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Introduction 
Sverker Jullander 

Organ Acusticum at Luleå University of Technology, built in the years 2009–12 by 
Orgelbauwerkstatt Woehl, Marburg, Germany, for the concert hall of Studio Acusticum, Piteå, 
Sweden, is with 140 stops Sweden’s largest organ and one of the largest in Europe – and, more 
importantly, perhaps the most thoroughgoing attempt to date to combine several of the most 
important historical styles in a single instrument, while at the same time opening up 
possibilities for musical innovation and border-crossing.1 The inauguration of this unique 
instrument, on October 13, 2012, was followed by a ten-day organ festival and symposium, to 
which a number of the world’s foremost performers and scholars in the field contributed. 

The content of the present volume reflects this event. On the accompanying CD, the organ 
can be heard in recordings from concerts given at the festival. The individual chapters are based 
on presentations given at the symposium.2 Both texts and music explore past and current 
tendencies and developments relating to the organ and its music – a reflection of the versatility 
of Organ Acusticum. 

* * * 
The book consists of four main sections, covering both instruments and music, as well as the 
relationship between them. To begin with, the emphasis is on Organ Acusticum and on organ 
building more generally; then the focus shifts gradually to organ music and its performance.  

The first section, entitled ‘Organ Acusticum’, opens with four short statements, previously 
printed in the programme book for the inauguration festival and symposium, followed by a 
dialogue between Harald Vogel, member of the expert committee for the organ project, and 
organ builder Gerald Woehl. 

The four statements were written by the members of the expert committee for the organ 
project, all of them internationally leading organists: Hans-Ola Ericsson (Sweden and Canada, 
initiator and project leader), Harald Vogel (Germany), Kevin Bowyer (United Kingdom), and 
Hampus Lindwall (France). The statements reflect the ideas guiding the organ-building project 
and the authors’ thoughts on the significance of the finished or rather, not yet finished, 
instrument – common to all statements is an emphasis on the future use of the instrument, 
with added innovative functions and sounds. 

Hans-Ola Ericsson describes the artistic, pedagogical and financial background to the project, 
as well as plans for the further development of the instrument. Harald Vogel sees the organ in 
the perspective of important historical organ-building styles – those of the late romantic era and 
of the Baroque, as well as the neo-classicism and neo-Baroque of the 20th century – and points 
especially to the wealth of different sounds in Organ Acusticum, the variable wind supply, the 

																																																								
1 For a chronological account of the organ-building project, see João Segurado, Never Heard Before: A Musical 
Exploration of Organ Voicing (Gothenburg: Art Monitor, University of Gothenburg, 2015; also available at 
https://gupea.ub.gu.se/handle/2077/38181), pp. 55–65. 
2 An exception is Kimberly Marshall’s contribution, which was specifically written for this volume. An article 
similar in content to her presentation at the symposium has been published as ‘Cycles of Interpretation in 
Recordings of Bach’s Organ Music’, in The Organ in Recorded Sound: History, Sources, Performance Practice, ed. 
Kimberly Marshall (Gothenburg: Göteborg Organ Art Center, 2012), pp. 45–51. 
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sensitive touch and the modern technological aids, all features that provide the performer with 
rich opportunities to create ‘sound sculptures’. Kevin Bowyer wants an organ to be not only a 
combination of beautiful sounds but a ‘provocation’ – a quality that he sees both manifested 
and envisioned in Organ Acusticum. Hampus Lindwall emphasizes Organ Acusticum’s function 
as a vehicle for musical research, highlighting the ‘open architecture’, the opportunities for 
further development and change built into the instrument, as an important prerequisite for 
such research. 

The conversation between Harald Vogel and Gerald Woehl provides a background to the 
Organ Acusticum project from the organ builder’s perspective, while also situating the new 
organ in the context of historical and current developments in organ building. 

* * * 
The three chapters in the second section, ‘Organs and Organ Builders’, deal with particular 
organ-building traditions and styles, especially (but not exclusively) in German-speaking 
countries, though with differing approaches: the first of the chapters explores the continuity of 
certain aspects of sound architecture between the Baroque and the 19th century; the second 
emphasizes, by contrast, the distinctive characteristics of 19th-century organs as opposed to those 
of earlier epochs; while the third highlights contrasts (and certain similarities) between 
simultaneously existing 19th-century traditions, manifested in the works of two individual organ 
builders. 

Christoph Bossert offers a diachronic perspective on the sound of the South German organ, 
starting in the 1670s, when a new type of organ specification emerges in southern Europe, 
where several stops of the same pitch but with different timbres (‘colour stops’) are combined 
on the same manual. This feature, prominent in many 18th century organs, reflects a wish for a 
more differentiated sound at the level of the individual stop, whereas the idea of contrast in 
sound between different divisions (manuals) tended to lose importance. These tendencies were 
also present in parts of central Germany and can be connected to the young Johann Sebastian 
Bach. The author points at the continuity in the transition from the 18th to the 19th century 
represented by the organ-building dynasties of Schmahl and Walcker. The latter’s principles for 
organ specifications were in turn taken over by organ builders of the early 20th century such as 
the Gebrüder Link. The main claim of the article is that the roots of the sound characteristics 
of romantic and late-romantic organs are to be found in 17-century Southern Germany. 

Hans Fidom discusses the German organ of the 19th and early 20th centuries, for which he 
suggests the term ‘modern organ’, as it was called in its day, rather than the more imprecise 
‘romantic organ’. Using contemporary writings, editions and instruments as sources, he argues 
that this type of organ has often been misunderstood by later scholars, who tend to discuss its 
specifications anachronistically, departing from the principles of the classical organ. According 
to the author, the ‘modern organ’, unlike the classical organ, was not based on the principal 
chorus. Instead, it must be understood on its own terms, where the idea of producing fine 
shades of colour by combining stops equal in pitch but contrasting in timbre was paramount, as 
was that of obtaining, as far as possible, seamless crescendi and diminuendi. The author’s 
conclusion is that the ‘modern organ’, should be understood as an instrument of its own, 
distinct from the classical organ. He summarizes the aesthetics of the ‘modern organ’ in three 
‘unity rules’: unity of pitch, unity of sound colour, and unity of dynamics. 

Paul Peeters presents a comparative study of the life and work of the two leading figures in 
19th-century organ building: Eberhard Friedrich Walcker and Aristide Cavaillé-Coll. Both came 
from a family of organ builders and combined their roots in earlier traditions with an 
innovative spirit and very high demands on quality in materials and workmanship. Their 
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personalities and lifestyles were, however, different in several respects: whereas Cavaillé-Coll 
was a man of the world, travelling a great deal, living in a big capital and consorting with 
members of the high society, Walcker led a comparatively secluded life in a small town. 
Important differences between their instruments concern, among other things, action systems, 
windchests and wind supply, playing aids and the use of certain types of stops. The author 
discusses possible mutual influences and concludes that Cavaillé-Coll may have adopted some 
features previously used by Walcker, such as the free-standing console and the balanced swell 
pedal, whereas it is more difficult to establish an influence in the opposite direction; for 
example, Walcker’s introduction of the Barker lever in his organs may or may not have been 
inspired by Cavaillé-Coll’s use of this device. 

* * * 
The contributions to the third section, ‘Organs and Organ Music’, discuss in different ways the 
relationship between the instrument and the music for which it was conceived or which was 
played on it. As in the previous section, we meet with three different perspectives. A more 
general discussion on the relationship between organs and their music is followed by two case 
studies: one with an influential organ builder in focus, the other dealing with a specific 
compositional style. 

Peter Williams sees the question of the relationship between organ building and repertoire as 
a difficult one to discuss in general terms, as opposed to specific historical contexts. Departing 
from the origin of the word ‘organ’ in the Greek organon – meaning a tool, used for a special 
purpose – he describes the organ as ‘a tool with a unique job’, namely ‘to create pleasing 
musical sound’. The author gives examples of organ types intended for special, liturgical 
purposes or repertoires. Although such congeniality need not be evidence of high artistic 
quality either in the organ or the music, the result could be a symbiosis of high artistic merit 
that neither instrument nor music could achieve on its own. The author holds that good organs 
built for a particular kind of music may well produce musically satisfactory results even with 
other repertoires – but in such cases it would be more to the point to speak of transcriptions. 
Versatility should, however, never take precedence over beauty. 

Kurt Lueders relates the work of organ builder Aristide Cavaillé-Coll to the development of 
organ music in France in his lifetime and also to posterity: he poses the question of how we 
would have judged his work if he had died only last week. The author sees the time of Cavaillé-
Coll’s appearance on the French organ scene as an important factor behind his success. He 
points to his capacity of establishing contacts with gifted musicians, even much younger than 
himself – such as Widor and Saint-Saëns – who would later lead the development of the French 
organ scene. A parallel is observed between the increased seriousness of organ music in the 
spirit of Lemmens, the successively improving outer appearance of printed organ music scores, 
and the simultaneous consolidation of the sound of the Cavaillé-Coll organs into a refined, 
closed aesthetic system. Today we can get inspiration from Cavaillé-Coll less by copying – ‘one 
can attempt to recreate the letter, but the spirit … remains elusive, undefinable, intangible, 
intuitive’ – than by considering both ethical and aesthetic aspects of his achievement, 
including: uncompromising quest for quality; honesty and respect for colleagues; knowledge of 
the scientific basis of the craft; and attention to aspects of proportion and balance – though not 
at the expense of practical usability. 

Martin Herchenröder discusses the use of the organ by avant-garde composers such as György 
Ligeti, Bengt Hambraeus, and Mauricio Kagel. Since the early 20th century, the organ had been 
dismissed by modernist composers – a fact that the author ascribes to a combination of factors: 
aesthetic, social, political or theological – but in the early 1960s there was a new interest in the 
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organ among avant-garde composers. One important precondition for this change was the 
switch of focus of interest from structure to sound – an area where the organ could offer 
unique possibilities. Other influential factors included the separation of musical parameters (a 
consequence of the extended serialism of the post-war period), and the emergence of electronic 
music, with which the organ showed similarities when used in unconventional ways, such as 
clusters. Although the developments of the early 1960s had taken place using existing, 
traditional instruments, the groundbreaking new organ works were also accompanied by a 
‘utopian’ demand from composers for innovations in organ building, some of which were 
realized in experimental instruments in the following decades. 

* * * 
The suitability of an organ for performing the music of Johann Sebastian Bach is a traditional, 
and still often expressed, requirement for a new organ – as well as a touchstone for judging an 
existing instrument; Albert Schweitzer, among others, often expressed the opinion that a ‘true 
organ’ should be a ‘Bach organ’. Also Organ Acusticum is a ‘Bach organ’, in the sense that the 
sounding core of the instrument, around which its many stylistically versatile and innovative 
features have been built, represents the style of 18th-century Central Germany, the time and 
region where Bach worked. 

Since the early 19th century, however, opinions have differed, not only on what constitutes a 
‘true Bach organ’ (for example, Schweitzer’s idea of this was indeed very far from today’s 
practice of reconstructing historical instruments), but also on how Bach’s organ music should 
be performed and how Bach’s music should be rendered on the organ (two somewhat different 
questions, if we allow for transcriptions; see below). The three texts of the final section, ‘Bach 
Reception’, while differing in choice of focus as well as methodological approach, all deal with 
attitudes to Bach’s music and how they have materialized in writing, music editions and 
recordings; together they cover the period from the composer’s death to the present day. 

Peter Williams approaches the topic of Bach reception in a short text (originally the 
introduction to one of the panel discussions during the symposium), beginning with the 
famous Obituary of 1754, where Bach is praised as a virtuoso organist rather than as a 
composer. The author takes a critical attitude to past and present-day Bach reception by 
organists, questioning several traditional notions – for instance that Bach composed preludes 
and fugues as pairs of movements to be played together, and that the Orgelbüchlein was written 
with a pedagogical intent. The author also warns against unreflecting trust in various schools of 
‘authoritative Bach interpretation’ and recommends organists to form their opinions only after 
studying the matter at hand. 

Sverker Jullander discusses organ-related transcriptions as an aspect of the Bach reception of 
the 19th and early 20th centuries. The text departs from three key concepts: revival, 
improvement (related to the idea of general progress current in the 19th century) and fidelity. 
The three main figures discussed represent different approaches to transcribing, while sharing 
the same basic attitudes and beliefs. Franz Liszt’s organ-related transcriptions show a varied 
picture; in some of them, he observes extreme fidelity to the letter of the original, whereas in 
others he makes substantial additions and changes. Ferruccio Busoni not only published his 
own transcriptions for piano of many of Bach’s larger organ works; he also developed 
pedagogical methods and principles for such transcriptions, believing these works to be an 
indispensable part of the pianist’s repertoire. Sigfrid Karg-Elert transcribed Bach for the organ, 
in particular some of the larger clavier works, since he saw the ‘modern organ’ of his time as the 
ideal instrument for conveying the expressive qualities of these compositions. The author 
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discusses the transcription activities of each of the three composers using the three keywords as 
probing tools. 

Kimberly Marshall presents a study of different approaches to rhythm and tempo in 
recordings of Bach’s music (mainly his organ music), covering a period of almost 70 years. In 
early organ recordings of Bach, accelerandi and ritardandi are used more restrictively than in 
recordings of other instruments (and other repertoire) from the same time; the same goes for 
tempo changes reflecting a change in the mood of the music. Such divergences may be due to 
structural differences between Baroque and romantic music. The handling of tempo differs, 
however, even among early organ recordings of Bach. Fast tempi cannot always be ascribed to 
the need for the player to adapt to the limited duration of a ’78 disc. Towards mid-century, 
when the ideas of the neo-Baroque movement prevail, tempi become stricter, often in 
combination with a fast pace; at the same time, the importance of small-scale agogics increases. 
In more recent recordings, tempi seem to converge; extremes become more rare and most 
performers apply agogics restrictively. The author links these tendencies to the ‘globalization’ of 
musical performance and the demand for perfection in recordings, which stands in stark 
contrast to the spontaneity of early recordings. 

* * * 
The present volume has been conceived, as its subtitle says, ‘in celebration of Organ 
Acusticum’. This organ is often described using expressions such as ‘an organ for the future’ or 
‘an organ for the 21st century’, and an anticipation of new musical developments made possible 
by the organ is indeed palpably present in the statements and the dialogue that constitute the 
book’s first section. At the same time, it is easy to observe that most of the contributions deal 
primarily with historical issues, with the near or more distant past. On the surface, this may 
seem to be a contradiction. But, as is evidenced by the references to Organ Acusticum in many 
of the texts, creating an organ for the 21st century necessary involves not only innovation or 
even building on the basis of tradition, but a conscious, reflective approach to the challenges 
that history presents us with. 

A conspicuous feature of the present time – not least when it comes to musical culture – is 
precisely a new, more profound awareness of history. In the realm of the organ, this awareness 
is manifested in the development of interdisciplinary research involving scholars, builders and 
musicians in intimate collaboration. This research has made possible new approaches to 
performance as well as reconstructions of historical instrument-building styles on an 
unprecedented level of accuracy, but it has also given important impulses for further 
development of the organ as an instrument. In incorporating both historical styles and 
innovative opportunities, Organ Acusticum is living proof that the alleged contradiction 
between history and future is, at least to a certain extent, illusory: both can be looked upon as 
part of the present. 

It is sometimes said, on a pessimistic note, that ‘the only thing we can learn from history is 
that there is nothing we can learn from history’. But wouldn’t it be possible to read the articles 
in this volume, not as lessons to be learnt, perhaps, but rather as hints from history that can 
prove useful in future organ-related creative activities; how can we apply, say, the elevated work 
ethics of Cavaillé-Coll and Walcker, the open-mindedness and curiosity of the 1960s avant-
garde, or the captivating spontaneity of musicians heard in early recordings, to take a few 
examples (from the contributions by Paul Peeters, Martin Herchenröder and Kimberly 
Marshall)? 

Finally, it must be remembered that there are usually more substantial things to be said 
about events that have taken place than about those that are yet to come. In another ten years, 
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perhaps, the time will have come for another volume, presenting a still broader view of the 
artistic significance of Organ Acusticum, with an emphasis on composers’ and performers’ 
experience of its innovative features. 

 

* * * 
Shortly before publication, we received the sad news of the death of Peter Williams, the great 
musicologist, Bach scholar and organ historian, who participated in the inauguration of Organ 
Acusticum and kindly contributed two texts to the present volume. This book is dedicated to 
his memory. 
 
 
Special thanks are due to: 

Dr. Robin Blanton, for her insightful English editing, which, by virtue of her expertise not only 
in the English language but also in musicology and organ building, has improved the text 
beyond mere lexical and grammatical correctness; 

Dr. Ibo Ortgies, for kindly supplying information about organs referred to in Peter Williams’s 
article ‘Organs and Their Music’ (see Appendix to this article); 

Johannes Oscarsson, for his work with editing and producing the CD that forms part of this 
volume; 

Magnus Bergvalls Stiftelse, for a generous financial contribution to the publication of this volume. 
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Four Statements 

A Dream Comes True 

Hans-Ola Ericsson 

During the 25 years that I have served as Professor of Organ at the School of Music in Piteå, I 
have been part of the work of building a strong and vigorous organ tradition. A large number 
of students have graduated as church musicians and/or organ soloists at the School of Music, 
professionally active organists have seized the opportunities offered for continued education, 
and many former students have stayed as church musicians in the northern dioceses, but also in 
other parts of Sweden and in many places in Europe. 

One measure of the preconditions for a top-quality education is the musical instruments 
available. This is why, in addition to my teaching activities, I have also stimulated and inspired 
many parishes to review their instruments. This has concerned the building of new organs, as 
well as restorations and reconstructions, to which should be added the large number of repairs 
and voicing projects that I have conducted and followed. This has been an enormous stimulus 
for me, and hopefully it has contributed to a deeper understanding of, and pride in, the 
cultural heritage that the organ as such represents in these parishes. 

Until now, the largest organ-related project that we have carried out at Luleå University of 
Technology, is the ‘Övertorneå Project’: an extremely detailed documentation of the organ in 
Övertorneå Church enabled the erection of two reconstructions, in Norrfjärden Church and in 
the German St. Gertrude’s Church in Stockholm. In addition we were able to carry through 
the scientifically based restoration of the original instrument in Övertorneå. 

When Studio Acusticum was about to be built, I was asked by the architect of the building, 
Gunnar Grönlund, whether I thought that the new concert hall should possess an organ. It was 
not difficult for me to answer his question. Therefore, already from the beginning, a space was 
reserved for a future organ. That this space should be filled so quickly was, of course, a dream, 
which has now come true. 

A meeting with Margareta and Carl Kempe resulted in the financial support required for 
being able to launch the project. The University approved, adding further money; a fundraising 
group was formed, local enterprises and donators were contacted. A large network for the organ 
was formed and is still expanding. 

In collaboration with the School of Music and an international expert committee 
comprising: Professor Harald Vogel, doctor honoris causa at Luleå University of Technology; 
Kevin Bowyer, University Organist in Glasgow; Hampus Lindwall, titular organist at Saint-
Esprit Church in Paris; and myself, the bids that had been submitted were evaluated, and 
Orgelbauwerkstatt Woehl, Marburg, Germany (CEO Gerald Woehl) was chosen to deliver the 
organ. After this followed a period of intense work, in which the design and specification of the 
organ were fine-tuned and ideas exchanged in order for the instrument to rise to the motto 
‘Never heard before, never seen before’. 

The instrument now to be inaugurated is the most important part, the heart, of the 
complete and complex instrument that has been, and still is, our vision. The total budget for 
the project is, as it always has been, ca. 35 million Swedish crowns. What now sounds is the 
first part of the project, and this investment amounts to ca. 25.5 Swedish crowns. Since the 
instrument is being built at a living university, it is logical for it to continue to be developed 
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along with contemporary demands for new sounds and achievements. In a first step, a 
harmonics division is planned – a sonic and experimental platform with no previous 
equivalent, where our vision is to be able to work with a multitude of harmonics, yielding new 
kinds of mixtures, sound spectra, and microtonality. After this, we hope to shape the organ into 
a studio in order to be able to communicate with the outer world, actively as well as 
interactively. The vision is to be able to play the instrument across the broadband of the 
Internet from anywhere in the world, to be able to give interactive master classes directly from 
the organ, etc. The last part is a vision of working in real time with lighting design, directly 
linked to the organ. The future will show us what tools will be needed when the original vision 
has been realised. 

