enhances the character of the piece with 

shifting key and time signature changes contributing to the rhythmic effects the composer 

intended.  

The organ and orchestra perform as solo components and collaborative entities throughout the 

different sections adding to the thematic material. The contrasting elements are further 

developed throughout the shifting tempi while they also act as a merging component in the 

work. The imaginative ideas and rhythmic indications contribute to the authenticity of this 

composition being executed. 

5.2.5 Contextual factors  

The results of the analysis revealed that the essence of contextualising ideas for a particular 

work is grounded in personal experiences, which are displayed and/or expressed as a unique 

set of musical ideas within the composers’ compositions.  

The findings of the analysis identified diverse socio-cultural events that influenced the 

composers’ formative ideas. Kloppers’ lived experiences while studying abroad, including the 

exposure to French and German composers, impacted his compositional process and shaped 

his ideas. In Olivier’s case, the church and his personal beliefs led him towards a particular 
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writing style that aimed at glorifying the organ as instrument. Olivier stated that there were no 

influences that affected how and why he composed his organ concerto, while Kloppers strongly 

felt that historical experiences and teachings influenced his compositional process.  

These findings are supported by the literature of Gerrit Jordaan (2013), who demonstrates 

similar influences on the organ compositions of South African-born composer Stefans Grové. 

The factors influencing Grové’s compositional process include French and German musical 

elements of composers such as Debussy and Hindemith. Grové incorporates African sounds 

into his compositions, demonstrating a socio-cultural influence indicative of his upbringing in 

Africa. Similarly, Olivier’s upbringing in the church directly influenced his use of chorale or 

hymn-based elements in his works, indicating a religious culture as a fundamental component 

of his compositional process.  

5.3 Answering the research questions 

The thesis aimed to address the following main research question: “How do two South African 

composers conceptualise their ideas?”, and the following sub questions: “What contextual 

historical and socio-cultural factors influenced and inspired the compositional process for the 

organ concertos?”, “What stylistic approaches, performance techniques, registration choices 

and instrumentation are used in the organ concertos?”, “What are performers’ experiences of 

the stylistic and performative aspects of the concertos?”, and “To what extent did the history 

and development of organs and organ building shape the contextual landscape for organ 

composers?”.  

The research revealed that the first and last sub questions are inextricably intertwined. The 

contextual historical and socio-cultural factors are embedded in the historical development of 

the organ as instrument in South Africa, as well as in its ensuing influence in sacred and secular 

cultural activities. In a sense, the findings indicate that a significant part of the composers’ 

development can be attributed to the development of the organ from church to concert 

instrument. Both composers acknowledge that part of their development as organists and 

composers is suggestive of international influences from European, American and British organ 

builders in South Africa since the 1800s. Furthermore, the inception of the SAOB resulted in a 

direct line of communication between South African organists and composers and the organ 

building community abroad, with the larger organs being imported and installed allowing local 

composers to experiment with their approaches to composition. This is also supported by the 

extensive literature by Troskie (1992), who provides essential information on the history of the 
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building, installation and restoration of most of the pipe organs in South Africa since the first 

organ was built in 1735. The findings suggest that these larger organs played a role in South 

African composers of organ works embarking on composing organ concertos, as there were 

suitable organs on which these works could be performed since the 1980s. 

Regarding the socio-cultural influences, two main streams have been identified, namely 

formative influences and individual influences. While the formative influences have been 

identified as music teachers, church community, religious convictions, language and 

environment, the individual influences are lived experiences, music preferences, personal 

beliefs, composition processes and stylistic influences.  

The research revealed that Kloppers and Olivier show individual differences in conceptualising 

their ideas and processes of composing organ concertos. However, their formative influences 

show many similarities, such as their education in organ performance and composition, being 

influenced by composers of earlier music periods or eras, being influenced by a current 

situation, or being inspired by a feeling or emotion. Similarly, past experiences, original ideas, 

influences of past teachers, the need to do something in honour of someone, and the drive of a 

fundamental idea have all presented as factors in the compositional process of the composers. 