Gerald Woehl and his staff have performed their task in a masterful way, and they will 
continue to follow this instrument for a long time to come. A living instrument is never 
‘finished’ at its inauguration, but will be fine-tuned and adjusted during at least a decade. 

Deeply grateful towards all involved, students, colleagues, instrument builders, promoters 
and sponsors, I venture to express the hope that this instrument will be able to act as a 
megaphone that can spread good tidings from the North. 
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Sound Sculpture 

Harald Vogel 

The new Organ Acusticum represents a new type of instrument: from the outside a pipe 
sculpture, from the inside a sound sculpture. 
 
From the present perspective, the organ types of the 20th century may all now be viewed as 
historic: 
 
The late-romantic symphonic organ type 
with its three clear variations: French, German and English, and with its full range of colour, 
dynamics, and flexibility of tone, offers today’s organists a formidable historical resource. 

These three variations were not so immediate to contemporaries of the period as they are for 
us today. A hundred years ago it was the comparatively limited mobility, the extremely 
rudimentary recording technology, and differing national perspectives that largely accounted for 
this. As a result there were practically no organists that could boast a mastery of all three. It has 
taken the technical resources of the 21st century to make the full historic dimensions and 
stylistic diversity of the late romantic symphonic organ available. 
 
The organ style of the Baroque, 
including the instruments of preceding and following periods as represented geographically by 
North, West, South, and Eastern areas of Europe, constitutes a widely accepted historical 
resource. 

Historically informed performance practice has become a cornerstone of musical life in the 
sense of an experimental exploration of the respective epoch-related aesthetic roots of the 
instrument and literature in question. 
 
The universal, neoclassical and neobaroque organ types of the 20th century 
may also be said, finally, to constitute a historical resource. 

Their historical relevance as instruments in their own right, however, due to their role in 
supporting a structuralistic and over-objectifying (and therefore historically neutralizing) 
practice of interpretation, becomes increasingly clear. 
 
The new organ type found at Studio Acusticum, Piteå, 
contains elements of the above mentioned historical organ-concepts: 

1. Unmistakable sounds derived from different epochs and geographical organ building 
styles e.g. the German (more fundamental tone sounds), and the French (overtone-
oriented) reeds, also string and flute stops based on German types from the time of 
Bach or French models from the 19th century, as well as polyphonic and homophonic 
mixtures. 

2. A sensitive tracker action with a direct influence on tone production. 
3. A choice of wind characteristics (flexible or stable) to suit the different demands of a 

wide range of repertoire. 
4. A modern computer-controlled, programmable stop action. 
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Of particular significance are the new sound-producing functions of a mechanical or electronic 
nature, which have no historical precedent. 

With this new kind of instrument found in Studio Acusticum, the road is clear for an 
interpretation, where the potential of a never before enjoyed breadth of technological resources 
can be employed. Existing and future compositions can be offered a new lease of life as sound 
sculptures free from the constraints determined by historical or non-historical concepts. At the 
same time, the road is clear for experiments with new sounds and sound-collaging. 

The term ‘sound sculpture’ is intended to describe the correspondence between the idea of 
sound and the musical imagination. 
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A Provocation 

Kevin Bowyer 

My feet have never been firmly fixed to the ground – it’s an illness, I’m sure. Even when I was 
very small I wanted to do impossible things. I dreamt of becoming an astronaut. I think this 
probably irritated people, but irritation provoked a response. 

Later, when I began to play the organ, I found I could irritate people with modern music. 
Suddenly they had to listen – the sounds were unfamiliar and prodded them out of their 
sleepiness. The unfamiliar had provoked a response. I felt invigorated and rose to greater and 
greater challenges, always looking for some response, negative or positive – it didn’t much 
matter. Call it provocative if you will. In a short time I genuinely came to love new music, new 
sounds. I sought out works by composers, often by non-organists, who also shared a vision of 
newness. Some of them even wrote about how they imagined a musical instrument, such as the 
organ, might be further developed... 

In order to come alive, an organ needs to be very much more than just the sum of its parts. 
It is not enough to play on the Principals and say ‘Oh, yes – that’s nice.’ The response must be 
‘Oh, yes! Oh Yes!’ The vision for Organ Acusticum was a huge vision, a vision to produce an 
instrument that not only spoke the languages of the past but also forged the languages of the 
future. The complete plan includes new sounds, percussive sounds, and an audacious overtone 
system never dreamed of before. It is, in its way, the First Organ on Mars. 

And here, in this hall, we have it. A manifested dream. A bold vision setting sail for the 
future. Not just an organ but a living, breathing thing. Not just an artistic statement, but a 
provocation. 
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An Ongoing Research and Development Project 

Hampus Lindwall 

It is difficult to write in only a few words about a project that we have been working on for so 
many years, and perhaps it’s better if I make a small manifesto about what all this is about: an 
organ built for musical research, where we try to go as far as possible with an acoustical 
instrument. 

When I search on the Internet for a definition of ‘musical instrument’, the Wikipedia article 
suggests: 
– A musical instrument is a device created or adapted for the purpose of making musical sounds. 
And when I ask for a definition of research: 
– Research and experimental development is creative work undertaken systematically to 

increase the stock of knowledge, including knowledge of humanity, culture and society. 
By nature, contemporary music is developing ‘right now’ as an ongoing process, and as a 
consequence, it cannot be limited to a defined state. It is a moving matter, created in our ever-
continuing present. 

This is exactly what constitutes the base for Organ Acusticum. An open architecture to 
which you can add, change and develop to make it part of the artistic expression and 
experimentation of today and the future. We are all very excited to follow the life of this 
instrument. A long road lies ahead of us now; the projected implementation of overtones, and 
the Internet integration, just to name a few of the things that will make this organ unique and 
distinguish itself from other large concert hall organs. Orgelbauwerkstatt Woehl has given us 
the base for this work in progress, that will make the visions of project leader Hans-Ola 
Ericsson and the expert group come true. 
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An Instrument of the 21st Century 
The Woehl Organ at Luleå University of Technology  

in the Perspective of 20th-Century Organ Building 

Harald Vogel (HV) and Gerald Woehl (GW) in conversation 

Introduction 
HV: Organ building and organ planning have to make more use of historical information, as 
we have begun to do in the second half of the 20th century. When we synthesize different styles, 
we should draw upon the best, not the mediocre elements of historical instruments. Let me 
take the late Romantic symphonic organ type as an example. The strength of the symphonic 
organ type lies in its sound, which I might call a sound landscape. Unfortunately, the non-
tracker action instruments are based on an unsuitable technical solution for the key action, 
with an indirect feeling in the playing process. On the other hand, there are some interesting 
solutions for the wind system. It is rewarding to use the historical sound of these organs, which 
is a product of how the pipes are built. The action, however, is very indirect and not suited to a 
sensitive touch. Of course, the German symphonic organ type with tubular pneumatic action 
was inferior to the French in this respect, and the French were always much concerned to create 
a sensitive touch. This is very much true of the 18th century. By contrast, the action system of 
18th-century German organs became increasingly heavy, and playing on a large historical organ 
in this tradition is often a muscular act. The builder of Organ Acusticum, Gerald Woehl, 
received his education as an organ builder – fortunately – not in Germany but in France. 

Conversation 
HV: Vielleicht könntest Du ein paar Worte sagen zu Deiner Vita in Frankreich, also dort, wo Du 
angefangen hast. Du hast ja die Grundelemente deiner Idee von Traktur und Wind vom französischen 
Orgelbau bekommen. 
[Perhaps you might say a few words about your vita in France, which is where you started out. 
The key elements of your concept for the playing action and the wind come from French organ 
building.] 
	
GW: Das Entscheidende war, daß ich damals die großen französischen Organisten auf ihren Orgeln mit 
den prächtigen französischen Zungen gehört habe, als ganz junger Mensch; das hat mich geprägt; es war 
etwas ganz Anderes als ich es in Deutschland gehört hatte. Und dazu kam, dass man eine große Orgel sehr 
elegant spielen konnte. Diese drei Elemente haben mich also begeistert: ich war fünf Jahre bei einer großen 
Firma und habe auch intonieren gelernt auf französische Weise; und das ist auch etwas anderes als in 
Deutschland. In Frankreich hat man große Kathedralen und große Räume. Man achtet auf die große 
Linie vom Baß zum Diskant, melodiebetont. Die Register müssen sich selbst begleiten können. Understützt 
wird dies mit differenziertem Wind, im Baß mit schwächerem, im Diskant mit stärkerem Winddruck. 
Melodiebetont, das ist symphonischer Klang! Und man hat immer die besten Töne in der Orgel stehen, 
hauptsächlich die Linie stimmte. In Deutschland hat man aber, um korrekt zu sein, gute Töne angepaßt 
und hat probiert die nicht so guten ein bisschen anzuheben so daß das Ergebnis möglichst gleichmäßig 
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wird. Das ist immer eine Nivellierung. Wenn, im Gegenteil, die Töne differenziert und etwas 
ungleichmäßig sind, dann bringt das Leben in die Musik. Das Wichtigste, was ich dort auch gelernt habe, 
ist: Was ist ein guter Ton und wann hört man auf, an den Pfeifen zu arbeiten. 
[The decisive thing was hearing, as a young man, the great French organists playing their organs 
with their magnificent reeds; this has left its stamp upon me, being so different from anything I 
had heard in Germany. Then too, the realization that a large organ could be played with great 
elegance. Those three things were really exciting. Then I worked for a large shop for five years 
and learned to voice the French way, which is also rather different from in Germany. In France 
they have grand cathedrals and huge spaces. They pay attention to the ‘great line’ from the bass 
to the treble, highlighting the melody. The stops must be able to accompany themselves. This is 
supported by differentiated wind pressure: lower in the bass, higher in the treble. Highlighting 
the melody, that is symphonic sound! And they always allowed the best sounds to stay in the 
organs, the main thing being that the melodic line worked. In Germany, on the other hand, 
wanting to be very correct, they adjusted the best sounds and tried to bring the less good ones 
up a little, to come as close as possible to a perfectly even result. Such a process is always one of 
flattening out. But if you let the sound remain differentiated and a little uneven, it puts life into 
the music. The most important thing, which is also something I learned there, is what a good 
tone is and when you should stop working on the pipes.] 
 
HV: Die Frage nach der Traktur ist ebenso wichtig. Wie hast Du das gelernt? 
[The question of the playing action is also an important one. How did you learn about action?] 
 
GW: Das Wichtigste ist ja die Absprache, also wie man den Ton loslassen kann, – und natürlich, wie 
man den Anschlag differenzieren kann. Die Tasten sollen immer mit den Fingern mitgehen und sich nicht 
irgendwie verselbständigen. Das finde ich im französischen Orgelbau sehr gut gelöst. 
[The most important thing is really the release, how to let go of the sound – and of course also 
how to create a nuanced touch. The keys should always follow the fingers. They should not 
assert their independence, so to speak. I think the French builders have solved that very well.] 
 
HV: Vielleicht kannst Du etwas sagen über die Traktur, also über den direkten Weg der Verbindung der 
Tasten zu den Ventilen. 
[Perhaps you might also comment on the playing action itself; that is to say, the direct 
connection between keys and pallets.] 
 
GW: Es ist so, dass meine Orgeln hängende Trakturen haben, auch im Schwellwerk. Es ist auch wichtig, 
dass man die Koppeln mechanisch macht. Der Anschlag soll mit den Koppeln ebenso wirken wie im 
ungekoppelten Spiel. Es ist wichtig, dass die Richtung der Bewegung der Taste im Koppelsystem nicht 
verändert wird. 
[My organs have suspended actions, even in the Swell divisions. It’s also important to make the 
couplers mechanical. The touch should be the same whether the coupler is on or off. It’s 
important not to change the direction of motion of the key in the coupler system.] 
 
HV: Normally, in 20th-century organs, the direction of the motion of the key is changed in the 
action system. There are, however, exceptions: notably organs in historical Baroque styles by 
Jürgen Ahrend, John Brombaugh and others. Gerald Woehl has taken the historical organs of 
the 18th century as models and applied the principles of mechanical action to the 21st-century 
organ. 
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A word about wind: Wind increasingly became a problem in 19th-century organ building, 
because the channels, the pallets and therefore the pressure points got larger and larger. As a 
result the action became very heavy and sometimes impossible to handle. In combination with 
a higher wind pressure, this all resulted in an almost unplayable action. And then, again, the 
French came up with a good solution. 
	
GW: Die Barkermaschine, die auch ganz genau reagiert, je nachdem wie man anschlägt. 
[The Barker machine, which also reacts very precisely to the nuances of touch.] 
 
HW: So, the key motion in playing is reflected to a certain degree in the Barker machine. 
 
GW: Es ist natürlich nie so virtuos wie man es oft haben will. Aber in den grossen Domen ist die Wirkung 
sehr gut. 
[Of course, it is never as virtuosic as you often would like. But in the large cathedrals the effect 
is very good.] 
 
HV: And, by the way, in the large cathedrals you also don’t hear as much of the noise the 
machine makes. And nobody was making recordings in the 19th century. 
 
GW: Das Wichtigste ist natürlich der Wind an sich.... 
[The most important thing is of course the wind itself…] 
 
HV: ....how the wind behaves in the pipes, how the wind arrives at the pipes and what the wind 
does with the speech of the pipes. 
 
GW: Wenn man eine Cavaillé-Coll-Orgel anschaut, stellt man erstaunliche Dinge fest: In Sacré-Cœur in 
Paris gibt es z. B. 24 verschiedene Bälge und Winddrücke. Als ich das erste Mal eine Sauerorgel gesehen 
habe, mit 90 oder 100 Registern, gab es einen grossen Balg (4 Meter lang und 4 Meter breit) und der sollte 
alle Pfeifen, ob sie klein oder gross waren, mit adäquatem Wind versorgen. Das, muss ich sagen, war eines 
von den ersten Dingen, die ich in unseren Orgeln verändert habe. Eine normale, grössere dreimanualige 
Orgel hat bei uns mindestens 10 Bälge und hat immer eine Windteilung in Bass und Diskant. Dann kann 
man besser mit einem adäquaten Wind intonieren. 
[If you look at a Cavaillé-Coll organ, you see some remarkable things. In Sacré-Cœur in Paris, 
for instance, there are 24 different bellows and wind pressures. The first time I saw a Sauer 
organ, with 90 or 100 stops, it had one huge bellows (four meters long by four meters wide) and 
that bellows was supposed to supply all the pipes, large and small, with the proper amount of 
wind. I must say, that was one of the first things I changed in our organs. A normal, large three-
manual organ from our shop has at least 10 bellows and the wind is always divided between 
treble and bass. You can voice better when you have the proper wind.] 
 
HV: A common way of testing organs today is to hold a chord in the right hand and play 
repeated chords with the left hand. If the chord wiggles in the treble, then the wind is 
considered to be problematic. But this problem is solved by dividing the wind. 
 
GW: Bei dieser Orgel hier im Studio Acusticum habe ich viele Male den Winddruck geändert, nicht viel, 
aber ein bisschen: im Bass etwas stärker oder im Diskant schwächer. 
[I changed the wind pressure of the Studio Acusticum organ many times – not a lot, but a little. 
A little stronger in the bass, a little weaker in the treble.] 
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HV: So in this organ you have changed the wind pressure in different bellows in a way that is 
informed by the voicing process, in order to obtain the right behavior of the wind in the pipes. 
 
GW: Cavaillé-Coll hat ja Ähnliches getan mit der Bass- und Diskant-Teilung. Manchmal hat er sogar 
dreimal die Laden unterteilt, damit er alle verschiedenen Parameter ausbalancieren konnte. Auf diese 
Weise erreichte er genau den Charakter des Windes, den er für die Intonation wünschte. 
[Yes. Cavaillé-Coll did a similar thing, dividing bass and treble. Sometimes he even divided the 
chests in three, so he could balance all of the various parameters against each other. This was 
how he achieved precisely the kind of wind behaviour he wanted for voicing.] 

Conclusion 
HV: What we see and hear and feel in this organ is a synthesis of historical elements, brought 
together in a way that has never been done before. 

The sound of the organ includes both French and German elements. The Principal chorus 
and many of the flutes have Central German models. The Central German style is the one that 
is closest to the music of Johann Sebastian Bach and his contemporaries, and the scalings of 
many of the Principals and Flutes are taken from the Hildebrandt organ in Naumburg, which 
Bach played several times. We find French elements in the reeds, the cornet, many registers of 
the flute chorus and some of the strings. We also have a chorus of very soft string stops in the 
second manual, made up of Salicionals at 16', 8', 4' and 2' pitches: a complete chorus, similar to 
the flute, principal or reed choruses. There is also a high-pressure reed sound on the fourth 
manual. These pipes are mounted on top of the organ en chamade, producing a very powerful 
sound. 

In conclusion, I would like to say that we cannot combine every stop with every other stop 
any more. This was possible in the universal organ type of the second half of the 20th century, 
where the sound and the behavior of the wind were neutralized. But the neutral character of 
the “contemporary” organs of the 20th century and their lack of stylistic profile are the reason 
why building new organs in historical styles became so popular. The construction of new 
instruments in earlier styles is a good development. Having appropriate sounds available for the 
full range of organ repertoire is something that both organists and audiences genuinely desire. 

The stylistically neutral universal organ has now become a historical phenomenon. I myself 
have always disliked this style, from the very beginning, when I started playing the organ in the 
1950s, until now. For me, the historical organs and the new instruments in historical styles 
provided a basis for interpreting organ music in different styles. To combine different styles in 
one organ is possible, but such instruments have to be relatively large. The organ in the Studio 
Acusticum in Piteå is a quite complete instrument in this respect; but it also represents a new 
organ type, with a wider range of tonal resources than can be found in other instruments built 
in the past. Yet to handle this organ in the best way still requires historical insight. Combining 
registers from different traditions can produce inferior results – say, a registration that 
combines German and French reeds. 

One of the shortcomings of the late 20th-century organ style was the trend towards loud 
reeds, especially in the bass, so that you have Pedal divisions with Bombarde-type 16' reeds and 
Trompette-type 8' reeds. For the organ music of Bach, the bass is simply too loud when we use 
these reeds. Here, softer reeds in the Central German tradition (as represented by Hildebrandt, 
Silbermann or Trost) are preferable. In the organ in Studio Acusticum we have a French reed 
department, a German reed department and a Romantic reed department. All of them are very 
important, although combining them in a single registration might be problematic. 
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At this juncture, when we have finally gotten rid of the normative character of historical 
styles, we as organists are actually required to know more about the historical styles than the 
generation before us, in order to handle the 21st-century organ in an appropriate way. 

This organ has new sounds. And it is highly important for an organ of the 21st century to 
include new sounds – sounds we don’t find in historical organs. These new sounds exist 
alongside the historically oriented sounds. This co-existence is important, but it has to be an 
intelligent co-existence. 

 
The German parts of the text were translated by Robin Blanton and Tilman Skowroneck. 
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The Sound 
of the South German Organ 

Christoph Bossert 

Overview: Sounds from South Germany 
     1. The 1672 Vest organ in Hermannstadt (Sibiu), Transylvania, and the 1673 Mundt organ 

in Prague. 
     2. The connections between the towns of Ohrdruf and Arnstadt and the region of 

Hohenlohe in southern and central Germany. 
     3. Three southern German organ builders: 

– Johann Adam Ehrlich and the basic principles of an organ with seven stops 
– Martin Baumeister and his organ at the Klosterkirche in Maihingen 
– Johann Christoph Wiegleb and his large organ at the former Hofkirche in Ansbach (St. 
Gumbertus) 

     4. The Schmahl–Fries–Walcker lineage and the organ in Hoffenheim. 
     5. The late Romantic (1906) Link organ in Giengen an der Brenz, which still follows 

Schmahl’s scalings. 
     6. The Lenter organ at the Hochschule für Musik in Würzburg, modelled on Hoffenheim. 
     7. Summary, culminating in a claim: Of all the European styles of organ sound, it is the 

singular sound ideal of the southern German Baroque that became the germ of the 
Romantic organ. 

1. The beginnings of a new sound defined by 8' colour stops: the 1672 Vest 
organ in Hermannstadt (Sibiu), Transylvania, and the 1673 Mundt organ in 
the Týn Church in Prague. 

From about 1670 – before composers Johann Pachelbel, Georg Muffat, and Arcangelo Corelli 
had yet turned 201– we can observe a new style of organ sound emerging in southern Europe. 
Its most distinctive characteristic was the use of the so-called Unterscheidlichen, a variety of 8' 
colour stops placed on the same manual, usually the Hauptwerk.2 The 1672 Vest organ in 
Hermannstadt, today Sibiu in Romania,3 and the 1673 Mundt organ in the Týn Church in 
Prague4 each have five 8' stops in the Hauptwerk. We see the same in the 1685 specification by 

																																																								
1 Georg Muffat (1653–1704), Johann Pachelbel (1653–1706), Arcangelo Corelli (1653–1713). 
2 In the two-manual organ by Jan Leopold Burkhard (1673–1741) in the Kladruby monastery (Bohemia) from 
1726, the Hauptwerk (called Manual) is restricted to the principal plenum. The 8' colour stops have been relocated 
to the Positiv, which is played from the upper manual. They include a Copula 8', Quintaton 8', Gamba 8', 
Salicional 8', and Flauta 8'. 
3 Johannes Vest (1630–94). The five 8' stops on the Hauptwerk include a Salicional and a Flauta dulcis; the Positiv 
has a Flauta amabile 4'. 
4 Heinrich Mundt (1632–91). 
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Jost Schleich for Amorbach.5 All are evidence of a new set of priorities emerging. Its keenest 
expression is perhaps in Mundt’s concept for his organ in Prague. There, despite the large 
Gothic church interior, Mundt eschewed powerful reeds in the Manual, preferring instead 
delicate colour stops such as the Flauto amabile, the Salicional, and the Quintatön. 

Each of these delicate stops has a distinct character and a unique function that result from 
its particular structural characteristics and the sound phenomena these produce – varied 
qualities of speech, overtone production, spatial presence and tonal power. By the beginning of 
the 18th century, these principles are already considered self-evident in many parts of south and 
central Germany.6 We can recognize in this development an idea of unique individuality, and 
at least as far as Protestant regions are concerned, it is quite clearly both an outgrowth and a 
realization of the Lutheran intellectual heritage.7 

This generates even more new tonal phenomena: for example, we see right away that any two 
individual sound colours can form a pair, and that every pair so formed will result in a new, 
third category of colour and function. Thus, for example, the combination of Gemshorn 
(Spitzflöte) with a string stop (Viola di Gamba or Salicional) led to the Echoprinzipal; the blend 
of Quintatön and Viola di Gamba approaches very closely the colour of the oboe d’amore; and 
a blend of flute and string stops anticipates the tonal colour of the clarinet. 

If, then, organ specifications from 1670 onwards sometimes included up to five 8' stops on 
the same manual, this seems like a veritable provocation for organists to exploit the possibility 
of combining foundational sounds. To do so, however, was to break with an explicit principle 
of traditional registration: the so-called Äqualverbot, which forbade the doubling of registers at 
the same pitch. This led to another new development, which we can call a principle of shading. 
Shading, however, means a reduced aural presence, which has two effects. First, the Baroque 
organ, of all organs, is defined by presence, so that we now are justified in finding within that 
tradition the precursors of the later aesthetic of Empfindsamkeit. Second, the blending of flutes 
and strings resulted in another new tonal innovation, such that the organs around the turn of 

																																																								
5 The organ for the Benedictine monastery in Amorbach by Johann Jost Schleich (ca. 1645–1707). The 
specification is from 1685; the project was realized in 1687. In the Oberwerck (Hauptwerk): Principal 16', 
Quintathön 16', Octav 8', Spitzflöth 8', Großgedackt 8', Quintathön 8', Viol di Gamb 8', Quint 6', Super Octav 4', 
Kleingedackt 4', Coppelflöth 4', Quint 3', Klein Octav 2', Cymbel II, Sesquialter II from c1, Nassat III, Mixtur VI-
V, Posaun 8'. In the Unteren Werck: Flöthen von Holtz 8', Principal in Gesicht 4', Rohrflöth 4', Hohlflöth 4', 
Quintflöth 3', Octav 2', Sesquialtera II, Mixtur IV. In the Subbass: Register von Holtz offen 32', Register von Holtz 
16', Register von Holtz 8', Fagott 16', Posaun 8', Mixtur IV. See Ernst Schmid and Franz Bösken, Die Orgeln von 
Amorbach (Mainz: Schott, 1963), p. 53. Cf. Christoph Bossert, ‘Die Singularität des süddeutschen Klangprinzips 
innerhalb der europäischen Klangstile nach 1670 als Wurzel der romantischen Orgel’, Acta Organologica 32 (2011): 
pp. 35–50. 
6 In central Germany it was especially Gottfried Silbermann who pursued a different ideal, as he had received his 
training primarily from his brother Andreas in Strasbourg, who in turn had studied the classical French style in 
Paris. 
7 To date there have been no detailed studies of this subject. We can assume, however, that the emphasis on 8' 
colour stops had multiple foundations, since Heinrich Mundt, for example, came to Prague from Catholic 
Cologne, while Johannes Vest worked in Lutheran Transylvania. In Thuringia, Lutheran and Catholic traditions 
co-existed peaceably in places such as Erfurt. This is clear, for example, if we look at the Predigerkirche where 
Pachelbel and, later, his student Johann Heinrich Buttstedt worked, which was a Simultankirche, a shared church. 
In the Protestant parts of Thuringia, it seems likely the question of individuality was grounded in the Lutheran 
tradition. Via the Bach circle and other persons with roots in Thuringia – helped, importantly, by specific 
instruments such as the Wiegleb organ in Ansbach – the artistic emphasis on individuality radiated out into the 
south German cultural sphere and reshaped the seventy-year-old paradigm represented by the use of colour stops 
into a new paradigm built on the notion of humans as individuals. Cf. Christoph Reinhold Morath and Hans 
Reil, ‘Die Wiegleb-Orgel: Konzept und Rekonstruktion’, in Festschrift zur Einweihung der rekonstruierten Orgel von 
Johann Christoph Wiegleb, ed. Egert Pöhlmann (Ansbach, 2007), pp. 29–65, especially 38–41. 
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the 18th century make available a sound colour that would not reach the public ear as an 
independent instrument until 1713,8 and would not establish itself in musical life more 
generally until after 1750: namely, the sound colour of the clarinet.9 

If we consider that at this time – when the clarinet colour had been available by blending 
flutes and strings since 1670 – organists, composers and music directors were frequently one 
and the same person, we are bound to conclude that the organ provided an experimental space 
that led to new experiences; a space in which new kinds of sounds could arise, which, 
importantly, laid the groundwork for the new colours offered by the orchestra that was to 
come. This implies something contrary to what is usually assumed: it was not so much that a 
taste for the orchestra rubbed off on the organ, but rather that the specific colours of the 
orchestra could be cultivated in the experimental soil provided by the organ. And this is 
consistent with the fact that the subsequent tonal innovations represented by the orchestral 
crescendo and the classical symphonic style emerged and gained ground not in northern 
Europe but rather in the south, namely in Mannheim and in Vienna. 

2. Sidelight on Ohrdruf and Arnstadt, and their importance in the life of 
Johann Sebastian Bach – Ohrdruf, however, was under Hohenlohe rule, but 
Hohenlohe was a region in south Germany. 

In 1703, the young J. S. Bach was called from Weimar to Arnstadt to examine the Wender 
organ in the church of St. Boniface. The organ, which became Bach’s organ until 1707, has 10 
stops on the Hauptwerk; six out of the 10 are 8' stops. Five of these are flue stops and the sixth 
is a Trompete 8'. The Brustpositiv has three different 4' stops. As a result the two manuals stand 
in a relationship to one another that one could describe as one of pars major and pars minor, 
greater and lesser partners. 

In the immediate neighbourhood of Arnstadt is Ohrdruf. This was the home of Johann 
Christoph Bach, who was 17 years older than his brother Johann Sebastian, and had studied 
with Pachelbel. Beginning in 1695, the young Johann Sebastian lived in his brother’s home 
until deciding to attend school in Lüneburg with his friend Georg Erdmann. 

One reason for this decision was probably the rather unsatisfactory school situation in 
Ohrdruf; in Bach’s time and indeed for generations prior, this was the responsibility of the 
house of Hohenlohe, which had been impoverished by the Thirty Years’ War. (For reasons of 
inheritance, the house of Hohenlohe and the county [Grafschaft] of Gleichen jointly controlled 
the area from the early 17th century until 1805.)10 At that time it was correct to say: ‘The 
preceptors in Hohenlohe come from Thuringia’.11 Conversely, in regions such as Hohenlohe 
Thuringia provided something akin to development help, to rebuild areas impoverished by the 

																																																								
8 The newly invented clarinet, which evolved from the chalumeau, was presented for the first time in 1713 at the 
Musikmesse in Frankfurt am Main. 
9 The first international Max Reger Biennale at Giengen an der Brenz was dedicated to this phenomenon (2006; 
the author served as artistic director). See also Christoph Bossert, Die verlorene Spur (audio book), a portrait of the 
Walcker organ in Hoffenheim (Baden-Baden: SWR Organum Musikproduktion, 2001). 
10 They maintained possession until the Imperial Recess (Reichdeputationshauptschluss) of 1803, after which the 
Franconian areas of the Principality of Hohenlohe, along with the region of Upper Swabia, were transferred to the 
house of Württemberg, as an expression of thanks (or spoils of war) for their military alliance with Napoleon. 
11 See Rosemarie Volz, ‘Johann Adam Ehrlich (1703–84) und Sohn Johann Anton Ehrlich (1742–1824) – zwei 
kunsterfahrene Orgel- und Instrumentenmacher’, in Württembergisch Franken: Jahrbuch des historischen Vereins für 
Württembergisch Franken 79 (1995): pp. 181–222. 
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war. Thus it is no surprise that not only schoolmasters and cantors but also organ builders of 
rank migrated from Thuringia to the Franconian Hohenlohe territories.12 

Why is this interesting? If we can let ourselves be guided by the character of organ stoplists, 
the aspect of a new cultural identity appears significant, specifically the need for a more 
individualized sound. Southern and central Germany are clearly forerunners in this area. For 
another thing, it involves the question of the influence of the Bach family in southern 
Germany. This influence comes above all through the descendants of Johann Christoph Bach 
of Ohrdruf, where we can name five members of the Bach family from that time until the 19th 
century. It was the connection between the south Thuringian county of Gleichen and the 
Hohenlohe lands that brought Johann Heinrich Bach (1707–83), in particular, to Hohenlohe; 
who, after the death of his father Johann Christoph in 1721, grew up in the household of 
Johann Sebastian Bach and became an important copyist. From 1735 until his death, Johann 
Heinrich was cantor at the Stiftskirche in Öhringen. 

 In 1732, Wiegleb had built an organ there, with 26 stops on two manuals and pedal. An 
allegorical description of the organ in the form of a riddle has also been preserved from the pen 
of Johann Heinrich.13 Possibly we can trace the line of a Bach reception in the Hohenlohe and 
Württemberg lands running through Johann Heinrich; it would include Christian Friedrich 
Daniel Schubart (1739–91), also born in Hohenlohe, a prominent organist and improviser of 
the period of Sturm und Drang. In his Ideen zu einer Ästhetik der Tonkunst, Schubart shows 
himself to have possessed deep knowledge about musical life throughout Germany, and, 
although he himself was emphatically a musician of the Sturm und Drang as well as an 
advocate of freedom, Bach and Händel were indisputably his most important role models.14 

																																																								
12 The organ builder Johann Christian Dauphin, a student of Johann Friedrich Wender, set up his shop in 
Kleinheubach in Mainfranken in 1710. Bach’s Wender organ in Arnstadt was finished in 1703. Dauphin thus 
likely worked on the instrument himself. Johann Christoph Wiegleb, a native of Erfurt, relocated with his 
workshop to Wilhermsdorf near Ansbach in 1711. His teachers were Johann Georg Fincke in Saalfeld in 
Thüringia and Adam Ernst Reichard, who had moved to Nürnberg from Thuringia. In 1739, Wiegleb built the 47-
stop organ, his largest, for the Hofkirche of St. Gumbertus in Ansbach. Several members of the Bach family were 
active in Hohenlohe. Of particular note is Johann Heinrich Bach, as he was a part of the Leipzig household from 
1723, following the death of Johann Christoph in Ohrdruf. Johann Heinrich’s brother, Johann Andreas (1713–
99) worked at the Hohenlohe residences in Weikersheim and Langenburg. Johann Wendelin Glaser (1713–83) 
came from the Thuringian exclave of Ostheim vor der Rhön and was active first in Weikersheim and Langenburg, 
then until his death in Wertheim am Main. His surviving compositions include annual cycles of cantatas (about 
300 cantatas in all) and an important Passion setting. 
13 The Wiegleb organ was built only a few years before he assumed the post. The original text of the riddle, 
together with an English translation, is found in the Appendix to this article. 
14 Christian Friedrich Daniel Schubart was born in Obersontheim near Schwäbisch Hall. Like Schiller, he 
criticized the authoritarian power relationships of his day; for this, he had to serve a 10-year prison term (1777–87) 
at Hohenasperg near Ludwigsburg. During this period Schubart wrote his Ideen zu einer Ästhetik der Tonkunst, 
published posthumously in 1806 (Vienna: J. V. Degen). Although he owed his allegiance as a musician to the 
Sturm und Drang movement and the aesthetics of the Bach sons, Schubart never wearies of naming Johann 
Sebastian Bach and Georg Friedrich Händel as Germany’s greatest musicians. Schubart was also a poet; his best 
known poem is Die Forelle (The Trout) – also written during his imprisonment – which was set to music by Franz 
Schubert in 1817. 
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3. Three South German organ builders: 
– Johann Adam Ehrlich: The basic principles of a seven-stop organ 
– Martin Baumeister and his organ in the Maihingen Klosterkirche 
– Johann Christoph Wiegleb and his large organ in the former Hofkirche in  
   Ansbach (St. Gumbertus) 

Two builders competed for the new organ in Öhringen: Johann Christoph Wiegleb and 
Johann Adam Ehrlich from Wachbach near Mergentheim. The job finally went not to Ehrlich 
of Hohenlohe, but to Wiegleb, an immigrant from Coburg. If we consider Ehrlich’s well-
preserved organ in the Protestant Stadtkirche in Bad Wimpfen, however, we see in its sound 
design characteristics that are all typical also for Thuringia at this time: multiple 8' colour stops, 
a pars major–pars minor relationship between the two manual divisions, tierce mixtures, and a 
very convincing marriage of gravitas and delicacy, cantabile and a concertante crispness. 

The example of a small organ in Adolzhausen, built by Ehrlich in 1742, shows how even in 
an organ of only six registers he was able to achieve the essence of all of the important sound 
properties of his much larger organs. The Adolzhausen specification is: Gedackt 8', Quintatön 
8', Principal 4', Holzspitzflöte 4', Quinte 1½' with breaks, Mixtur III-II, probably with a third 
rank 4/5' to f0 corresponding to the compass of the Pedal.15 

Characteristics that apply equally to larger organs by Ehrlich:16 

a) Colour stops: Prinzipal [4'] for power, strings [Holzspitzflöte 4'] for delicacy, a 
Quintatön [8'] as an expressive colour and a Gedact [8'] as an accompanying register.  
All of these can be used as solo stops, including using the 4' stops an octave lower, so 
six options in all; moreover, each stop can be paired with each other stop (ab, ac, ad, 
bc, bd, cd), providing six more options. 

b) Two kinds of plenum: The third rank of the Mixtur III-II which colours the bass to 
great effect, adopts the role of the smallest form of the Grand jeu and functions as a 
surrogate for reed stops; the Quint 1½', in contrast, lightens the bass, giving it 
brilliance, delineation, and the potential for merging with other sounds, and because 
of the 2 2/3' break it moves to a broad cantabile in the treble. Thus, due to the 
different properties of bass and treble created by the Mixtur and the Quint, it is 
possible to distinguish between four different sound ranges altogether. 

c) This supremely differentiated sound then becomes the benchmark for the 
differentiation between the ranges in all kinds of stops, but especially the foundation 
stops. 

Almost perfectly preserved in original condition and with a marvellous sound is the organ in 
the former Klosterkirche at Maihingen, built in 1737 by Martin Baumeister of Donauwörth. 
Here too we find five 8' stops on the Hauptwerk, including two string stops: a Gamba and a 
Salecinal. In addition to the obligatory stop for accompaniment, the Copula 8', the Rückpositiv 
offers a Flauten 8' and an undulating stop, the Cythara. Baumeister included an Octav 4' on 
the Hauptwerk and a Principal 4' on the Positiv, but no 4' colour stops. The Quint 3' and 
Gembshorn 2' on the Rückpositiv both have a delicate character. The Hauptwerk has two tierce 

																																																								
15 The Pedal probably originally was not an independent division but only a pull-down. See Robert Kopf, ‘Der 
Orgelbauer Johann Adam Ehrlich’, Diplomarbeit, Musikhochschule Trossingen, 2006. 
16 Christoph Bossert, ‘Der Klangstil des Orgelbauers Johann Adam Ehrlich im Kontext des spätbarocken 
Orgelbaus in Süd- und Mitteldeutschland’, Musik in Baden-Württemberg 10 (2003): pp. 249–62. 
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mixtures, which because of their polychoral breadth on the one hand, and two-voiced leanness 
on the other, can be deployed in the plenum and as a solo stop, respectively. A solo in the 
tenor, in particular, has a powerful effect. A plenum without a third rank is only possible by 
using the Mixtur on the Rückpositiv; thus, a grand plenum without the third can only be 
achieved by coupling the manuals. The Pedal goes up to a0 and, like the manuals, has split 
sharps sounding D/F-sharp and E/G-sharp. The Pedal has no reeds. Among the four Pedal 
stops, the Quinte 6' can be used to develop an effect of substantial gravitas. 

The inclusion of the Quint 6' in the Pedal led seamlessly to the type of Violonbass 16' stop 
later used by Walcker and his school, where the Violonbass was realized by using two pipes of 8' 
and 6' lengths glued together. Wender and Dauphin did something similar, though on the 
Hauptwerk, with a Quint 6' and no 16' foot stop.17 This insight can indeed be exploited to such 
an extent that, for instance, Ehrlich has one of his mixtures break back to 3 1/5' at c1. This 
creates a very special effect in homophonic textures, where the real 16' region is taken over by 
the Pedal; the tenor register sounds like a 16' while remaining very lean. Contributing to the 
effect is the fact that the Posaune produces a strong third overtone at 3 1/5' pitch and thus 
seamlessly connects to the highest sound; that is, the Mixtur. 

Wiegleb’s largest organ, in St. Gumbertus in Ansbach, built in 1739, is something different 
yet again, but still with an eye toward the 8' colour stops, the pars major–pars minor relationships, 
the tierce mixtures, and the properties of gravitas, delicacy, cantabile and concertante crispness. 
The organ is of a size with the Hildebrandt organ in Naumburg, but departs from it in its 
deployment of 8' colour stops in all three manual divisions. Hildebrandt emphasizes the 8' 
colours explicitly only on the Rückpositiv. Hildebrandt’s concept for the Oberwerk follows an 
idea of Gottfried Silbermann’s, with the same gapless spectrum of partials from 8' to 1' that 
Silbermann used, also on the Oberwerk. We can understand Hildebrandt’s Hauptwerk as 
balancing horizontal and vertical elements against one another: a variety of 8' stops against the 
development of the overtone series. Comparing Johann Christoph Wiegleb, from Heldritt bei 
Coburg, with Hildebrandt, the Silbermann pupil from Silesia, we can conclude with regard to 
Wiegleb’s large organ in St. Gumbertus that the Werkprinzip, with subdivisions Haupt-, Mittel-, 
and Oberwerk, is certainly still identifiable in the façade, but in terms of the sound design, 
other considerations take priority. We could almost, if we imagine all the manuals coupled 
together, think of Wiegleb’s organ as a giant one-manual instrument that, thanks to various 
correspondences of tone colour, can also open out into two or three manuals, each with its own 
distinguishing characteristics. Within the bounds of the three manuals, however, the Echo can 
be swelled on its own, thus leading a separate existence, with the effect that on the manuals, 
divisions in four sizes are now available. 