The findings of the analysis showed certain socio-cultural events that are identified as 

individual influences whereby the initial ideas and context the composers incorporated into 

their work were intentionally part of the compositional process. These ranged from experiences 

lived while studying compositional methods with past tutors to self-beliefs that gravitated 

towards particular writing styles that were consciously included in their works. 

The combination of various aspects for each composer is different and is revealed as follows:  

For Kloppers, the socio-cultural influences that are presented as part of the conceptual process 

of composing an organ concerto are represented by the amalgamation of musical genres, 

particularly the Baroque composers, and of prior knowledge and the experimentation with new 

ideas. By combining this influence with the experimental period in which he found himself, he 

composed a work that incorporates two vast musical styles. Kloppers’ process is distinct; he 

knows what he wants to hear and composes with a specific timbre in mind, demonstrating a 

fusion of organ and orchestral sounds that create a unified harmony. 

On the other hand, the socio-cultural influences present in Olivier’s compositional process are 

mainly individual and underpin a need to advocate for the organ as concert instrument. Driven 

by the requirements for his doctoral degree, Olivier was inspired to promote this advocacy in 
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his organ concerto. His conceptual process can be defined by personal sentiments and views of 

the organ as an instrument of prominence, as well as by the religious environment to which he 

was exposed as a church organist for many years. This can be described as an independent 

process, which was not influenced by previous knowledge or education, but may be seen as a 

demonstration of his desire to promote the organ and to demonstrate the versatility of the 

instrument. 

The conceptual processes of these two composers portray a combination of influences and 

personal theories that are unique to particular events, times and/or places. Their conceptual 

processes are unique and should thus be acknowledged and treated as such. In addition, the 

research revealed that varying elements evoked an aspiration for each composer to write an 

organ concerto. Olivier was inspired to write a work that would promote the organ, dedicating 

his organ concerto to the organist himself, Viljoen, purposefully showcasing the organist’s 

technical ability. Similarly, Kloppers wrote his organ concerto as a dedication to his wife and 

based it on a musical idiom with which he was well acquainted. 

In terms of the performers’ experiences of performing the various organ concertos, a number 

of factors were found in the data collected in the study, namely technical challenges (of the 

works), the need for assistance (during the performance), the placement of the organ, and 

interpretation challenges. 

Technical challenges 

The findings of the analysis revealed that learning and performing the organ concertos proved 

to be a difficult task for the performers. This can be attributed to the extremely high technical 

standard of the works. Furthermore, the findings of the analysis revealed that prior knowledge 

and experience of performing locally and abroad as organists ensured that the participants could 

perform successfully. Although the performers found the music difficult to learn, a common 

element was that prior knowledge of performing concertos assisted the performers with the 

performance of these specific organ concertos.  

The analysis of the data indicated that prior piano training influenced their ability to become 

performers of organ repertoire. Acquiring the technical skills of piano playing assisted them in 

transitioning to organ playing. Both Giesbrecht and Viljoen indicated that piano pedagogy, as 

a foundation for keyboard skills, played a positive role in their learning and performing of the 

organ concertos. Giesbrecht revealed that practising on a piano first assisted her in learning the 

difficult sections of the music, and Viljoen indicated that memorising works on the piano from 
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an early age aided in him navigating through Olivier’s organ concerto. It can therefore be 

deduced that the application of existing piano practice techniques assisted the performers in 

learning the various organ concertos.  

The need for assistance 

At times, the demands of playing while attempting to change the necessary registration were 

challenging for the participants. This demonstrates the understanding that “No two organs are 

the same”. Each participant performed on a unique organ, which came with both challenges 

and possible solutions to these challenges. Having assistants to aid in registration changes is 

often a necessity. Changing stops as frequently and as quickly as necessary required performers 

to make use of assistants in order for this process to occur efficiently. The results of the data 

analysis revealed that both performers relied on assistance during their performances of the 

respective organ concertos. Giesbrecht was fully reliant on the help of her two registrants. 

Viljoen also had to make use of an assistant, although the organ he played on had six general 

pistons, a crescendo pedal, and tutti piston.  

Placement of the organ 

Another challenge that the organists faced was the placement of the organ and where it was 

situated in the venue. Both Giesbrecht and Viljoen revealed that it was challenging to hear the 

orchestra because they were so far from each other. The data revealed that placing the organ 

and orchestra in close proximity to each other would ensure a good performance. The results 

of this study revealed that a suitable venue with good acoustics is key to the successful 

performance of an organ concerto. 

Interpretation challenges  

The results of this study revealed that the composers’ indications with regards to practical 

playing are clearly indicated in the scores. This gave direction to the performers and ensured 

that the compositions were performed as the composers intended. Furthermore, having previous 

experience within “modern” music settings proved helpful to the performers in learning and 

performing the organ concertos. It also revealed that it is relevant for the organist to have a 

sound understanding of the composer’s compositional process, or to at least investigate what 

that process entails, in order to contribute to a performance-worthy rendition of the work. 

Deciding on a format in terms of registration is not an easy process, and is often influenced by 

underlying factors, such as the type of organ, the creation of specific colours based on the 
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registration at hand, and the interpretation of dynamic indications with the available 

accessories. The following statements corroborate this idea. Performing a work on various 

organs requires an organist to adjust. Giesbrecht has performed the Kloppers organ concerto 

three times on three very different organs. She recollected some of the choices she had to make 

in order to achieve suitable colours and compared her experiences of playing on two different 

organs. She emphasised that performing on different organs with varying positions of the 

manuals can be challenging, and that trying to create a balanced sound between the organ and 

the orchestra can be a difficult task. 

An interesting finding overall is the directive interaction between composer and performer. 

However, in the cases of both Kloppers and Olivier, the relationship between composer and 

performer is possibly the most definitive influence in the realisation of the organ composition. 

Communicating with the composers regarding the compositions and the aspects that dealt with 

their performance enabled the performers to accomplish the task of performing the organ 

concertos. Conversations with the composers also provided the performers with a deeper 

understanding of the structure of the works. This was especially relevant to sections that needed 

to be understood better. Clearly, fostering a communicative channel between the composer and 

performer enables the successful application of the musical aesthetics of any composition. 

Analysing the data identified various forms of communication between the performers and 

composers that provided even more insight into the composers’ conceptual processes. The 

performers, Giesbrecht and Viljoen, describe how knowing the composers on a personal level 

gave significant insight into their conceptual processes. For example, Giesbrecht stated that 

knowing Kloppers socially created a positive atmosphere between herself and the composer. 

Having Kloppers as her first organ teacher also allowed Giesbrecht to approach the organ 

concerto with a preconceived notion of what the composer expected in terms of its performance. 

Likewise, Viljoen stated that knowing Olivier and having heard him perform gave him insight 

into the way in which he should approach performing the work. This in itself may be identified 

as ground-breaking knowledge. 

The nuanced interaction between the composers and performers, their musical ideas, and their 

knowledge of the technical and musical capabilities of the performers, inevitably shape the 

composers’ conceptual processes. This thesis provides a preview into the composers’ views of 

their journey as compared to the realisation of their organ concertos. It also highlights the 
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important bridge between and realisation of abstract creative ideas and the realisation of a work 

through performance.  

5.4 Limitations of the study 

The study acknowledges certain limitations. Gaining a deep understanding of the complex 

notion of conceptual processes in composition is difficult in itself; however, the COVID-19 

pandemic presented further, unexpected challenges. The lack of face-to-face discussions led to 

limitations in understanding the finer details of the conceptual processes of each composer.  

Limitations included access to and quality of the scores, as well as the poor quality of some of 

the handwritten scores. This research has only considered the context of a small participant 

pool. Although four composers and four performers originally participated in this study, the 

data collected from two composers and two performers of South African organ concertos was 

used. Since only two composers' works and performers' views are presented the findings are 

not necessarily representative of all SA composers of organ concerto and should be considered 

within the context of this limitation. 