The principle of contrasting divisions now has to be acknowledged as secondary or even 
dispensable; and this is further evidenced by the swell on the Echo stop. This is a five-rank 
Mixture from 8' to 1 3/5', non-breaking, with a narrow scaling; on the one hand, it indeed aims 
at a near-and-far effect; on the other, since it is not built under expression, it is conceivable that 
it could be used to dynamically shape an ornamented solo voice.18 

																																																								
17 Georg Joseph Vogler (1749–1814), called Abbé Vogler, made this property the foundation of his so-called 
Simplifikationssystem, using Tartini’s discovery of combination tones as a point of departure. His purpose was 
especially to replace expensive, large stops requiring high wind pressure with acoustic stops that made 32' and 16' 
pitches audible as combination tones. 
18 One reason for this peculiar feature might be the close familial relationship of the house of Brandenburg-
Ansbach to the English royal family. In England in the time of Händel, as also much earlier in Spain, swellable 
solo stops were far from uncommon. See Morath and Reil, ‘Die Wiegleb-Orgel’. 
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4. The Schmahl–Fries–Walcker lineage and the organ in Hoffenheim 
Alongside the names of Ehrlich, Baumeister, and Wiegleb stands another equally notable organ 
building family: the Schmahls, who were active throughout South Germany. The first organ 
builder in the family was Johann Michael Schmahl (1654–1725) from Kamenz in Saxony, with 
whom Ehrlich also trained after finishing his education in Würzburg. The Schmahl workshop 
in Heilbronn was taken over by Simon Fries; Johann Eberhard Walcker (1756–1843) trained 
with Fries. Johann Eberhard Walcker was the first member of an organ building dynasty that 
developed worldwide influence in the 19th century under his son, Eberhard Friedrich Walcker 
(1794–1872). 

An 1845 organ by Eberhard Friedrich Walcker in Hoffenheim, Baden is preserved 
completely in its original state. Its sound is quite remarkable. A recent audio book, Die verlorene 
Spur, discusses the quality of universality displayed by this 28-stop organ, and draws 
comparisons between its sound colours and those of the Ehrlich organ in Bad Wimpfen, built 
over 100 years earlier.19 Very briefly, here are some points to note: 

• For certain stops like the Viola da Gamba 8' or the Spitzflöte 4', strong similarities are 
apparent between Bad Wimpfen and Hoffenheim. 

• Walcker goes further than the Baroque models in making a distinction between more 
penetrating strings and markedly softer ones: the Holzharmonika, as an echo of the 
Gambe, and the Dolce, as an echo of the Salicional, move into pianissimo territory. 

• Another notable similarity is the way the two organs apply a principle of sound transfer 
between stop families: from principals to flutes to strings to reeds. Walcker extends the 
Prinzipal 8' on Manual II with a Spitzflöte 4' and a Flautino 2'; the effect is a sound that 
wavers between principal and flute, and a seamless transition to the flutes. In the bass, 
Walcker makes the Traversflöte sound similar to a Dolce 4', thus enabling a similarly 
seamless transition from flutes to strings. With sensitive handling of the Windschweller, 
the Physharmonika can be added seamlessly to the quietest string stop, the 
Holzharmonika, and when the swell is fully opened it can even transition to the 
Trompete. The Trompete and the tierce mixture filled out with just a few stops produce 
a definitely Classical effect of a Grand jeu. Adding more stops gives the full plenum. In 
the absence of the Trompete, the Mixtur crowns the principal chorus. The Octave 2' on 
the Hauptwerk is very bright and thus in some measure fills the function of a Cymbel. 
Finally, the relationship of Prinzipal and Spitzflöte on Manual II brings us full circle. A 
similar circle of relationships can be described for the Bad Wimpfen organ. 

• A further particular point of similarity to Ehrlich’s sound concept is the inclusion of a 
mixture with third ranks as a matter of course. In contrast to the five distinct uncoupled 
plenum registrations that Ehrlich provides, however, the option for a tierceless plenum 
is the one part of Walcker’s specification that actually appears underdeveloped. 

• In contrast to Ehrlich in Bad Wimpfen, Walcker provides manual reed stops, among 
them the Physharmonika, whose Windschweller gives it dynamic variation. This register 
makes it possible to achieve the most varied combinations of delicate 16', 8', and 4' 
colours, with the Holzharmonika as a starting point. Such combinations not only 
represent contemporary practice in the period around 1850, but also look far ahead to 
the late Romantic period. 

																																																								
19 Bossert, Die verlorene Spur. 
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• Moreover, the Walcker organ in Hoffenheim remains true to its Baroque predecessors 
as regards the inner mobility of its sound. This mobility is made possible by the way that 
the distinctly delayed speech of especially the string stops, combines with the somewhat 
quicker speech of stops like the Traversflöte 4'. Because the initial transient phases have 
different speeds, but also due to the interaction between transient (thus crescendoing) 
and decaying (decrescendoing) sound processes, the result is an enormously 
differentiated set of sound events, on a microscopic time scale. The mechanical cone 
chest allows the organist to actively influence this behaviour, reacting to and layering 
the sounds. By a judicious handling of the attack that may include everything from 
small movements of the fingers to the application of the full weight of the arm, the 
organist can convey every dynamic level to the listener as an immediate physical 
sensation. In this respect, we can say that an organ of this type fulfills an ideal pursued 
since the Baroque period: to move the listener, affectus movere. 

5. The late Romantic Link organ in Giengen an der Brenz (1906) still follows 
Schmahl’s scalings 

With their 51-stop organ in Giengen an der Brenz from 1906, still very well preserved, the 
Gebrüder Link created a masterpiece. The instrument extended the principles of the Walcker 
organ further in two directions. First, we can detect a distinct awareness of musical styles with 
respect to Baroque genres such as the trio sonata with obbligato pedal all the way to the French 
Grand jeu, drawing on the builders’ experiences especially of Upper Swabian Baroque organs of 
the type built by Gabler, Riepp, and Holzhey, and transforming them into something more 
universal.20 Second, in the Giengen organ the character of the Viola da Gamba has evolved into 
a ‘Stentorgambe’, the Flauto into a ‘Stentorflöte’, and the Trompete into a ‘Tuba mirabilis’, all 
supported by a massive Prinzipalbass 32' in the Pedal and a Principal 16' on Manual I. We 
could go so far as to say that only about a dozen out of all the stops contribute to the tutti; all 
the others follow the south German concept of a plethora of 8' stops and support a rich colour 
in delicate registrations. 

In contrast to Hoffenheim the pneumatic action in Giengen gives the organist no 
opportunity to shape the speech of the pipes. Still, even on this organ, it seems quite possible to 
tell the difference between a player with a sophisticated touch and one without. How is that 
possible? 

For one thing, the Gebrüder Link made every effort to differentiate the initial transient 
phases of the various registers. Aside from this, however, the organist needs to be able to 
perceive the dynamic development of the tone – for in no case does a pipe ever sound at full 
strength from the first instant. This can be demonstrated with a simple test: draw one stop, 
preferably a string stop, and play one note with as short a touch as possible. Then lengthen the 
touch in very small steps. The loudness of the tone will constantly increase, up to a certain 
point. An organist can learn how to evaluate the specific potential of each pipe and how to 
exploit that potential fully. This could entail, for instance, interrupting the developing tone 
through articulation at a suitable point, in this way creating a varied, dynamically plastic, almost 
palpable sound, in spite of the pneumatic action. In addition, the dynamic capabilities of the 

																																																								
20 Joseph Gabler (1700–71), who was trained in Mainz, was influenced solely by south German tonal principles. 
Karl Joseph Riepp (1710–75), however, though he was born in Ottobeuren in Upper Swabia and worked there 
later, also worked in both the organ building and the wine trade in Dijon, and thus brought new French sounds to 
South Germany. Riepp, therefore, but also and especially his pupil Johann Nepomuk Holhzey, are responsible for 
a new style that synthesized French and German influences. We see a similar style in the work of the Stumm 
brothers of Hunsrück, which however arose quite independently. 
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swell can be exploited, along with the addition or subtraction of stops. If the player is able by 
such methods to purposefully create relationships between the overlapping dynamic levels 
produced by the transient and decay phases of the tone, the register crescendo, and the swell, 
and thus to govern the most various sound processes, then the crusade against the pneumatic 
organ which has dominated much of the 20th century would seem rather unreasonable. 

6. The Hochschule für Musik in Würzburg: The Lenter organ on the 
Hoffenheim model 

In early 2012, Orgelbau Lenter completed a very special organ for the Hochschule für Musik in 
Würzburg, based on input from the author.21 The organ is built with mechanical cone valve 
chests with 11 stops on three manuals and pedal. Four of these stops are available on both the 
second and third manuals, in a principle similar to that of a twin slider chest (a Zwillinglade or 
Wechselschleife, but here a ‘Wechselkegel’). There is only one pedal coupler to the third manual. 
This can also be used as an octave coupler. The organ has no pipes in the façade. It has three 
swells, two for the second and third manuals and one ‘echo swell’ as a general swell enclosing 
the entire case. This makes it possible both to create a true pppp and also to let the full organ 
sound indirectly, which is especially effective in the rather restricted space. 

 
Specification 
Manual I: Salicional 16'*, Viola da Gamba 8' 
Manual II: Gemshorn 8', Spitzflöte 4' 

with III: Gedackt 8', Salicional 8', Labialklarinette 8'**, Flauto traverso 4' 
Manual III: Nasard 2 2/3' as well as 

Gedackt 8', Salicional 8', Labialklarinette 8', Flauto traverso 4' 
Pedal: Violonbass 16'***, Gedackt 8' 
Couplers: II/I, III/I, III/II, III/P, III 4'/P 
 
* Bass octave: Gedackt 16', Dolce 8' 
** Quintaton 8' and Gamba 8' 
*** Transmission Salicional 16' 

 
In conclusion, we ought to mention at least a few of the very many possibilities offered by this 
organ: 

• The organ stands in a small room that can hold 15 people at most. The voicing is 
enormously varied. Every stop has its own individual character. The model for the 
sound and specification is the organ in Hoffenheim, but this organ has been adapted to 
fit a very different kind of space. 

• The specification is designed so that each manual can display an individual character: 
the first manual using strings, the second conical stops, the third flutes up to 2 2/3'. 

• For a pedal solo, the organist can use the Koppel III 4'/P to reach up to 1 1/3' pitch, 
thus producing the sound of a Pedal mixture. The Labialklarinette at 8' and 4' pitch 
adds colour and power. In this manner it is even possible to realize Bach’s six-voice 
ricercare Aus tiefer Not schrei ich zu dir from the third part of the Clavier-Übung obbligato 
without any overlapping of voices. In this case Manual I and II are coupled, with the 
Salicional 16', Gamba 8', Gemshorn 8' (possibly with the addition of the Salicional 8') 

																																																								
21 Design and construction led by Markus Lenter, voicing by Gerhard Lenter. 
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and Spitzflöte 4' sounding, and these are set against all the rest of the stops on Manual 
III and the Pedal, including both Pedal couplers. 

• Experience has shown that Baroque repertoire sounds just as authentic to the listener as 
does Romantic or modern repertoire. 

• An early Baroque ricercare with a Gemshorn 8' and Salicional 8' registration is 
practically indistinguishable from a Principal 8'. Only the equal temperament does not 
suit the style. A Bach trio sonata can provide the sounds we have come to love from 
instruments such as the 1730 Trost organ in Waltershausen, thanks to combinations 
using the Labialklarinette or the Flauto traverso. Schumann’s Skizzen für den Pedal-Flügel, 
op. 58, have just as authentic an effect as Reger’s Chorale Preludes, op. 79b. But – and 
this is almost miraculous – the organ also makes it possible to perform a large chorale 
fantasia such as Reger’s Wie schön leuchtet der Morgenstern. The player can go from 
pianissimo all the way to forte and back again with just a few hand motions. 

7. Summary and final claim: Of all the European musical styles, it is the 
singular sound ideal of the southern German Baroque that became the germ 
of the Romantic organ. 

I have previously suggested22 that for the period after 1670, we must proceed on the assumption 
that the appearance of multiple 8' stops on a single manual and the presumed exploitation of 
the opportunities afforded by these stops, not only singly but also in combination, marked the 
emergence of a new sound ideal tied to the territory of the southern and central German 
cultural sphere. This new sound ideal distinguished itself from all regional styles of that time 
and initiated a paradigm shift that would continually and decisively shape the entire period up 
until the emergence of the Orgelbewegung in the 1920s, when it encountered massive 
opposition. Only very recently has this ideal been re-evaluated and begun to find expression in 
new organ projects – though still only a few. 

It is impossible not to conclude that the adherents of the Orgelbewegung were perfectly aware 
of the Romantic potential of the South German organ, since they advocated for it much less 
than for the North German organ, which they extolled as the yardstick by which all else had to 
be measured – cum grano salis! 

In future years, the artistic-scientific discourse will surely have as a very important concern to 
address those sound potentials which particularly support the tonal ideas of J. S. Bach on 
combinations and shading and are devised to produce the so-called ‘fremde Wirkung’ (‘strange 
effect’): to bring those potentials back into general awareness and return them to their rightful 
place.23 

The same must also apply to the complete rehabilitation of the mechanical cone valve chest 
as a complement to the slider chest. In that connection, we ought to remember that the view of 
the cone valve chest as exclusively associated with Romanticism, which is almost universal, is 
too restrictive. It is a result of the circumstance that stop-channel wind chests have only been 
preserved starting with Walcker’s Romantic organs with cone valve chests, but in fact, the 

																																																								
22 Bossert, ‘Die Singularität’. 
23 Johann Adolf Scheibe coined the phrase ‘fremde Wirkung’. Scheibe – the son of a Leipzig organ builder – was a 
composer and music critic who accused Bach in 1739 of having a ‘confused’ compositional style upon the 
publication of the Clavier-Übung III. By ‘fremde Wirkung’ he meant the effect of pulling multiple stops at the same 
pitch, as, for instance, the combination Principal 8', Quintatön 8', Viola di Gamba 8' and Rohrflöte 8'. See 
Bossert, ‘Die Singularität’. 
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history of stop channel chests actually dates back to the Baroque era, to 1752.24 In contrast to 
the situation in North Germany, in southern and Central Germany the stop channel chest was 
the logical response to a growing need in the middle of the Baroque period for combinations of 
sounds and shading in connection with the use of multiple 8' stops. Making the wind more 
stable was a significant side effect. 

Finally, we need to appreciate anew the large and ultimately very unified line of development 
of the south and central German organ, regional and individual variations notwithstanding, 
from about 1670 until the first World War as a significant contribution to the history of organ 
music, where Bach and Reger are the most noteworthy cornerstones. 

 
Translated from German by Robin Blanton and Tilman Skowroneck. 

 
 
 
 

																																																								
24 Johann Carl Sigmund Haussdörfer (1714–67) built organs that featured stop channel chests, for example in 
Blaubeuren, Esslingen, and Tübingen. He was a second-generation pupil of Gottfried Silbermann and had his 
workshop in Tübingen.  
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Appendix  
Allegorical description (in the form of a riddle) of the organ of the Stiftskirche 
in Öhringen, by its organist, Johann Heinrich Bach 
Source: URL{https://www.landesarchiv-bw.de/web/43294] accessed December 2, 2016. 
 
Original: 
INSCRIPTION/Auf/Das Neue Werck 
Bin ich gleich jetzund todt/bestehet doch mein Wesen: (a) 
All meine Gebeine (b) sind ohne Adem/Fleisch und Haut/ 
Und bleibet doch ein Leib. Mein Geist ist auserlesen/ 
Er geht durch alles (c) durch/auch alles er beschaut. 
Hab werde Zung noch Mund/und sprech doch alles nach. 
a LEGRO (d) heist mein Nam. Nun rath/was ich seyn mag? 
  
(a) Die gantze Höhe des Wercks bestehet in 30. Schuhen, die Breite aber in 27. Schuhen. 
(b) Sind 1700 Pfeiffen, sowohl Zinnerne als Hölzerne. Von dene Zinnern ist die größte 10. und einen halben 

Schuh hoch; die Hölzerne 16. Schuh, zusammen nur 110 sind, die übrigen alle Zinnerne. 
(c) Durch 26. klingende Register, und durch 6. Neben-Züge. 
(d) Rückwärts: ORGEL. 
 
Translation: 
INSCRIPTION/On/The New Work 
I will soon be dead/but my essence lives on: (a) 
All my bones (b) are without breath/Flesh and skin 
Yet still make a body. My spirit is exquisite/ 
It penetrates everything (c)/and it contemplates everything. 
It has neither tongue nor mouth/yet still enunciates everything. 
a LEGRO (d) is my name. Now tell me/what I might be? 
 
(a) The whole height of the organ is 30 feet, the width only 27 feet. 
(b) There are 1700 pipes, both of tin and of wood. Of the tin pipes the largest is 10 and a half feet high; the largest 
wooden is 16 feet, altogether there are only 110 wooden, the rest all of tin. 
(c) With 26 sounding stops and 6 toy stops. 
(d) Backwards: ORGEL (‘organ’). 
A stoplist follows. 
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Understanding the German 
‘Modern Organ’ 

Hans Fidom 

Now that the impressive Organ Acusticum in the magnificent concert hall at Piteå has been 
inaugurated, the question, of course, is what music we might make on it. This essay aims at a 
better understanding of one of the historical organ types that served as a source of inspiration 
for the Piteå project: the 19th-century German organ. As readers may know, this organ type was 
neglected for much of the 20th century, being incompatible with the Baroque models favoured 
increasingly since the 1920s. Now, however, we are once again allowed to like the organs of 
Friedrich Ladegast, Wilhelm Sauer, and Oscar Walcker – to name just a few of the main 
builders in this field. If their instruments ‘feel’ strange to organists, that is quite 
understandable, for the main question that organists tend to ask about this type of organ has 
been answered only rather ambiguously so far, and even recent musicological work on the 
organ does not agree on the answer. The question is: how are we to interpret the abundance of 
8' stops in these organs; how does their sound structure ‘work’? 

The first step towards an answer is deciding to eschew the term ‘Romantic’. It is far too 
imprecise. Fortunately, history has handed down to us a useful alternative. Writers at the time 
generally spoke of ‘the modern organ’, while using ‘the old organ’1 to pejoratively2 refer to any 
organ built before, say, 1830.3 

I will first illustrate the way organ experts in recent times have referred to the sound 
structure of ‘the modern organ’ by discussing some of the most relevant publications. After 
that, I will address a selection of primary sources, including texts, scores, and the organs 
themselves. 

																																																								
1 The most explicit titles in this respect are Die moderne Orgel: Ihre Einrichtung, ihre Bedeutung für die Kirche und ihre 
Stellung zu Sebastian Bach’s Orgelmusik, by the Berlin organist Otto Dienel (Berlin: Verlag des Bibl. Bureaus, 1891); 
and Die moderne Orgel in wissenschaftlicher Beleuchtung, by Karl Lehr (Leipzig: Voigt, 1912). Cf. Hans Fidom, Diversity 
in Unity: Discussions on Organ Building in Germany between 1880 and 1918 (Dieren: KNOV, 2002), p. 140. 
2 Both terms convey in a nutshell the faith in an ever-better future that so characterized Europe in the 19th 
century, and was brought ruthlessly to an end by the First World War. Organ concepts like the one at Piteå seem 
to at least suggest a 21st-century version of that confident outlook. Other examples include the organ at 
Kunststation St.-Peter in Cologne (2004); the prototypes built by Peter Kraut at Bern as part of the Innov-Organ-
Um project initiated by Daniel Glaus at the School of Music in Bern (2006); the Modulorgue designed by Daniel 
Birouste and Michaël Fourcade in Aspiran, France (first installation in 2007); and the software designed by the 
Düsseldorf-based firm Sinua for the digital consoles of the Sauer organ at the Orgelpark in Amsterdam (2011) and 
the St Peter and Paul Church in Ratingen, Germany (2012). I might also mention the ‘Fokker-Huygens’ organ at 
the Muziekgebouw in Amsterdam, an instrument with 31 pipes and keys per octave, built in 1950, restored and 
given a digital console in 2009. See Randall Harlow, ‘Recent Organ Design Innovations and the 21st-century 
“Hyperorgan”’,www.huygens-fokker.org.  
3 There are several reasons for choosing this year. To name two: In 1833, Johann Gottlob Töpfer published the 
first edition of Die Orgelbau-Kunst nach einer neuen Theorie dargestellt und auf mathematische und physikalische 
Grundsätze gestützt. In the same year, Eberhard Friedrich Walcker built the organ in the Paulskirche in Frankfurt, 
which would prove a landmark in the history of German organ building (see Paul Peeters, ‘Walcker and Cavaillé-
Coll: A Comparison’, in this volume, p. 49f). 
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20th-century perspectives on ‘the modern organ’ 
I have already suggested that we no longer despise ‘the modern organ’ as vehemently as was 
common in the mid-20th-century. Yet a peculiar effect of this attitude still blurs the way we 
interpret the ‘modern organ’ concept. The traditional idea that organs have ‘choruses’, such as 
a ‘principal chorus’ or a ‘flute chorus’, is apparently so strong that even experts have trouble 
seeing that the ‘chorus’ concept is probably not the most suitable tool for analysing the sound 
structure of ‘modern organs’. I shall give two examples. 

In 2004, Alexander Koschel published a highly informative book on the Ladegast organ 
building family.4 It was accompanied by an impressive series of CDs, providing an exhaustive 
overview of the organs built by Friedrich Ladegast (1818–1905), one of the ‘founding fathers’ of 
‘the modern organ’. Articulating some ‘general characteristics’ of his work, Koschel mentions 
that Ladegast organs stand out for producing a ‘full, yet not obtrusive principal sound’, or 
‘Prinzipalklang’, which may be made ‘transparent’ with ‘one or two Mixtures’. Koschel explains 
what he means by ‘Prinzipalklang’ by stating that this ‘powerful principal plenum’ has strong 
connections to the 18th-century instruments of the Saxon organ builder Gottfried Silbermann.5 
Large organs, says Koschel, also provide a separate ‘Prinzipalchor’ on the second manual with 
the ‘Geigenprinzipal [8'], Oktave [4'] and Mixtur’.6 Consequently, Koschel suggests that 
Ladegast designed his organs according to ‘the Baroque Werkprinzip’. Only the upper manual, 
in his view, departed from that principle, since it had to function as a ‘Zusatzmanual’, i.e. a 
manual that provided some extra stops.7 

The registration examples that Ladegast published for his organ in Tallinn (Estonia) in 1879 
indeed document that the upper manual was meant to provide delicate sounds; but they do not 
offer evidence for using 18th-century registrations on the other manuals, where a principal 
plenum sound was sometimes desired. The examples might hint at a trace of 18th-century 
registration aesthetics in the combination of Principal 8', Octave 4', Gemshorn 4', Trompete 8', 
and Bordun 16' that Ladegast said might be used at Christmas or ‘similarly important holidays’. 
As Hermann Busch has pointed out though, one should not forget that such registrations also 
included all the manual and pedal couplers.8 The registration mentioned was thus part of a 
larger one that included four extra 8' stops, two extra 4' stops and one 2' stop on Manuals II 
and III, rendering any Baroque effect from the combination of Principal 8' and Octave 4' hardly 
– if at all – noticeable.9 
																																																								
4 Alexander Koschel, Im Wandel der Zeiten: Die Ladegasts und ihre Orgeln (Friedrichshafen: Fagott, 2004). 
5 This idea might have come from Albert Schweitzer, who opened a 1958 letter to Hans-Günther Wauer, organist 
on the Ladegast organ in Merseburg, thusly: ‘I think Ladegast is the most important organ builder in Germany 
after Silbermann, whose tradition he continues’ (‘Ich halte Ladegast für den bedeutendsten Orgelbauer 
Deutschlands nach Silbermann, dessen Tradition er fortsetzt’). Koschel, Im Wandel, pp. 38–41. 
6 ‘Klanglich zeichnet die Orgeln ein voller, jedoch nicht aufdringlicher Prinzipalklang aus, der je nach Größe der 
Orgel durch ein bis zwei Mixturen durchsichtig gemacht und mit einer Quinte, einer Doublette und bei größeren 
Orgeln auch einem Cornett voll ausgebaut ist. Dieses ganz in der sächsischen Silbermann-Tradition stehende 
kräftige Prinzipalplenum weist allerdings nur wenige hohe Mixturchöre auf, welche in den späteren Werken 
gänzlich verschwinden. Bei den großen Orgeln hat in der Regel auch das erste Nebenwerk einen Prinzipalchor mit 
Geigenprinzipal, Oktave und Mixtur, wobei hier zumeist eine leisere Mixtur wie die Progressiv Harmonika 
vorkommt. Weitere Nebenmanuale sind oft mit der noch weicheren Harmonia aetherea disponiert’. Ibid., p. 89. 
7 Ibid., p. 94. Hermann Busch says that Ladegast had two two-manual concepts: larger organs were built with an 
‘Oberwerk’ that sometimes had as many stops as the ‘Hauptwerk’, whereas smaller organs had a much smaller 
‘Schwellwerk’. See Hermann J. Busch, ‘Friedrich Ladegast – Meister der alten Schule’, Ars Organi 53 (2005), pp. 
144–53. On p. 149 he gives several examples of each of these two-manual types. 
8 Busch, ‘Ladegast’, p. 151: ‘Alle Registrierungen sind ganz offensichtlich so zu verstehen, daß sämtliche Manual- 
und Pedalkoppeln immer gezogen sind’. 
9 Koschel, Im Wandel, p. 99. Busch, ‘Ladegast’, p. 151, mentions additional examples. 
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My second example is Hermann Fischer’s valuable and well-documented 2011 book on the 
Steinmeyer family, another leading organ building dynasty in the history of ‘the modern organ’. 
Fischer presents Steinmeyer’s specifications by categorizing the stops into ‘Klanggruppen’ 
(‘sound groups’): ‘Principalstimmen’ (principals), ‘Farbchor’ (‘colour stops’, i.e., all flute and 
string stops), and ‘Zungen’ (reeds); later, he refines the term ‘Farbchor’ by distinguishing 
between ‘strings’ and ‘the flute group’.10 It is interesting to see that the specifications themselves 
provide ample evidence for questioning this approach – Fischer hints at this himself, observing 
that organs with more than seven stops always have the ‘“Trias” Principal–Gamba–Gedeckt’ on 
Manual I, and that the Salicional 8' and Flute 8' appear to be standard stops on Manual II.11 
Nonetheless, he avoids ever explicitly suggesting that it would have been common practice to 
combine these stops, let alone that this combination, and not the ‘principal chorus’, might have 
been the backbone of the sound structure of Steinmeyer’s organs. 

In this connection it is also interesting to look at Urs Fischer’s impressive analysis of the 
aesthetics of German organs in the second half of the 19th century. According to Urs Fischer 
(whose work was published in 1993, before that of Hermann Fischer), contemporary experts 
defined the sound of ‘the modern organ’ in terms of three main characteristics: ‘Tonmasse’ (all 
the sounds of an organ should blend into one sound), ‘Grundton’ (basic pitch), and 
‘Klangfarbe’ (sound colour). Furthermore, Urs Fischer observes that organ experts separated 
into two different groups at the end of the 19th century: a ‘traditional’ group and a ‘modern’ 
one. The traditional group advocated designing sound colours by combining stops, while the 
modern group championed the idea that stops should produce convincing sound colours all by 
themselves. So far, the story seems straightforward enough; but then Urs Fischer suggests that 
the taste of the traditionalists as they searched for sound colours also included ‘the principal 
plenum’.12 Again we have to ask: where does this habit of including such a pre-modern category 
in analyses of ‘the modern organ’ come from? The question is of particular interest since the 
‘modernists’ did not really succeed in taking over the leading position from the ‘traditionalists’. 
Yes, their ideas resulted in inventions such as high pressure stops, but these were eventually 
regarded as merely yet more extra features of ‘the modern organ’, leaving the ‘traditionalist’ way 
of combining stops ample room to accompany the development of ‘the modern organ’ until at 
least the First World War.13 

																																																								
10 Hermann Fischer, Die Orgelbauerfamilie Steinmeyer (Berlin: Pape Verlag, 2011), pp. 147, 150. ‘Die Principale sind 
mit Geigenprincipal 8' ständig, bei größeren Werken auch mit Octav 4' und einer Mixtur deutlich markiert, aber 
stark hinterlegt durch Streicher in der 16'- und 8'-Lage. Die Flötengruppe reicht vom 8' – bis zum 2’ mit der 
häufigsten Besetzung Tibia-Traversflöte-Waldflöte; Gedackte sind mit Ausnahme des Lieblich Gedeckt 8' kaum 
vorhanden, selten auch Aliquote und Cornett’ (p. 150). 
11 Ibid., pp. 147, 149–50. ‘Grund- und Ausgangsregister ist immer ein Streicher (Salicional). Bei den Kleinwerken 
gesellt sich eine offene Flöte 8’ dazu’ (p. 150). 
12 Urs Fischer, Der deutsche Orgelbau in der zweiten Hälfte des 19. Jahrhunderts (Michaelstein/Blankenburg: Institut für 
Aufführungspraxis, 1993), p. 76: ‘Auf der einen Seite standen die Befürworter einer traditionellen 
Klanggestaltung, die die Vielfalt der Klangfarben als Resultat eines mensurenmässig breit angelegten, aber 
konsequenten Aufbaus des vollen Werks sahen, wobei das Prinzipalplenum mehr oder weniger stark gewichtet 
sein konnte. Auf der anderen Seite befand sich eine Gruppe von Orgelbauern und Theoretikern … , die die 
Klangfarbengestaltungen auf “natürliche” und nicht auf synthetische Weise bewerkstelligen wollten, indem sie … 
Grundregistern zu schaffen suchten, denen die Obertöne nicht nachträglich hinzugefügt werden mussten’. 
13 Which of course makes it questionable to call that ‘traditionalist’ at all. 
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Figure 1. Eberhard Friedrich Walcker (1794–1872) was, like Friedrich Ladegast, a ‘founding father’ of 
‘the modern organ’. His instrument at the Paulskirche in Frankfurt, built in 1833, was particularly 
influential. Eberhard Friedrich’s grandson Oscar (1869–1948) designed the latest ‘versions’ of ‘the 
modern organ’; influenced by the ideas of Emil[e] Rupp, Walcker added elements borrowed from 
builders such as Silbermann and Aristide Cavaillé-Coll to the concept of ‘the modern organ’ – leaving, 
to be sure, the backbone of ‘the modern organ’ untouched. Walcker organs such as the one at St. 
Michaelis, Hamburg, built in 1912 (163 stops), hence mark the end of the era of ‘the modern organ’. 
Walcker was assigned to build a smaller version of the Hamburg organ, approximately half as large, in 
Rotterdam (Nieuwe Zuiderkerk, photo; inaugurated in 1916, this organ still survives at Doesburg, 
Martinikerk, where it was inaugurated in 1972). Interestingly, he did so by leaving out the majority of 
the stops that made the Hamburg instrument into such a ‘new’ instrument. Thus, the Rotterdam organ 
reveals that Walcker’s aesthetic with regard to the basic organ sound remained compatible with the 
concept of ‘the modern organ’. As a consequence, the sound advocated by the Alsatians was not so 
much a precursor to the organ sound advocated by the Orgelbewegung in the 1920s as it was an 
expression of the last stage of the development of the 19th-century German organ, if not its 
consummation.14 Photo from sleeve of LP Orgel Nieuwe Zuiderkerk (Canto di Vangelo LP101, 1969). 

																																																								
14 Hans Fidom, ‘Het kleine reuzenorgel van Nederland: Een mijlpaal in de Europese orgelgeschiedenis’, in 
Orgelreform in Nederland: Het orgel van de Grote of Martinikerk te Doesburg, ed. Willem Jan Cevaal (Zutphen: Walburg 
Pers, Rijksdienst voor de Monumentenzorg, 2003), pp. 15–112. 
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Part of the answer may be found in the many discussions on organ building that accompanied 
the development of the German ‘modern organ’.15 As soon as Hermann von Helmholtz had 
shown that sound colour was dependent on the relative amplitude (volume) of the respective 
overtones (harmonics16) in a given sound,17 organ builders, organists, and other experts 
recognized that they had been handed a scientific tool for understanding organ specifications. 
A nice example of the way Helmholtz’s theory could be mixed with traditional organ building 
principles is the way Salomon Kümmerle addresses registration practices in his Encyclopädie der 
evangelischen Kirchenmusik. It is obvious to him that octaves, mutations, and mixtures should be 
combined with the basic Principal 8' in order to reinforce its first overtones, whereas stops like 
the Gedackt and Bordun should reinforce the fundamental frequency. According to Kümmer-
le, both systems represented the skeleton of the organ’s sound, which of course needed to be 
fleshed out by adding flutes, strings, reeds, etc.18 That this theoretical concept conflicted with 
everyday organ building practice is documented in the rules published by organ builder Ernst 
Fabian in 1882. Fabian’s Rule 6 says: ‘The Octave of the Principal should be taken as its first 
overtone’. Rule 7 says: ‘Further doubling of the overtones should be very moderate in fact and 
be voiced without any sharpness’.19 In other words: pipes, at least those belonging to higher 
stops intended to reinforce the overtones of other stops, should ideally not produce overtones 
themselves. Followed ad absurdum, this principle would mean that all these stops would sound 
exactly the same. Even if that were possible, no organ builder would ever take such an idea 
seriously.20 

Remarkably enough, a rather convincing solution to the question of the extent to which 
Baroque organ building principles might be used to analyse 19th-century organs was developed 
as early as the 1960s. In Romantischer Orgelbau in Deutschland, published in 1965, Wolfgang 
Metzler discusses organist and organ expert Hans Klotz’s criticism of the Gabler organ at 
Ochsenhausen (1755) in his famous Buch von der Orgel (first edition published in 1937). In 
Klotz’s view, meticulously reviewed by Metzler, the Ochsenhausen organ would have had too 
many principals and too few reeds, which would have made the organ sound boring. Klotz also 
criticised 19th-century German organ builders for continuing not the ‘Scherer–Schnitger–
Silbermann’ tradition, but the ‘Gabler–Engler’ one; for their preference for piling up 8' stops 
instead of combining groups of stops; and for being less interested in the sound of their organs 
than in technical inventions.21 Metzler, clearly irritated, reacts thus: 

																																																								
15 See Fidom, Diversity. 
16 Of course, the terms ‘overtones’ and ‘harmonics’ are not synonymous: ‘harmonics’ includes the fundamental, 
and ‘overtones’ does not. 
17 Hermann [von] Helmholtz, Die Lehre von den Tonempfindungen, als physiologische Grundlage für die Theorie der Musik 
(Braunschweig: Vieweg, 1870). 
18 Salomon Kümmerle, Encyclopädie der evangelischen Kirchenmusik, four volumes, published by Bertelsmann 
(Gütersloh) between 1888 and 1895; volume 2 (pp. 591ff.) addresses the organ. Cf. Fischer, Der deutsche Orgelbau, 
pp. 78–9. 
19 ‘Als ersten Oberton wäre zu setzen die Octav (4') vom Prinzipal (8')’. ‘Die weitere Verdoppelung der Obertöne 
müsste eigentlich eine sehr untergeordnete sein und ohne alle Schärfe intoniert werden’. Ernst Fabian, ‘Meine 
Ansichten über die künstliche Aliquottöne’, Die Orgel- und Pianobau-Zeitung 4 (1882): pp. 413–14. 
20 Fidom, Diversity, pp. 152–3. The echo of Abbé Vogler’s simplification system is obvious. 
21 ‘Im 19. Jahrhundert werden im wesentlichen technische Erfindungen gemacht, das Klangliche nicht im gleichen 
Maße fortgebildet, ja vernachlässigt. Der deutsche Orgelbau schließt sich unglücklicherweise nicht an die Linie 
Scherer–Schnitger–Silbermann, sondern an die Dispositionsweise Gabler–Engler an, indem er nicht mehr nach 
Gruppen aufbaut, sondern Grundregister häuft. Dadurch wird die Orgel klanglich langweilig’. Hans Klotz, Das 
Buch von der Orgel (Kassel: Bärenreiter, 6th ed. 1960). 
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‘Even though the ‘chorus principle’ in high baroque organs may well give hints concerning 
sound structuring and registration, it becomes an empty formality, if looked for in instruments 
that obey different laws.22 

The difference that Metzler articulates between ‘sound structuring’ (i.e. the way an organ 
builder designs a specification) and ‘registration’ (i.e. the way an organist combines stops) 
appears helpful here. Part of the confusion regarding the validity of the chorus principle with 
respect to ‘the modern organ’ may very well stem from overlooking or underestimating this 
difference. Obviously, any organ builder would relate the scale of an Octave 4' to that of a 
Principal 8', but that does not imply that they therefore are meant to be used together as a 
separate group on any organ. 

Contemporary perspectives on ‘the modern organ’: Texts 
Against the backdrop of the 20th-century confusion regarding the structure of ‘the modern 
organ’, it is interesting to consult texts from the historical period. 

The first of these that I will address is Johann Julius Seidel’s book Die Orgel und ihr Bau from 
1843. Seidel compares the problem of registration to a problem 

of two paintings, one of which is too bright, the other too shady; both are unfavourable to the 
eye. A comparable discomfort meets the ear, if it detects an organ sound that suffers from such 
faulty principles as well. One needs to combine stops with opposite characters; they will then 
help each other: the sharply sounding stop will lighten up the dull sounding one; whereas the 
dull stop will soften the sharpness of the first.23 

In 1854, the far less poetic Hermann Jimmerthal, speaking of the Schulze organ he played in 
the Marienkirche at Lübeck, remarked that if the three ‘Gamben’ were to be used (he meant 
the Viola major 16', the Viola di Gamba 8', and the Violino 4'), they would need to be 
supported by the Bordun 16', Hohlflöte 8', Gedeckt 8', and Spitzflöte 4'. Jimmerthal again: 
‘When using the Salicional 8', one should always add the Gedackt 8'. One gets a better attack 
and more complete tonal development of the first stop that way’.24 Indeed, camouflaging the 
slower speech of brighter, hence more narrowly scaled, stops is a useful side effect of combining 
them with stops that produce a more clearly audible fundamental frequency. 