5.5 Suggestions for further research 

It is recommended that further research be undertaken in the following areas. Firstly, an in-

depth analysis of the Klatzow scores would allow for a deeper understanding of the harmonic 

and stylistic approaches the composer used for both his organ concertos. 

Secondly, broader research is also needed to determine the compositional processes of other 

works of the composers of South African organ concertos. This would contribute significantly 

to the dearth in literature on organ music and composers of organ works.  

Thirdly, further research should be carried out to document in-depth biographies on Olivier and 

Henk Temmingh, which would be valuable contributions to literature in South Africa. 

Fourthly, a premiere performance and recording of Temmingh’s organ concerto would provide 

rich material for further research.   

Finally and most importantly, South African organists should perform all the South African 

organ concertos with ensemble players from South African orchestras.  
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5.6 Concluding statement 

This study set out to investigate two South African composers’ conceptual ideas in composing 

organ concertos, understand the views and experiences of the performers of the organ 

concertos, and examine the relationship between the composers and performers. The research 

includes a brief account of the historical overview of the pipe organ and organ building in South 

Africa, as a contextual backdrop to the instrument, its venues and its impact on composers of 

South African organ concertos. 

The reported findings shed new light on the conceptual processes of two composers of South 

African organ concertos. It also adds to the growing body of literature on the biographies and 

list of compositions of South African composers of organ works. It can therefore be deduced 

that when composers conceptualise ideas whilst composing organ concertos, they heavily rely 

on a number of elements that shaped their musical style. 

The findings provide important insights into the role of the development of the organ as a 

concert instrument. Distinctive factors, such as the role of organ building in South Africa, socio-

historical experiences and formative training, emerged as profound events in the conceptual 

processes of the composers of South African organ concertos. Investigating the historical and 

socio-economic influences that played a role in the careers of the composers assisted and 

contributed to understanding the views and experiences of the performers of South African 

organ concertos and examining the relationship between the composers and performers.  

One of the more significant findings to emerge from this study suggests that the performers of 

the organ concertos have contributed valuable information to the practical performance 

indications that should be considered when performing these works. This research has 

highlighted the value and importance of a good relationship between the composer and 

performer, as well as its underlying influence in both the composition and performance of a 

work. 

The present study is one of few empirical investigations into the compositional processes of 

South African composers of organ concertos, providing the first comprehensive insight into the 

assessment of composers’ life and works through conversations with them. Moreover, by 

including the perspectives of performers of the works, the study provides a unique insight into 

the performative aspects of these works, which should be particularly valuable to organ scholars 

and performers.  
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APPENDIX A – Semi-structured interview questions for composers 

1. Tell me about your journey as a composer of organ works in South Africa? 

2. Tell me about your journey as a performer of organ works in South Africa? 

● How does this relate to the practical performance interpretations indicated in your 

organ concerto? 

3. Tell me about your organ concerto? 

● What approach did you take when composing your organ concerto? 

● How would you distinguish your compositional process of your organ concerto to that 

of your other organ compositions? 

4. Describe the social, cultural and historical, if any, influences you experienced while 

composing? 

5. How would you describe the stylistic and harmonic framework of your composition? 

● What symphonic instrumentation did you choose to use and why? 

● Describe the dynamic correlation between the organ and orchestral instruments? 

● What specific registration indications need to be applied? 

6. What is your perspective on organ composition and performance in South Africa? 
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APPENDIX B – Semi-structured interview questions for performers 

1. Tell me about your experience as a performer of organ music? 

2. Tell me about your experience performing this particular organ concerto? 

● Describe the relationship between the timbre of the organ and the symphonic 

instruments? 

3. What stylistic approaches did you apply when you performed the organ concerto? 

4. What registration choices did you implement when performing the organ concerto and 

why? 

● Can you describe the specifics of the organ you performed on? 

● Did the venue influence your registration choices in any way? 

● Can you describe your choices in terms of dynamic cohesion with the orchestra?  
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   School of the Arts 

 

APPENDIX C - Letter of informed consent for composers 

 

Title of the study: Organ concertos by Jacobus Kloppers and Gerrit Oliver: Composers’ and 

performers’ perspectives 

Dear …………… 

 

You are invited to participate in my doctoral thesis focussing on South African composers and 

their organ concertos. I would like you to take part in a semi-structured interview at a place of 

your convenience. Should you take part in this study please note that it is not anonymous. Once 

the interview has been transcribed, transcripts will be sent to you for verification. If you are 

willing, secondary interviews will be arranged. This study is aimed at authenticating and 

acclimatizing the history of compositions of South African organ concertos. It will also 

contribute to a greater awareness of South African organ compositions and composers and be 

used for further research. 

 

If you are willing to participate in this study, please sign this letter as a declaration of your 

consent. 

I, ________________________________________, give permission that Andrea Lynne Mitas 

may interview me and that the information acquired may be used for the purpose of research 

and education. I am fully aware of the nature of the research and acknowledge that I may 

withdraw at any time and that my participation in this research is voluntary. I understand that 

this research is for the sole purpose of the completion of Mrs Andrea Mitas’ DMus degree.  

 

Participant:  ______________________________  Date: __________ 

DMus student:  ______________________________ Date: __________ 
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Researcher: Andrea Lynne Mitas 

Student number: 21167614 

Student address: 69 Spaansriet Street, 6 Luberon, Arundo Estate, The Reeds, 0157 

Tel: 076 972 0057 

E-mail: andrea.mitas@up.ac.za 

 

Supervisor: Professor Wim Viljoen 

Tel: 082 398 3785 

E-mail: viljoenwim@gmail.com 

 

Co-supervisor: Professor Theodore van Wyk 

Tel: 072 088 2964 

E-mail: theodore.vanwyk@up.ac.za  
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  School of the Arts 

 

APPENDIX D - Letter of informed consent for performers 

 

Title of the study: Organ concertos by Jacobus Kloppers and Gerrit Oliver: Composers’ and 

performers’ perspectives 

Dear …………… 

 

You are invited to participate in my doctoral thesis focussing on South African composers and 

their organ concertos. I would like you to take part in a semi-structured interview at a place of 

your convenience. Should you take part in this study please note that it is not anonymous. Once 

the interview has been transcribed, transcripts will be sent to you for verification. If you are 

willing, secondary interviews will be arranged. This study is aimed at authenticating and 

acclimatizing the history of compositions of South African organ concertos. Your role as 

performer of the organ concerto will contribute to a greater awareness of registration ideas and 

performance practices. 

 

If you are willing to participate in this study, please sign this letter as a declaration of your 

consent. 

I, ________________________________________, give permission that Andrea Lynne Mitas 

may interview me and that the information acquired may be used for the purpose of research 

and education. I am fully aware of the nature of the research and acknowledge that I may 

withdraw at any time and that my participation in this research is voluntary. I understand that 

this research is for the sole purpose of the completion of Mrs Andrea Mitas’ DMus degree.  

 

Participant:  ______________________________  Date: __________ 

DMus student:  ______________________________ Date: __________ 
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Researcher: Andrea Lynne Mitas 

Student number: 21167614 

Student address: 69 Spaansriet Street, 6 Luberon, Arundo Estate, The Reeds, 0157 

Tel: 076 972 0057 

E-mail: andrea.mitas@up.ac.za  

 

Supervisor: Professor Wim Viljoen 

Tel: 082 398 3785 

E-mail: viljoenwim@gmail.com 

 

Co-supervisor: Professor Theodore van Wyk 

Tel: 072 088 2964 

E-mail: theodore.vanwyk@up.ac.za  
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APPENDIX E: Table a – Disposition of the organ in Robertson Wesley United Church, 

Edmonton, Canada 

HAUPTWERK 

Gedackt 16’ 

Praestant 8’ 

Rohrflöte 8’ 

Oktav 4’ 

Spitzflöte 4’ 

Oktav 2’ 

Mixture IV 1⅓’ 

Zimbel II ⅓’ 

Trompette 8’ 

Cornet V 

 