In his Katechismus der Orgel, first published in 1868, Ernst Friedrich Richter addresses 
questions such as, ‘Which stops should I use when I want to play softly and sweetly?’ Richter’s 
answer to this particular question is that 

																																																								
22 ‘Vermag das “Chorigkeitsprinzip” bei hochbarocken Orgeln aber noch Hinweise auf Klanggestaltung und 
Registrierpraxis zu geben, so wird es zu einer leeren Äußerlichkeit, wenn man es bei Instrumenten sucht, für die 
andere Gesetzmäßigkeiten zutreffen’. Wolfgang Metzler, Romantischer Orgelbau in Deutschland (Ludwigsburg: 
Walcker, 1965), p. 15. 
23 Johann Julius Seidel, Die Orgel und ihr Bau (Breslau: Leuckart, 1843), p. 104: ‘Es ist hier gerade wie mit zwei 
Gemälden, von denen das eine zu viel Licht, das andere zuviel Schatten hat; beide wirken unvorteilhaft auf das 
Auge, eine gleiche Unbehaglichkeit empfindet nun das Ohr, wenn es eine, den beiden fehlerhaften Principien 
angehörigen Orgelton vernimmt. Es müssen also Stimmen von entgegengesetztem Charakter mit einander 
verbunden werden, diese treten dann einander helfend entgegen, indem die schneidende Stimme die dumpf 
klingende hebt und die dumpf klingende das Schneidende der andern mildert’. 
24 ‘Bei gleichzeitiger Anwendung der 3 Gamben (Viola maj. 16', Viola di G. 8' und Violino 4') müssen diese 
Stimmen noch durch Bordun 16', Hohlflöte 8', Gedeckt 8' und allenfalls noch durch Spitzflöte 4' unterstützt 
werden. Doch kann letztere Stimme, sollte sie nicht recht rein Stimmen, auch fehlen’. ‘Beim Gebrauch von 
Salicional ziehe man stets Gedackt 8’ hinzu. Man erzielt dadurch bessere Ansprache und vollständigere 
Tonentwicklung der ersteren Stimme’. Cited in Joachim Walter, ‘Die Schulze-Orgel der Marienkirche zu Lübeck’, 
Diplomarbeit, Musikhochschule Lübeck, 1990, pp. 79–80. 
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the best and the most beautiful sounds appear when combining two, three or four 8' stops. […] 
With regard to two stops, the basic principle is not to combine two stops of the same character, 
i.e., not Gamba and Salicet or Fugara, but to [add to] such stops, for example, a Gedackt, Rohr- 
or Bordunflöte and perhaps a Gemshorn as well; because using two stops of the same make and 
voicing does not result in an interesting modification [of the sound colour], but either in an 
increase in sharpness, even to the point of shrillness, or in an overly dull sound.25 

Hugo Riemann, too, published a Katechismus der Orgel, based on lectures he gave in 1878–79. 
In § 34 of the first edition, he mentions that the aim of registration is to obtain many shades of 
tone colour as well as many degrees of volume. As each organ is different, the organist should 
try all stops solo first, in order to get to know the instrument. According to Riemann, 

a weak Flute 8' [may] be gradually amplified by adding one, two, or three other soft flute stops, 
also of 8' pitch. Only then may the Prinzipal 8' be added, then Oktave 4'; then Bourdon or 
Gedackt 16'. Further amplification is provided by a Quinte 2 2/3' (belonging together with the 
Principal 8'), an 8' reed,…26 

In 1888, one of the most important and clear-minded German organ experts of the late 19th 
century, Max Allihn, articulated in still another way the basic principle that emerges from the 
statements I have quoted here. In his edition of Johann Gottlob Töpfer’s famous treatise, Die 
Theorie und Praxis der Orgelbau, Allihn states that ‘each key should, no matter what number of 
stops may have been drawn, produce only one sound. The colour [of that sound] depends on 
the overtone structure and the fundamental [of that sound]’.27 Two pages later, Allihn explains 
how to compose such a unity of sound, in a sentence of characteristically German length: 

Stops that, according to their nature, have a sharp, thin tone, i.e., a weak fundamental and 
strong octave and fifth overtones, and a slow attack, such as the Gambe, Salicional, Fugara, 
Violon, Violoncello, Traverse, Schweitzerflöte etc., and in fact all reeds as well, especially free 
reeds or reeds with short resonators, must be accompanied by stops of the opposite character on 
the same manual, such as the Hohlflöte, Bordun etc., as a beautiful tone can only be created by 
such combinations.28 

																																																								
25 ‘Bei zwei Stimmen wird der Grundsatz gelten, Stimmen gleicher Tonhöhe von verschiedener Intonation zu 
wählen, also zu Gamba nicht Salicet, Fugara, sondern Gedackt, Hohlflöte, Rohrflöte oder ein flötendes 
Gemshorn: die Benutzung von Stimmen gleicher Mensur und ähnlicher Intonation giebt dem Ton keine 
besondere Modifikation, sondern entweder größere Schärfe, die sich bis zum Grellen steigern kann, oder zu 
dumpfen Klang, z.B. die Zusammenstellung von Doppelgedackts mit Doppelflöte’. Ernst Friedrich Richter, 
Katechismus der Orgel (Leipzig: Weber, 1868), pp. 99–104. The quotation here is from the edition published by 
Hans Menzel in 1896, p. 222 (except for some small details, the text is identical to the 1868 edition).  
26 ‘…kann eine schwache Flötenstimme 8' zuerst durch Hinzufügung von einer, zwei oder drei sanften 
Flötenstimmen und zwar ebenfalls zu 8' allmählich verstärkt werden. Erst dann würde Principal 8', dann Oktave 4', 
dann Bourdon oder Gedackt 16' hinzutreten. Eine weitere Verstärkung bringt eine Quinte 2 2/3 (zu Principal 
gehörig), dann eine 8' Zungenstimme,…’. Hugo Riemann, Katechismus der Orgel (Orgellehre) (Leipzig: Max Hesse, 
1888), p. 59. 
27 ‘Jede Taste hat, soviel Register auch gezogen sein mögen, nur einen Klang hervorzubringen. Die Klangfarbe 
hängt aber von dem Erklingen der Obertöne neben dem Grundtone ab’. Max Allihn/Johann Gottlob Töpfer, Die 
Theorie und Praxis des Orgelbaus (Weimar: Voigt, 1888), pp. 754–5. 
28 ‘Solche stimmen, die ihrer Natur nach einen scharfen, magern Ton geben, nicht viel Grundton haben, sondern 
die Oktave und die Quinte stark mithören lassen und spät ansprechen, als z.B. Gambe, Salicional, Fugara, Violon, 
Violoncello, Traverse, Schweizerflöte u.s.w., ingleichen fast alle Zungenstimmen, vornehmlich diejenigen, welche 
durchschlagende Zungen oder kurze Aufsätze haben, müssen Stimmen von entgegensetztem Charakter neben sich, 
d.h. zu demselben Klavier gehörig, haben, z.B. Hohlflöte, Bordun u.s.w., weil erst durch eine solche Verbindung 
ein schöner Ton hervorgebracht wird’. Allihn/Töpfer, Die Theorie, p. 757. 
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The idea that emerges from texts like these29 is that organists should carefully combine 8' stops 
in pairs, where one ‘partner’ has a clear fundamental pitch and the other more clearly audible 
overtones. Together, both partners create a new sound colour, representing in fact the basic 
sound colour of ‘the modern organ’. 

Contemporary perspectives on ‘the modern organ’: Scores 
This principle appears to be supported by many late 19th-century scores as well. A first set of 
examples comes from the album Rudolf Palme edited in 1881 as a present for August Gottfried 
Ritter, organist at Magdeburg, on the occasion of his 50th birthday. To begin with, the album 
includes a Concert-Stück by Franz Liszt and Alexander Wilhelm Gottschalg. The piece starts with 
a short pedal phrase, to be played on a Violoncello 8'. After this short introduction, the 
Violoncello is replaced by a Subbass 16'. The left hand plays arpeggios with a Lieblichgedeckt 8' 
on Manual III; soon the right hand plays a solo on Manual II using a combination of Salicional 
8' and Flauto 8'. Other instructions evidence a similar aesthetic: in bar 28, the organist is 
directed to combine Gamba 8' and Gedeckt 8' (Manual I); in bar 36, Gamba and Hohlflöte 8' 
(Manual I); and in bar 38, Salicional and Lieblichgedeckt (Manual II). An Adagio submitted to 
Palme by Emanuel Kronach confirms the omnipresence of this principle: Kronach suggests a 
combination of Gambe 8' and Rohrflöte 8' on Manual I and a combination of Gedeckt 8' and 
Quintatön 8' on Manual II. 

In 1904, Karl Straube published his well-known edition of several Baroque organ pieces. His 
aim was to make them fit for ‘the modern organ’, which for him was represented by the Sauer 
organ at the Thomaskirche in Leipzig (1889, enlarged in 1902 and 1908), where he had been 
appointed organist in 1903.30 

 
Example 1. Straube’s registration suggestions for Johann Kaspar Kerll’s Passacaglia are clearly not 
Baroque at all – his interpretation is based on the Sauer organ in the Leipzig Thomaskirche. 

Example 1 shows Straube’s suggestions for registering Johann Kaspar Kerll’s famous Passacaglia 
in Leipzig. We can see pairs of ‘fundamental’ and ‘brighter’ stops almost everywhere. An excep-

																																																								
29 There are many more; for example, Kuntze’s and Kothe’s editions of Seidel’s book in 1875 and 1887, 
respectively; or Lehr, Die moderne Orgel. 
30 Alte Meister des Orgelspiels, ed. Karl Straube (Leipzig: Peters, 1904). 
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tion is the registration to be prepared and stored as ‘Kombination 1’: here there are three stops 
on Manual I (II coupled to I), each with its own set of clearly audible overtones. Still, the Sauer 
Gemshorns and Quintatöns do produce clearly audible fundamental frequencies as well.31 

This example illustrates another important aspect of registration practices related to the 
‘modern organ’: Straube does not treat the manuals of the Leipzig Sauer organ in a classical 
Baroque manner, but ‘just’ considers them all as providing the same basic sound colour, in 
many different shades and volumes. The only significant difference between the manuals is that 
Manual III is softer than Manual II, which in turn is softer than Manual I. This explains why 
the upper manuals on ‘the modern organ’ are placed in swell boxes: this enables the organist to 
take the volume down yet another level. Whereas Cavaillé-Coll’s swell boxes were literally 
‘crescendo-boxes’, including a large number of relatively loud stops to enable the Récit to add 
power even to the tutti by opening the shutters, the German swell boxes might be described as 
‘decrescendo boxes’, having relatively few stops and allowing the organist to extend the soft end 
of the dynamic range instead. 

Another very instructive example of the registration principles outlined here is Heinrich 
Reimann’s detailed registration indications for his Ciacona. Reimann was organist at the 1894 
Sauer organ at the Kaiser-Wilhelm-Gedächtniskirche in Berlin (destroyed in 1943). He starts 
the piece with two flutes on Manual IV, taking care that one of them adds a bit of brightness to 
the combination. This manual was, by the way, a Fernwerk added to the organ in the 
Gedächtniskirche in 1897. Its pipes were located in a swell box over the ceiling of the church, 
thus extending even further the range of decrescendo levels – Fernwerke that have survived 
prove that the softest stop of such a swell division is almost inaudible when the organist closes 
the shutters. The organist could in fact seamlessly build up the volume of the organ from 
almost nothing to an impressively loud sound. After the introduction on the Fernwerk, 
Reimann chooses a comparable combination on Manual III: a Gedackt 8' (fundamental) and a 
Concertflöte (fundamental and some overtones). Interesting as well is the registration he 
suggests for the second variation: eight 8' stops and one 4' stop. The Principal and Gambe on 
Manual IV provide a bright flavour to the sound colour of this registration, as does the 
Salicional on Manual II; the Traversflöte and the Concertflöte (Manuals II and III) provide the 
necessary fundamental pitch but lend it some lighter touches as well. 

Contemporary perspectives on ‘the modern organ’: Organs 
As mentioned above (p. 38), any organ builder would relate the scale of an Octave 4' to that of 
a Principal 8', irrespective of the organ type he takes as a reference. Evidently, experts, organists 
and composers do not necessarily take that fact as a point of departure for their registration 
practices. As it turns out, with respect to the modern organ, neither did contemporary builders. 
Registration suggestions such as those by Friedrich Ladegast are not the only evidence pointing 
in that direction. The organs themselves provide evidence too: their fixed combinations, their 
general crescendo systems, and, sometimes, the layout of their consoles are all quite valuable 
sources of information. 

 

																																																								
31 Two very valuable sources on Straube’s registration practices are: Christopher Anderson, Max Reger and Karl 
Straube: Perspectives on an Organ Performing Tradition (Burlington: Ashgate, 2003); and David Adams, ‘Modern’ Organ 
Style in Karl Straube’s Reger Editions (Amsterdam: VU University Press, 2007), 
http://dare.ubvu.vu.nl//handle/1871/11081. 
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Figure 2. The console of the 1885 Ladegast organ in the 
Johanniskirche at Wernigerode. Photo: Hans Fidom. 

The Ladegast organ in the Johanniskirche at Wernigerode (built in 1885) still has its original 
fixed combinations: Mezzoforte, Forte, and Fortissimo. Table 1 shows the set-up of the three 
combinations: there is nothing to suggest that Ladegast would have preferred to have a 
principal chorus sounding at any given moment. Instead, the overview shows combinations of 
fundamental-producing and overtone-producing stops, in which ‘the principals’ just blend in. 
Ladegast starts, for example, on Manual II with the Rohrflöte (fundamental) and the Salicional 
(overtones), lightened up a bit by the delicate Flauto minor 4'; the second step is to add the 
quite stringy Geigenprincipal. The much brighter Oktave 4' appears only after the sound has 
been given a darker shade by adding the Quintatön. The Clarinette precedes the Mixture on 
Manual II: indeed a free reed like this may be considered ‘just’ another 8' colour stop. 

 
PIANO     
I Bordunalflöte 8'    
II Flauto amabile 8'    
     
MEZZOFORTE    
I Doppelflöte 8' Gambe 8'  Gemshorn 4'  
II Rohrflöte 8'  Salicional 8'  Flauto minor 4'  
     
FORTE    
I Principal 8'  Bordun 16'  Rauschpfeife  
II Geigenprincipal 8'  Quintatön 16'  Oktave 4'  Clarinette 8' 
     
FORTISSIMO    
I Oktave 4'  Cornett Mixtur  Trompete 8'  
II Progressiv-Harmonica    

Table 1. The three fixed combinations of the Ladegast organ at the Johanniskirche at Wernigerode, 
preceded by the author’s suggestion for a ‘Piano’ registration, supposing that organists would not start 
the music by just engaging the mezzoforte combination, which instead may be interpreted as an aid to 
change the volume of the organ sound during the music, when one has no opportunity to change 
registrations by manipulating the stop knobs. The stops indicated for each dynamic degree are, of 
course, added to those of the preceding one. 
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Among the general crescendo devices of ‘the modern organ’, the most clearly explained versions 
are certainly those by the organ builder Weigle, who frequently provided a nicely coloured plate 
above the upper manual listing the names of the stops and the moment they would engage in 
the crescendo. Weigle happens to have been one of the first organ builders to sell organ parts 
and even complete systems to colleagues throughout Europe. Several of these Weigle systems 
have survived; the one discussed here is preserved in the Onze Lieve Vrouwe-Basilica in Zwolle, 
in the organ built by Michael Maarschalkerweerd in 1896. The general crescendo at Zwolle has 
15 stages. A description and analysis is found in the Appendix. 

Conclusion 
It goes without saying that the sources discussed here provide only an overview of an extremely 
wide field of historical information. Fortunately, most sources speak the same language, despite 
the fact that some (Kümmerle) may be more theoretical than others (Allihn). The 20th-century 
confusion regarding the extent to which 19th-century organ builders and organists may have 
taken 18th-century principles into account is nonetheless understandable. Should we or should 
we not take Otto Dienel seriously when he considers ‘the modern organ’ explicitly an improve-
ment of ‘die alte Orgel’? He seems rather convincing, especially when he warns us – in a 
prelude, as it were, to the Alsatian Organ Reform and the later Orgelbewegung of the early 20th 
century – not to forget about ‘the old organ’, so as to prevent the modern one ‘from becoming 
a giant harmonium’. 

Nevertheless, eventually we reach the inevitable conclusion that ‘the modern organ’ is at 
least as different from ‘the old organ’ as a grand piano from a harpsichord. Its sound, its 
technique, its set-up, its console, even its façade – all these features and more are so 
fundamentally different from those of ‘the old organ’ that the position that they are not 
completely different instruments does not appear sustainable, despite the fact that both have 
pipes, keys, bellows and wind-chests. As Wolfgang Metzler observed as early as 1965: ‘the old 
organ’ and ‘the modern organ’ obey different laws (see above, p. 40 and footnote 22). 

Three ‘Unity Rules’ 
The question I set out to answer in this article was: how should one understand the abundance 
of 8' stops on these organs? How does their sound structure ‘work’? ‘The old organ’ mirrors the 
ancient ideal of unity in diversity, including many wonderful different sounds and yet 
presenting itself as a unified whole. The opposite seems true for ‘the modern organ’, as it has 
basically one sound that is available in countless shades, from dark to bright, pianissimo to 
fortissimo. Since this essay is aimed at helping organists understand ‘the modern organ’ part of 
the Piteå organ, that principle may be rendered here in textbook style, in the form of three 
pragmatic ‘unity rules’. 

The first rule is Unity of Pitch. Just as a piano has one pitch, or a violin or a trumpet, the 
organ should as well. In order to provide an unmistakable basic pitch under all circumstances, 
the organ needs a considerable number of 8' stops, so that registrations with higher-pitched 
stops will never be mistaken to represent anything other than the ‘normal’ pitch. This is why all 
manuals of ‘the modern organ’ should be understood to have an 8' basis, even if they provide 
plenty of 16' stops. 

The second rule is Unity of Sound Colour. ‘The modern organ’, again just like a piano, a violin 
or a trumpet, has basically one sound colour. Its smallest manifestation is the softest 8' stop that 
includes both a clearly audible fundamental pitch and a few audible overtones. At the next 
stage, stops are in most cases paired, since all 8' stops of ‘the modern organ’ basically belong to 
one of two groups: the group in which the fundamental pitch is stronger than that of the 
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overtones, or the group in which the overtones are more present. This is not to say that the 
organist should always add two stops at a time. The ear must decide whether to strengthen the 
fundamental frequency, to alter the sound colour by adding a stop with more overtones, or to 
do both at the same time. The overarching aim is to produce smooth transitions, ideally 
unnoticeable, from one registration to the next, thus keeping the unity of the organ’s sound 
intact. 

The third rule is Unity of Dynamics. Again, the guiding principle is to produce smooth 
transitions. Ideally, the organ ‘moves’ from the loudest tutti to the softest pianissimo without 
the audience noticing – if at all possible – the moments when stops are added or taken away. 

Rules – to be followed or broken? 
Last but not least: the technology of ‘the modern organ’ supports registrations that follow these 
rules. The wind system is, generally speaking, capable of letting even the most powerful 
registration sound as stable as the softest one; the windchests are positioned in most cases on 
one level, which enables optimal blending of stops; the action is often [electro]pneumatic, 
allowing the organist to effortlessly use stops with a great number of wind-consuming large 
pipes at the same time; and quite a few ‘modern organs’ have detached consoles, making it 
easier for the organist to judge whether a registration is convincing or not. All aspects of ‘the 
old organ’ were fine-tuned and adjusted through the centuries to work together in enabling 
organists to make the most convincing music, and the same is true for ‘the modern organ’: all 
of its components cooperate to let us explore the full range of musical diversity that exists in its 
unity. 

Like all rules, of course, the ones articulated here are made to be broken. The scores of Max 
Reger offer many opportunities to do so, and provide a training ground for the free spirit 
needed to conquer ‘the modern organ’ by that means as well – for example by jumping 
immediately from tutti to pianissimo. 

Which brings us back to Organ Acusticum in Piteå, inspired not only by the 19th-century 
German ‘modern organ’ but by other models as well. One of those models is precisely ‘the old 
organ’! Does Gerald Woehl have a point when he warns us not to combine the ‘old’ and the 
‘modern’ stops of ‘his’ organ, or should that rule be broken too? At any rate, organists who dare 
to face this challenge and the others with which this organ so provocatively confronts them, and 
who have read this far, may at least do so in an educated way. 
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Appendix  
The general crescendo of the Maarschalkerweerd organ at Zwolle (1896) 
The general crescendo of the Maarschalkerweerd organ in the Basilica in Zwolle (1896) has 15 
stages; all couplers are engaged. 

The first four stages (Table 2)32 show that Maarschalkerweerd identified the Flûte Traversière 
on Manual III as the softest sound providing both fundamental and overtone qualities. Stage 2 
enhances its volume and brightness a bit by adding the Flûte Harmonique on Manual II. Stage 
3 (Zachtgedekt) enhances the fundamental frequency of the resulting sound a little, and stage 4 
adds some overtone frequencies to preserve the basic colour of the sound. 
 
Division Stage 1 Stage 2 Stage 3 Stage 4 
III Flûte Traversière 8'    
II  Flûte Harmonique 8' Zachtgedekt 8' Salicionaal 8' 
I     
P Gedekt 16'    

Table 2. General crescendo of the Maarschalkerweerd organ in the Basilica in Zwolle: stages 1–4. 

The next stages (Table 3) are also illuminating, as they show that the first 4' stop to be included 
is not the Octave 4', but rather one of the far softer and less bright flute stops. In stage 5, the 
fundamental frequency of the Flûte Traversière on Manual III is somewhat reinforced by 
adding the Holpijp; at the same time the overall sound played on Manual II is made brighter, 
albeit carefully, by the appearance of the Flûte Dolce 4'. Stage 6 shows a comparable step on 
Manual III, at the same time that Manual I gets its first stop. This is a Rohrflöte, again a stop 
with both a clear fundamental frequency and some clearly audible – but not too conspicuous –
 overtones. Stage 7 is almost predictable: as the 8' stops sounding at this stage produce a fairly 
strong fundamental frequency and include only one stringy stop (Salicionaal), it is time to add 
another string. Maarschalkerweerd, still careful, does not add a loud one at this stage, but just 
lets the Gamba of Manual III be engaged. Only at stage 8 does he add the first Principal 8': a 
Geigenprincipal (Vioolprestant). 
 