OBERWERK 

Holzgedackt 8’ 

Praesant 4’ 

Spitzflöte 4’ 

Choralbass 4’ 

Nasat 2⅔’ 

Prinzipal 2’ 

Quintflöte 1⅓’ 

Zimbel III ⅔’ 

Rankett 16’ 

Krummhorn 8’ 

Tremulant 

 

BRUSTWERK 
(expressive) 

Metalgedackt 8’ 

Gamba 8’ 

Celeste (TC) 8’ 

Prinzipal 4’ 

Offenflöte 4’ 

Blockflöte 2’ 

Scharf IV 1’ 

Fagott 16’ 

Rohrschalmey 8’ 

Tremulant 

 

PEDAL 

Subbass 16’ 

Oktav 8’ 

Gedacktbass 8’ 

Choralbass 4’ 

Mixture VI 2⅔’ 

Posaune 16’ 

Trompet 8’24 

 

 

 

 

 

 

 

 

 

 

 

                                                             
24 http://www.rccoedmonton.ca/robertson-wesley-united-church/  

 
 
 

 

©©  UUnniivveerrssiittyy  ooff  PPrreettoorriiaa  

 

http://www.rccoedmonton.ca/robertson-wesley-united-church/


148 

 

APPENDIX F: Table b – Disposition of the organ in West End Christian Reformed 

Church, Edmonton, Canada 

HAUPTWERK 

Quintaton 16’ 

Prinzipal 8 

Holzgedackt 8’ 

Rohrflöte 8’ 

Oktav 4’ 

Quint 2⅔’ 

Flachflöte 2’ 

Prinzipal 2’ 

Terz 1⅗’ 

Mixture 1⅓’ 

Trompette 8’ 

Clairon (chamade) 4’ 

 

SCHWELLWERK 

Offenflöte 8’ 

Salizional 8’ 

Schwebung 8’ 

Prinzipal 4’ 

Koppelflöte 4’ 

Sesquialtera 2⅔’ 

Oktav 2’ 

Blockflöte 2’ 

Quint 1⅓’ 

Sifflöte 1’ 

Zimbel ½’ III 

Fagott 16’ 

Krummhorn 8’ 

PEDAL 

Prinzipal 16’ 

Subbas 16’ 

Oktav 8’ 

Gedacktflöte 8’ 

Choralbass 4’ 

Nachthorn 2’ 

Mixture 2⅔’ IV 

Posaune 16’ 

Trompete 8’ 

Klarine 4’25 

 

 

 

 

 

 

 

 

 

 

 

                                                             
25 https://www.musiqueorguequebec.ca/orgues/canada/edmontonwecrc.html 
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APPENDIX G: Table c – Disposition of the organ in the Davis Concert Hall, Winspear 

Centre, Edmonton, Canada 

GRAND-ORGUE 

Montre 16’ 

Bourdon (wood) 

16’ 

Montre I 8’ 

Montre II 8’ 

Flûte harmonique 

8’ 

Flûte à cheminée 8’ 

Gros nazard 5⅓’ 

Prestant 4’ 

Flûte conique 4’ 

Grosse Tierce 3⅓’ 

Doublette 2’ 

Flûte à bec 2’ 

Grosse Fourniture 

(12-15-19) III 

Cymbale (26-29) 

II-IV 

Cornet (from tenor 

C) V 

Bombarde 16’ 

Trompette 8’ 

Clairon 4’ 

Tremblant 

Trompette en 

chamade 16’ 

Trompette en 

chamade 8’ 

Clairon en chamade 

4’ 

 

POSITIF 

EXPRESSIF 

Cor de chamois 16’ 

Principal 8’ 

Bourdon (wood) 8’ 

Dulciane 8’ 

Dulciane céleste 

(from tenor C) 8’ 

Octave 4’ 

Flûte à fuseau 4’ 

Quinte 2⅔’ 

Doublette 2’ 

Flûte 2’ 

Tierce 1⅗’ 

Larigot 1⅓’ 

Fourniture (19-22-

26-29) IV 

Cymbale (29-33-

36) III 

Trompette 8’ 

Cromorne 8’ 

Clarinette 8’ 

Tremblant 

Trompette en 

chamade 16’ 

Trompette en 

chamade 8’ 

Clairon en chamade 

4’ 

 

RÉCIT 

EXPRESSIF 

Bourdon (wood) 

16’ 

Diapason 8’ 

Bourdon 8’ 

Viole de gambe 8’ 

Voix céleste (from 

GG) 

Prestant 4’ 

Flûte octaviante 

(harmonic) 4’ 

Nazard 2⅔’ 

Octavin (harmonic) 

2’ 

Quarte de nazard 2’ 

Tierce 1⅗’ 

Plein jeu (15-19-

22-26) IV 

Cymbale (22-26-

29) III 

Basson 16’ 

Trompette 8’ 

Hautbois 8’ 

Voix humaine 8’ 

Clairon 4’ 

Tremblant 

 

 
 

 

 
 

 

 
 

 

BOMBARDE 

EXPRESSIF 

Montre 8’ 

Viole d’orchestre 

8’ 

Viole celeste (from 

GG) 8’ 

Prestant 4’ 

Doublette 2’ 

Fourniture (12-15-

19-22-26) V 

Grand Cornet (from 

tenor C) V 

Tuba Magna 8’ 

Trompette en 

chamade 16’ 

Trompette en 

chamade 8’ 

Clairon en chamade 

4’ 

Rossignol 

Clochettes 

 

PÉDALE 

Montre 32’ 

Bourdon (wood) 

32’ 

Contrebasse (wood) 

16’ 

Montre 16’ 

Soubasse (wood) 

16’ 

Bourdon 16’ 

Cor de chamois 16’ 

Quinte 10⅔’ 

Prestant 8’ 

Violoncelle 8’ 

Bourdon* 8’ 

Basse de chorale* 

4’ 

Cor de nuit* 4’ 

Flûte* 2’ 

Grosse Fourniture 

(5-8-12) III 

Fourniture (12-15-

19-22-26) V 

Bombardon 32’ 

Bombarde 16’ 

Basson 16’ 

Trompette* 8’ 

Clairon* 4’ 

Clairon doublette* 

2’ 

Tremblant (affects 

stops marked with 

*) 
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Trompette en 

chamade 16’ 

Trompette en 

chamade 8’ 

Clairon en chamade 

4’26 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                             
26 https://www.winspearcentre.com/more/about/about-winspear/davis-concert-organ/ 
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APPENDIX H: Table d – Disposition of the organ in the Musaion Concert Hall, 

University of Pretoria, Pretoria, South Africa 

HOOFWERK 

Gedekpommer 16’ 

Prinsipaal 8’ 

Spitsfluit 8’ 

Oktaaf 4’ 

Roerfluit 4’ 

Kwint 2⅔’ 

Superoktaaf 2’ 

Mikstuur 1⅓’ IV-VI 

Trompet 8’ 

 

SWELWERK 

Harpprinsipaal 8’ 

Roerfluit 8’ 

Vox Celeste 8’ 

Prinsipaal 4’ 

Blokfluit 4’ 

Nasard 2⅔’ 

Fluit 2’ 

Terts 1⅗’ 

Skerp 1’ IV-V 

Dulsiaan 16’ 

Hobo 8’ 

Tremulant 

RUGPOSITIEF 

Gedek 8’ 

Prestant 4’ 

Koppelfluit 4’ 

Prinsipaal 2’ 

Kwint 1⅓’ 

Sesquialter II 

Simbel ⅔’ III 

Kromhoring 8’ 

Tremulant 

 

 

PEDAAL 

Prinsipaal 16’ 

Subbas 16’ 

Oktaaf 8’ 

Gedek 8’ 

Koraalbas 4’ 

Naghoring 2’ 

Mikstuur 2’ V 

Basuin 16’ 

Skalmei 4’27 

 

 

 

 

 

                                                             
27 Troskie (1992, p. 148). 
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