Division Stage 5 Stage 6 Stage 7 Stage 8 
III Holpijp 8' Flûte Octaviante 4' Viola di gamba 8'  
II Flûte Dolce 4'    Vioolprestant 8' 
I  Roerfluit 8'   
P    Open Subbas 16' 

Table 3. General crescendo of the Maarschalkerweerd organ in the Basilica in Zwolle: stages 5–8. 

Before having the Prestant 4' (stage 10) on the same manual enter (Table 4), Maarschalkerweerd 
takes care to darken it a bit by adding the Bourdon 16' first (stage 9). Based on the relatively 
powerful sound that has now been realized, Maarschalkerweerd lets the ‘principal chorus’ 
appear: stage 11 adds the Prestant 8' and Octaaf 4' (together with the Roerfluit 4' to prevent any 
gap between the Octaaf and the other stops), and stage 12 adds the Prestant 16', Quint 3' and 

																																																								
32 Gerard Keilholtz, Orgelgeschiedenis van de Onze Lieve Vrouwekerk te Zwolle (Zwolle: Parochie Onze Lieve Vrouw ten 
Hemelopneming, 1997). This booklet includes a leaflet on the general crescendo, reproducing the plate over 
Manual III. 
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Octaaf 2'.33 Again, the principal chorus is ‘just’ part of a registration that also includes many 
other stops. 
  
Division Stage 9 Stage 10 Stage 11 Stage 12 
III    Piccolo 2' 
II Bourdon 16' Prestant 4'  Woudfluit 2' 
I Violon 8' Quintadeen 8' Pr. 8', Rfl 4', Oct. 4' Pr. 16', Q. 3', O. 2' 
P Octaaf 8' Violon 16' Violoncel 8' Open fluit 4' 

Table 4. General crescendo of the Maarschalkerweerd organ in the Basilica in Zwolle: stages 9–12. 

An important feature of any general crescendo on any ‘modern organ’ is that it is clearly 
designed to allow the organ sound to change in smooth, imperceptible (the German word is 
‘stufenlos’) gradations of both colour and volume. Unfortunately, the size of the average organ 
and its number of crescendo stages do not always allow the final stages to appear as smoothly as 
the first ones, as stage 15 at Zwolle illustrates.34 Consequently, general crescendos are useful 
above all in the range between pianissimo and mezzoforte.35 
 
Division Stage 13 Stage 14 Stage 15 
III   Vox humana 8' 
II Mixtuur  Trompet 8' 
I Cornet Mixtuur Basson 16', Trompet 8' 
P   Bazuin 16', Trombone 8' 

Table 5. General crescendo of the Maarschalkerweerd organ in the Basilica in Zwolle: stages 13–15. 

 
 

																																																								
33 Virtually no organ builder would have dreamt of having a non-octave mutation stop ‘at the top’ of a registration. 
Wilhelm Sauer, for example, was so horrified by the idea that he combined the Quinte 3' and Octave 2' in one 
stop: the Rauschpfeife. 
34 When not using the crescendo cylinder, for example to find (other) convincing crescendo registrations, the 
organist might try adding one or two relatively soft reeds before the mixtures, as Ladegast did at Wernigerode – in 
most cases this will improve the smoothness of the crescendo considerably. 
35 Quite a few contributors to the discussions that accompanied the development of the modern organ argued 
strongly against using the general crescendo at all; some organists apparently did use it to move quickly from 
pianissimo to tutti, repeatedly. Fidom, Diversity, pp. 125 ff. 
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Walcker and Cavaillé-Coll:  
A Comparison 

Paul Peeters 

 

 

 

 

 

 

 

 

 
 

Biography 
With a difference in age of 17 years, Aristide Cavaillé-Coll (1811–99) and Eberhard Friedrich 
Walcker (1794–1872) belong to two different generations.1 On May 9, 1833, Eberhard 
Friedrich Walcker could pride himself the inauguration of his largest organ thus far, the 
instrument in St. Paul’s Church in Frankfurt am Main.2 Two months later, he turned 39 years 
old. The organ, commissioned by the city council of Frankfurt, was Walcker’s breakthrough. 

																																																								
1 A similar article in German, ‘Aristide Cavaillé-Coll und Eberhard Friedrich Walcker: Antipoden mit 
verschiedenen Wegen zu einer expressiveren Orgel’, can be found at http://walcker-
stiftung.org/Downloads/Colloquium_2009.pdf. 
2 According to the list in Opusbuch 1. In the list in Hermann Fischer and Theodor Wohnhaas, ‘Eberhard 
Friedrich Walcker (1794–1872)’, in Orgelwissenschaft und Orgelpraxis: Festschrift zum zweihundertjährigen Bestehen des 
Hauses Walcker, ed. Hans Heinrich Eggebrecht (Murrhardt-Hausen: Musikwissenschaftliche Verlagsgesellschaft, 
1980), pp. 160–97, it is opus 9. See Ferdinand Moosmann and Rudi Schäfer, Eberhard Friedrich Walcker (1794–
1872) (Kleinblittersdorf: Musikwissenschaftliche Verlagsgesellschaft, 1994), p. 226. 

Figure 1. Aristide Cavaillé-Coll (1875).  
Photo: Collection Loïc Métrope–Gérard  
d’Ortho (Paris). More pictures as well as  
biographical information can be found at 
www.culture.gouv.fr/culture/cavaille-coll/fr/ 

Figure 2. Eberhard Friedrich Walcker 
(ca. 1865).  
Photo: Wirtschaftsarchiv Baden-
Württemberg, University of Hohen-
heim, Stuttgart (WABW), B 123. 
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Only the insistence of a friend had convinced him to compete for the contract, ‘and primarily 
because this new work … would give [him] the chance to establish [his] reputation as an organ 
builder … abroad’.3 

 

Figure 3. The Walcker organ at St. Paul’s Church in Frankfurt am Main. The photo was taken between 
1892 and 1898. The statues of the four evangelists in front of the organ were put up in 1892. A 
comparison of case details around the console area in various photographs from the museum’s 
collection has revealed that this picture must have been taken before the rebuilding of the organ in 
1898–99. Later photos (from around 1930) also show that the mouths of the large facade pipes have 
been equipped with beards (roller beards?). Whether or not the original façade pipes were removed in 
1917 is unknown to me, but most likely they were. Photo: Historisches Museum Frankfurt am Main; 
inventory no. C 30206; reproduced with permission. 

On September 17 of the same year, Aristide Cavaillé-Coll embarked on a journey by coach to 
Paris, where he would soon receive the contract for a large organ in the Basilica of Saint-Denis.4 
Cavaillé-Coll was then 22 years old. When the Saint-Denis organ was finished, he had turned 
30. 

 

																																																								
3 Willibald Gurlitt, ‘Die Frankfurter Paulskirchen-Orgel von 1827’, Frankfurter Zeitung, Stadt-Blatt no. 5 (7 January 
1940), also published as an offprint and in Zeitschrift für Instrumentenbau 60 (1940): pp. 89ff. 
4 According to Cavaillé-Coll’s own opus list. In Huybens’s list it is opus 481; see Gilbert Huybens, Aristide Cavaillé-
Coll: Opus List (Lauffen/Neckar: Orgelbaufachverlag Rensch, 1985), pp. 44–5. 
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Figure 4. The Cavaillé-Coll organ in the Basilica of Saint-Denis. Photo: Luk 
Bastiaens, www.orgelkunst.be. 
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Table 1 a. Five  
generations of organ 
builders Cavaillé-Coll.  

 

Table 1 b. Four gene–
rations of organ builders 
Walcker. 
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Capital versus countryside 
When Cavaillé-Coll left the south of France for Paris, he carried with him a series of 
testimonials and recommendations to influential scientists and artists.5 It was Gioacchino 
Rossini who had suggested that the Cavaillés should move to Paris, after he had heard their 
poïkilorgue, a harmonium-like instrument that they had developed and that had been used in a 
performance of Giacomo Meyerbeer’s opera Robert le Diable in Toulouse. 

Aristide would stay in Paris for the rest of his life. He became a man of the world and a 
citizen of the ‘capital of the nineteenth century’. He moved in influential circles – among 
politicians, artists, scientists, musicians, and Catholic clergymen – and he was involved in the 
organ world in Paris and abroad whenever the opportunity presented itself or whenever he 
could create such an opportunity himself. His correspondence reveals a fascinating personality 
and a versatile mind. 

Walcker would remain until his death a resident of his native Ludwigsburg, a small town (ca. 
10,000 inhabitants in 1832) located north of Stuttgart in the Duchy (from 1803 the Electorate, 
and from 1806 the Kingdom) of Württemberg. For many years, he was a member of both the 
Ludwigsburg town council and the church council. 

Walcker always remained a man of the countryside; he enjoyed being with his family, he was 
very religious, and his lifestyle was deeply influenced by his childhood poverty and the difficult 
early years of building up his own business. He was neither fashionable nor worldly, and once 
when asked about the rewards of being an organ builder, he said, ‘The most important reward 
is the effort itself and the knowledge that one has applied the strength of one’s life toward a 
profession, given by God’.6 

Both Walcker and Cavaillé-Coll received training as organ builders at an early age. By 1820, 
at age twenty-six, Walcker had established his own firm and built his first instrument. For 
Cavaillé-Coll it would not be until 1850 that, at age thirty-eight, he could take command of the 
family organ building company. 

Both men’s lives were marked by Franco-German antagonism, wars, and revolutions: 
Walcker’s childhood and early youth by the French Revolution, and his adult years by the 
battles to defeat Napoleon. In 1870, three of his sons were called up to the war with France. 
Cavaillé-Coll’s company suffered considerably from the Revolution of 1848 and the Franco-
Prussian war of 1870–71. Walcker’s career in Germany was hindered by the difficult economic 
situation of the parishes and this might have been one of the reasons that his production, in 

																																																								
5 Biographical information about Cavaillé-Coll and Walcker has been published by various authors. For Cavaillé-
Coll see: Cécile et Emmanuel Cavaillé-Coll, Aristide Cavaillé-Coll: Ses origines, sa vie, ses œuvres (Paris: Fischbacher, 
1929); Jean Fellot, ‘Cavaillé-Coll et l’école d’orgue française’, in Orgues Historiques (booklet accompanying the 
recording of the Cavaillé-Coll organ in Saint-François-de-Sales, Lyon), vol. 11, n.pl., 1965), pp. 13–30; Gregor 
Klein, Textbook Documentation of 28 Cavaillé-Coll Organs on 7 LPs (with an introduction by Kurt Lueders) (Düsseldorf: 
Motette Ursina M 10760, 1987; reprint, 2002 [with additional instruments; now a total of 34] on 6 CDs; CD 
10761). See also http://www.culture.gouv.fr/culture/cavaille-coll/fr, a website that provides many hitherto 
unknown data and pictures, gathered by Loïc Métrope. For Walcker, see: a biography in Walcker’s ‘Opusbuch’ no. 
1 (also published in Emile Rupp, in Die Entwicklungsgeschichte der Orgelbaukunst [Einsiedeln: Benziger & Co, 1929], 
pp. 131–43); Gotthilf Kleemann, Die Orgelmacher und ihr Schaffen im ehemaligen Herzogtum Württemberg unter 
Hervorhebung des Lebensgangs und der Arbeit des Orgelmachers Johann Eberhard Walcker (1756–1843) (Stuttgart: 
Musikwissenschaftliche Verlags-Gesellschaft, 1969); Fischer & Wohnhaas, ‘Walcker’; and Moosmann and Schäfer, 
Walcker. Eberhard Friedrich Walcker’s biography in Opusbuch 1 is probably not written by him; judging from the 
text, it might (partly) have been dictated by him. Neither is it known when it was written down and by whom, but 
it has been supposed that the writer was Gustav Walcker, one of Eberhard Friedrich’s sons; e-mail communication 
from Ferdinand Moosmann, Schramberg (24 February 2004). 
6 Karl Friedrich Klaiber, ‘Orgelbauer Walcker von Ludwigsburg’, Daheim 5 (1869): p. 415. 
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quantitative terms, never equalled that of Cavaillé-Coll, who benefited from the fact that 
France had signed a concordat with the Pope in 1801 that brought churches and their 
inventory under the jurisdiction of the French state. As a result, the state played an active role 
with respect to organ building activities. 

Two similar careers 
These contrasts notwithstanding, the careers of the two organ builders were also similar in 
some ways. Both builders had their roots in a classical organ building tradition and even if 
many classical features are to be found in the concepts of each man, they were both eager 
experimenters in search of a modern organ concept. The success of their early achievements 
motivated them to keep looking for opportunities to build spectacular instruments. The high 
quality of their products and the professional organization of their workshops were keys to 
success. 

The careers of both men include multiple important landmarks. The greatest for Walcker 
was his organ in Ulm, with four manuals, two pedals, and 100 stops; for Cavaillé-Coll, it was 
the organ for Saint- Sulpice in Paris, with five manuals, one pedal, and 100 stops as well. It was 
probably competition with the Ulm instrument that made Cavaillé-Coll expand his organ for 
Saint-Sulpice to the same number of stops.7 

Meetings, opinions, and judgements 
Aristide Cavaillé-Coll made two extensive study trips through Europe and made a point of 
visiting Walcker on both occasions. In 1844 he visited Strasbourg and Rouffach in France; 
Bern, Freiburg, Zurich, and Winterthur in Switzerland; Stuttgart, Frankfurt am Main, and 
Cologne in Germany; Haarlem, Rotterdam, and Utrecht in the Netherlands; and the city of 
London. On his 1856 tour of Germany he only planned to visit Cologne, but he ended up 
visiting Berlin, Potsdam, Weimar, Frankfurt am Main, Stuttgart, and Ulm as well. It is known 
that Walcker visited Paris at least once, that he met Cavaillé-Coll there, and that he most likely 
saw some of his instruments. Walcker’s son Karl worked for some time in Paris as a 
businessman and during his stay in Paris he also functioned as an intermediary between his 
father and Cavaillé-Coll. 

On Cavaillé-Coll’s first study trip in 1844, he wrote to his father about the instruments he 
visited and the organ builders and organists whom he met, commenting on what he found in 
those organs and drawing comparisons to his own building style. He called Walcker a ‘builder 
of merit and genius’8 and classified him, ‘with his genius and painstaking work, as the best 

																																																								
7 Fenner Douglass, Cavaillé-Coll and the Musicians: A Documented Account of his First Thirty Years in Organ Building 
(Raleigh: Sunbury Press, 1980): ‘The St.-Sulpice organ expanded from the 72 stops in the original contract, to the 
completed instrument (1862) of 100 stops. [...] We suspect that the inspiration for the dramatic increase in the size 
of the organ at St.-Sulpice came from Cavaillé-Coll’s trip to Ulm in August 1856, four months after the contract 
for St. Sulpice was submitted’ (p. 137). Ibid.: ‘Cavaillé-Coll’s unrestrained praise of Walcker’s 100-stop organ at 
Ulm suggests a relationship between that visit and the eventual size of the organ he himself would soon complete 
at St. Sulpice in Paris. It was to be his largest, with exactly 100 stops, but with 6706 pipes to Ulm’s 6286’ (p. 160). 
The instrument at Ulm no longer exists. Was it Cavaillé-Coll’s respect for Walcker that led him only to match, but 
not surpass, the limit of 100 stops? 
8 Douglass, Cavaillé-Coll, p. 207; letter to Monsieur Callinet Sr., organ builder in Rouffach, 28 January 1845. Emile 
Rupp quoted Cavaillé-Coll as saying: ‘You are the Beethoven of the German organ builders’ (Emile Rupp, ‘Die 
Orgel der Zukunft’, Zeitschrift für Instrumentenbau 27, no. 4 [1906]: p. 92). Although Rupp had known Cavaillé-Coll 
personally, there might be some doubt about the trustworthiness of this statement: Rupp points out that Cavaillé-
Coll had made the statement to Eberhard Friedrich Walcker during his visit to Ulm in 1856. But from Aristide’s 
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builder among all those I visited’.9 In private, however, he made some critical remarks about 
Walcker’s famous organ in St. Paul’s Church, Frankfurt/Main: 

This morning I saw the famous organ of St. Paul’s Church. It is very beautiful, but it is always 
cold, like a German. There is majesty in its foundation stops, leanness in the reeds, softness in 
the solo stops, a bit of hesitation in the ensemble; the lungs lack strength: it is because of this 
that the musical effects of the instrument are so indifferent and lukewarm. 

75 stops, three manuals, two pedal keyboards; all this impresses by its number. But, in the 
same way that a French soldier is equal in value to five soldiers of other nations, an organ with 
15 stops at different pressures offers more power and more nuances in the sound effects than 
this immense instrument. Nevertheless, there are good things, but the lungs are weak; it is like a 
fine man suffering from tuberculosis.10 

In a letter to Carl Weigle (Walcker’s nephew and employee), he commented on the instrument 
as follows: 

The organ in St. Paul’s is good, but the church itself is not. There is such lack of clarity in the 
sound of the instrument that the overall effect of the organ is seriously hampered. As always, I 
found your work well executed; but the layout seemed to me somewhat congested, which must 
seriously hinder maintenance. I think Monsieur Walcker must have found himself limited by 
the space allowed him by the architect. Architects, at least in France, are the enemies of organ-
builders. When they can imprison us, they will not hesitate to do so in order to preserve 
architectural lines. (...) 

I don’t want to close, however, without expressing the great pleasure I got from visiting your 
workshop and Monsieur Walcker’s. I can still hear your superb 32' Bombarde. I can still see the 
thousands of valve opening and closings in the new chests (vind lade). And how I admire the 
light touch of your keyboards!11 

After visiting Ulm on his second study trip in 1856, Cavaillé-Coll wrote to Walcker: 

My dear Sir and honored colleague: I should thank you for the letter of introduction you gave 
me to your son, and for the kindness he showed by allowing us to see and hear your magnificent 
organ in the Cathedral of Ulm. It was with the greatest interest that we examined that immense 
organ, in which you applied your new construction principle, enabling you to give the organ 
dimensions heretofore unknown, and making this instrument the largest and most complete, I 
believe, of any that exist in Europe. May I congratulate you on this magnificent work.12 

																																																																																																																																																																													
letter to Eberhard Friedrich of 2 September 1856, it is clear that Eberhard Friedrich was not in Ulm on the 
occasion of Cavaillé-Coll’s visit. 
9 Letter to Carl Gottlieb Weigle, organ builder, Stuttgart, 15 November 1844, quoted in Douglass, Cavaillé-Coll, p. 
205. Weigle, the son of Eberhard Friedrich’s brother-in-law, studied with Eberhard Friedrich from 1825 onward 
and then went to work for him. Weigle was very much involved in Walcker’s first large organ with cone valve 
chests at the Stiftskirche in Stuttgart. As soon as that instrument was finished (1845), Weigle founded his own 
company in Stuttgart. With respect to his visit to Walcker in Ludwigsburg, Cavaillé-Coll wrote: ‘I found Monsieur 
Walcker very comfortably settled in his workshop and he showed me all the details of his work. While there, I saw 
a 16' nave organ, well made and with a good sound, completely set up in a suitable location’. Letter to Monsieur 
Callinet Sr., organ builder in Rouffach, 28 January 1845, quoted in Douglass, Cavaillé-Coll, p. 207. 
10 Letter to Dominique Cavaillé-Coll, Frankfurt, 10 October 1844; quoted in Cavaillé-Coll, Aristide Cavaillé-Coll, p. 
62. 
11 Letter to organ builder Carl Gottlieb Weigle, Stuttgart, 15 November 1844, quoted in Douglass, Cavaillé-Coll, 
pp. 204f. At the end of the letter, Cavaillé-Coll refers to Walcker’s organ in the Stiftskirche at Stuttgart – a four-
manual organ with 74 stops, cone valve chests, and tracker action (without any Barker machine). 
12 Letter to ‘M. Walcker, organ-builder in Ludwigsburg’, 2 September 1856, quoted in Douglass, Cavaillé-Coll, p. 
359. Obviously Cavaillé-Coll was not yet aware of Willis’s 100-stop organ at St. George Hall in Liverpool, 
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Unfortunately, we do not have any such comments by Walcker on Cavaillé-Coll’s work. We do, 
however, have a letter from Walcker to Meumann, in which Walcker compares his own organ 
building style with the French way of building organs.13 (Meumann was an organist of German 
origin who came from Frankfurt am Main and knew Walcker’s organ at St. Paul’s Church very 
well.) In this letter, Walcker explained that he could make this comparison because two French 
organ builders from Paris had visited him during the previous year.14 He had shown these 
builders everything and the Frenchmen, in turn, had told him about their building methods. 
From their comments, Walcker concluded that the Frenchmen considered his windchest 
system (cone valve chests) to be superior to their own, and even that the German wind supply 
system was superior to the French one, because the German system needed no more than two 
bellows pumpers, while the French system required five or six. Also, one of the builders had 
remarked that with Walcker’s cone valve chests, the key action was not as stiff as with slider 
chests, and therefore did not require the application of a complicated mechanism (read: Barker 
lever).15 

Walcker: cone valve chests 
Windchests with register channels date from the 18th century. Walcker took up the idea of the 
register channel and developed a new system with cones, which he would use for all of his new 
organs from about 1843 – the year in which he patented his system. His foreman Friedrich 
Hermann Lütkemüller was heavily involved in the first experiments and applications of the 
technology during the time that Walcker was installing his organ with slider chests in St. 
Petersburg. 

Walcker was not the actual inventor of the cone valve chest, but the system became 
associated with him to such a degree that its invention has been ascribed to him. His first organ 
with cone valve chests was built for the Salon in Ludwigsburg (1840 I/P/5); it is now in the 
Evangelical Church at Herbsthausen. 
	

																																																																																																																																																																													
completed in 1855 (or did he not want to mention it?). The number 100 must have set a kind of a magic limit. It 
was, however, the English organ builder Henry Willis (1821–1901) who was the first to complete an organ with 
that many stops. 
13 Claude-Rémy Muess, ‘Les orgues et les organistes des églises réformées de Saint-Louis et de l’Oratoire du Louvre 
à Paris 1791–1880’, Bulletin de la Société de l’histoire du protestantisme français 127 (1981): p. 145; the letter is 
undated. Unfortunately, I was unable to examine this letter further, as the archival documents with Walcker’s 
correspondence could no longer be found; letter to the author, dated 28 October 2003, from Ms. Idelette 
Beauvais, librarian of the ‘Société de l’Histoire du Protestantisme Français,’ Paris. 
14 Most likely, Walcker is referring to Cavaillé-Coll and Félix Danjou; if this hypothesis is correct, the letter must 
be from 1845. 
15 From Walcker’s letter we may conclude that, by 1845, he had not been in Paris and did not know actual French 
organ building from his own experience. His comments must, of course, be understood within the context of the 
letter’s purpose. Be that as it may: Walcker must have misunderstood something, or must have wanted to present 
these data in favour of his own organ concept. 
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Cavaillé-Coll also built several cone valve chests after Walcker’s design – not for complete 
divisions, but mainly to secure stable and steady air for large pipes. Cavaillé-Coll first used the 
cone valve chest in Dreux,16 and  – as he states – with the permission of its inventor, Eberhard 
Friedrich Walcker.17 He uses it here for only 12 pipes. 

 
Figures 6 a. and 6 b. Details of one of the three cone valve chests in Cavaillé-Coll’s organ in the Royal 
Chapel in Dreux (1845). These cone valve chests (each one with 4 notes) only serve the bass octave of 
the following stops on the Grand-Orgue: Montre 8', Salicional 8', Flûte Harmonique 8'. Originally a 
similar arrangement was planned for Prestant 4' and Flûte Octaviante 4', but this was not realized. 
Photo: Paul Peeters. 

 

																																																								
16 See Didier Decrette, ‘Le grand-orgue historique de la Chapelle Royale de Dreux’, La Flûte Harmonique (special 
issue) no. 27/28 (1984): pp. 18, 68. 
17 Letter by Cavaillé-Coll, September 14, 1855, to Mr. [Joseph] Hel[l]mesberger, chairman of the international jury, 
Musical Instruments Division, at the world exhibition that year, quoted in Douglass, Cavaillé-Coll, p. 353. 

Figure 5. E. F. Walcker’s first organ 
with cone valve chests, now in the 
Evangelical Church at Herbsthausen. 
Photo: Paul Peeters. 
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We learn more about Cavaillé-Coll’s opinion of the cone valve chest from his 1880 letter to 
Eberhard Friedrich Walcker’s sons, published in Die Orgelbauzeitung, in whose pages a rather 
polemic discussion on the origin and the [dis]advantages of the cone chest was then being 
conducted. The Berlin organist Carl Franz had visited Cavaillé-Coll and asked him what he 
thought about cone valve chests; Franz mentioned this in the discussion and the Walcker sons 
published Cavaillé-Coll’s answer. Cavaillé-Coll wrote:18 

(…) I do not remember exactly the expressions used during the conversation, but I was able to 
tell him, not only that we are by no means opposed to your system, but also that we ourselves 
have made use of it for the windchests for the Montre of the organ of St. Vincent de Paul in 
Paris, where I was well pleased with it.19 

I further told him that the reeds do not sound as good as they do on the normal windchests; 
however, such statements do not amount to condemning a system that also has advantages; 
especially with respect to the sliders, which, to advantageous effect, have been replaced by ventils 
which are much easier to handle than normal sliders. 

I also told Mr. Franz that we do not construct our windchests in the way you do, but this does 
not mean that we consider them to be bad. Every builder has the right to use the system he 
prefers, and in my opinion all the systems are more or less good, depending on the care which 
has been used in their design and execution.20 

																																																								
18 Die Orgelbauzeitung 2 (1880): p. 188. The letter dates from July 19, 1880. 
19 This ‘Montre’ division consisted of two windchests holding six flue stops (Montre 16', Gambe 16', Montre 8', 
Gambe 8', Montre 4' and Voix Céleste 8'), of which the largest pipes were displayed in the façade. 
20 This last sentence, with its noble serenity, contrasts rather with a statement attributed to Cavaillé-Coll by Emile 
Rupp: ‘With the slider chest, the tone of the pipe, like a guest at a Rococo pavillion, is guided on soft steps down a 

Figure 7. On the left, on top of each 
other, the two cone valve chests of the 
first manual division in Walcker’s organ 
in the Evangelical Church in Hoffenheim 
(1845). On the right, part of the 2nd 
manual’s windchest. Photo: Paul Peeters. 
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Wind supply system 
Cavaillé-Coll designed a system with different wind pressures, using reservoir bellows. However, 
these different wind pressures are not used in all his organs, but only in larger instruments. 
Ideally, he would divide the windchest compass into three divisions: bass, tenor/alto, and 
soprano; or in two: bass and treble, and provide them with different pressures. This was not 
done in all of his instruments, however, since it was a rather expensive arrangement. More 
often we find differences in wind pressure between the various divisions. I have checked data 
for a number of larger Cavaillé-Coll-organs, and most of them have no more than two to four 
different wind pressures.21 The instrument now in the church of Sacré-Cœur in Paris is most 
likely the instrument from Cavaillé-Coll’s shop that has the highest number of different 
pressures: eight, to be exact.22 (Both Mutin and Rupp stated that the organ had 28 different 
pressures, but they were actually referring to the total number of wind chest divisions in the 
organ, with some of the divisions on the same wind pressure.23) 

Walcker started his career building wedge bellows, then changed to box bellows and later to 
reservoir bellows, though he continued also to build box bellows. We do not know of any 
instances where Walcker used different wind pressures within the same division. Nor did he, as 
far as we know, make use of wind pressure difference between divisions (although there might 
be some exceptions).24 

Tuning and timbre slots 
Walcker and Cavaillé-Coll must have arrived independently at the application of tuning and 
timbre slots. The oldest application of this device by Walcker that I know of dates back to 1851 
(Reutlingen, Stadtkirche). Cavaillé-Coll’s first applications can be dated back to 1857 (Paris, 
Saint-Merry; Perpignan, Cathedral). Cavaillé-Coll must have seen tuning and timbre slots in 
Ulm, on the occasion of his 1856 visit to the newly built Cathedral organ, but as he also must 
have known them from the Merklin organ exhibited in the 1855 World Fair in Paris,25 they 
would not have been new to him. 

																																																																																																																																																																													
staircase by kind hosts; with the cone valve chest, he is shown the way by an impolite servant; with the tubular 
pneumatic cone valve chest, however, he is kicked out by a drunken butler!’ (Rupp, Die Entwicklungsgeschichte, p. 
277). 
21 This is, of course, not a verified number, but it shows at least a tendency. 
22 This is the number of different pressures found during the latest restoration; there is no indication that there 
had been originally more different pressures. See Daniel Roth and Günter Lade, Die Cavaillé-Coll-Mutin-Orgel der 
Basilika Sacré-Cœur in Paris (Langen bei Bregenz: G. Lade, 1992), pp. 57–9, 101, 126–7. 
23 See Rupp, Die Entwicklungsgeschichte, pp. 300–3; Charles Mutin. ‘L’Orgue’, in Encyclopédie de la Musique et 
Dictionnaire du Conservatoire (Paris: Delagrave, 1925), pp. 1191–2. 
24 A late example of an organ from the Walcker firm with differentiated wind pressures within a single division is 
the instrument in Dalziel St. Andrew’s Parish Church, Motherwell (Scotland), built in 1900 as Opus 876, where 
two reed stops in the Swell, Oboe 8' and Horn 8', speak at a higher wind pressure (115 mm) than the other stops 
of the division (87 mm), following, as it were, a British tradition. The organ has tubular-pneumatic cone valve 
chests, made according to Karl (Carl) Walcker’s design; see Gerhard Walcker-Mayer’s website 
http://blog.walckerorgel.de/2013/04/05/windanlage-in-spatromantischen-orgel-beispiel-motherwell-op-876-bj-
1900/ and http://www.walcker.com/walckermagazin/differenzierter-winddruck-in-deutsch-romanitschen.html, 
accessed on August 13, 2013. 
25 After the exhibition, this instrument was installed in the church of Saint-Eugène-Sainte-Cécile in Paris, where it 
has been preserved. 
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Dynamics 
The French system combines the dynamics of adding reeds and mutations to the foundation 
stops with the use of swell boxes to enclose powerful divisions, capable of producing a great 
fortissimo. The flexibility thus provided suited organists and composers perfectly. 

The basic principle of the swell box in Germany is to provide rather soft sounds and to 
enable a pianissimo. The register crescendo is a typical German feature. It gives the player a 
comfortable way to make a crescendo from the softest stop of the organ to the tutti. Although 
the basic principle of the register crescendo had been described already in 1806,26 Walcker was 
the first to develop a construction that could actually be used in practice. The first mention of 
this construction dates back to 1851;27 in 1852 he used it for the first time, in the organ for the 
church of St. Leonhard in Stuttgart,28 and after that it was regularly installed in his instruments. 
Cavaillé-Coll became acquainted with the device in Ulm, in 1856, but never used it. A famous 
Walcker example is preserved in Riga Cathedral (1884). 

Cavaillé-Coll’s and Walcker’s organ building concepts 
Table 2 provides a synoptic overview of Cavaillé-Coll’s and Walcker’s organ building concepts. 
 

																																																								
26 [Georg Christian] F[riedrich] Schlimbach, ‘Vorschläge zur Verbesserung der Orgel’, Berlinische Musikalische 
Zeitung 2 (1806): pp. 161–3. The idea, ‘to gradually carry on a long phrase from pianissimo to fortissimo’, can be 
found already in Justin Heinrich Knecht, Vollständige Orgelschule für Anfänger und Geübtere, vol. I (Leipzig, 1795), p. 
56, § 14 (facsimile reprint, ed. Michael Ladenburger [Wiesbaden: Breitkopf & Härtel, 1989]). There is also an 
indication that even Abbé Vogler’s Orchestrion (built 1788–90) had a register crescendo called ‘Progressions-
schweller’; I would like to thank Dr. Roland Eberlein for pointing this out to me. The source for this information 
is a report in the Allgemeine Musicalische Zeitung [AMZ] 1, no. 26 (1799): col. 415. See also Bart van Buitenen, ‘Das 
Orchestrion des Abt Vogler und dessen Erbauer Johannes Pieter Künckel’, in Georg Joseph Vogler: Umbrüche im 
Orgelbau, Band II, Bericht über die Tagung der Internationalen Arbeitsgemeinschaft für Orgeldokumentation (IAOD) in 
Stockholm (Mai/Juni 2003), ed. Uwe Pape (Berlin: Pape Verlag, 2007), p. 177. However, this swell function is not 
listed in Leopold Sauer’s description of the three different swell functions of Vogler’s Orchestrion, see AMZ 26, 
no. 23 (1824): col. 370–5; see also Jonas Braasch, Orgelregister mit Durchschlagzungen: Geschichte, Konstruktion und 
akustische Eigenschaften (Berlin: Logos Verlag, 2004), pp. 51–3, 269–87. 
27 Alfred Reichling, ‘Zur Frage des “konfessionellen Orgelbaus” im 19. und 20. Jahrhundert,’ in Die Orgel im Dienst 
der Kirche: Gespräch aus ökumenischer Sicht: Bericht über das sechste Colloquium der Walcker-Stiftung in Verbindung mit dem 
Pontificio Istituto di Musica Sacra 8.–14. Oktober 1984 in Rom, ed. Hans Heinrich Eggebrecht (Murrhardt-Hausen: 
Musikwissenschaftliche Verlags-Gesellschaft, 1985), pp. 271f. 
28 Hans Fidom, Diversity in Unity: Discussions on Organ Building in Germany between 1880 and 1918 (Dieren: KNOV, 
2002), pp. 125 and 296 (footnote 735). 

‘French’ 
(Aristide Cavaillé-Coll) 

  versus ‘German’ 
([Eberhard Friedrich] Walcker) 

1. technology 
• slider chests 

• tracker action; larger instruments with 
Barker-machine 
 
 

• reservoir bellows 

• different wind pressures (bass–treble; or 
bass–tenor/alto range–treble) or between 
divisions 

	
1. technology 
• cone valve chests from 1843 onwards 

• tracker action without Barker-mach.; only 
larger instruments with Barker-mach. (from 
1850s onwards); tendency towards use of 
modern technical solutions for the action 

• wedge-bellows; box bellows; reservoir bellows 

• basically no different wind pressures 
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Table 2. Synoptic overview of Cavaillé-Coll’s and Walcker’s organ building concepts. 

2. flues 
• basic group of 8-foot flues; concept more 

important than number and variation 
principle 

• standard (and almost traditional) concept for 
flues 

• harmonic flutes at 8', 4' & 2' as new 
component; various ones at 8' as solo stop 

• progressive mixtures (ca. 1855–75) 

• no mixtures with Third rank; some 
exceptions, incl. Carillon I-III (1877–99) 

• tuning and timbre slots from about 1857 

	
2. flues 
• many 8-foot flue stops of different kind, 

sound and volume 
 

• principle of ‘addition’ and variety 
 

• harmonic flutes only as solo stops (8' & 4') 
 

• no progressive mixtures 

• mixtures with Third rank as principle 
 

• tuning and timbre slots from about 1854 

3. reeds 
• many reeds (tradition) 

• very few free reeds (disappear completely 
after ca. 1865) 

	
3. reeds 
• few reeds (tradition) 

• free reeds important part of the concept 

4. dynamics 
• each division has its own characteristic: 

• Grand-Orgue, Positif, Récit 

• (no gradation as in German concept) 
 

• Récit is very powerful (especially with large 
organs) and is central for making a crescendo 

• sound concept tendency towards fff 

• terraced dynamics 
 
 

• swell division even in very small organs; from 
ca. 1870: 2 swell divisions in 3-M organs; in 
a few cases: 3 swell divisions in 4-M organs 

• less gradual dynamic ranges 
 

• power supplied by the reeds (tradition) 

• use of tutti is possible (as a registration 
concept first used from ca. 1880) 

	
4. dynamics 
• each division has its own characteristic: 

• Manual I, Manual II, Manual III, 

• M I is largest and strongest, decreasing 
gradation for M II and M III 

• the Schwellwerk is not powerful and has 
rather echo-function 

• sound concept tendency towards ppp 

• ‘variomatic’ dynamics; register crescendo is 
inherent to the concept 
 

• mostly one swell division; additional, 
separate swells for free reed stops 
 

• more gradual dynamic ranges (especially in 
p–pp–ppp range) 

• power supplied by the flues (tradition) 

• use of tutti is intended 

5. specification 
• concept works even with moderate number 

of stops 

• Pedal: mostly limited number of stops 

	
5. specification 
• concept’s tendency: needs more stops 

(starting from ca. 30 onwards?) 

• Pedal: preferably many stops 

6. pipe construction 
• only cylindrical pipes (with a few early 

exceptions) 

• limited use of wooden pipes 

	
6. pipe construction 
• all kinds of pipe forms used 

 

• many wooden pipes (tradition) 
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Comparisons of organ specifications 
Tables 3–5 show comparisons between the following important pairs of instruments by 
Walcker and Cavaillé-Coll, respectively: 

• Frankfurt, St. Paul’s Church <> Paris, Saint-Denis, Basilica 

• Frankfurt, St. Paul’s Church <> Paris, Madeleine 

• Ulm, Cathedral <> Paris, St. Sulpice 
	

Frankfurt Saint-Denis Frankfurt Saint-Denis 
Hauptwerk (I), C–f3 Grand Orgue (II), C–f3  2. Werk (II), C–f3 Positif (I), C–f3 

23 stops 20 stops 15 stops 17 stops 

    
 

  

  Montre 32 
 

  

Untersatz 32   
 

  

    
 

  

    
 

  

Principal 16 Montre 16 
 

  

Viola di gamba major 16   
 

  

Flauto major 16 Bourdon 16 Bourdon 16 Bourdon 16 

    
 

  

Octav 8 Montre 8 Principal 8   

Viola di gamba 8 Viole 8 Salicional 8 Salicional 8 

Gemshorn 8 Bourdon 8 Gedeckt 8 Bourdon 8 

Flöte 8 Flûte travers. harm. 8 Dolce 8 Flûte harmonique 8 

    Quintatoen 8   

    
 

  

Quint 5 1/3   Quintflöte 5 1/3   

Octav 4 Prestant 4 Octav 4 Prestant 4 

Hohlpfeife 4 Flûte travers. harm. 4 Flûte traversière 4 Flûte octaviante 4 

Fugara 4   Rohrflöte 4 Flûte 4 

    
 

  

    
 

  

Terz 3 1/5   
 

  

Quint 2 2/3 Nasard ou quinte 3 Quint 2 2/3 Nasard ou quinte 3 

Octav 2 Doublette 2 Octav 2 Doublette 2 

Waldflöte 2   
 

Flageolet harm. 2 

Terz 1 3/5   
 

Tierce 1 3/5 

Octav 1   
 

  

Cornett V (10 2/3)   
 

  

Mixtur V (2) Grosse Fourniture IV Mixtur V (2) Fourniture IV 

  Founiture IV 
 

  

Scharf IV (1) Grosse Cymbale IV 
 

Cymbale IV 

  Cymbale IV 
 

  

Tuba 16   
 

  

    
 

  

Trompete 8 1ère Trompette harm. 8 Posaune 8 Trompette harm. 8 

  2eme Trompette harm. 8 
 

  

  Cornet à pavillon 8 
 

Cromorne 8 

  Basson et Cor Anglais 8 
 

Cor d'harmonie et  
Hautbois 8 

    Vox humana 8 (free reed)   

  Clairon Octaviant 4   Clairon Octaviant 4 
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Frankfurt Saint-Denis Saint-Denis Frankfurt Saint-Denis 
3. Werk (III, enclosed, 
C–f3 

Récit-Echo expr. (III), 
C–f3 

Bombarde (III),  
C–f3 

1. and 2. Pedal,  
C–d1 

Pédale,  
F–f1 

14 stops 8 stops 12 stops 15 + 7 stops 12 stops 

      
 

  

      Contrabaß 32 Flûte ouverte 32 

      Subbaß 32   

      Violon 16   

      Octavbaß 16   

      Principal 16 Flûte ouverte 16 

      Violon 16   

Quintatoen 16   Bourdon 16 Gedeckt 16   

      Quint 10 2/3   

Principal 8     Principal 8   

Harmonica 8     Octav 8 Flûte ouverte 8 

Lieblich Gedeckt 8 Bourdon 8 Bourdon 8 Violoncell 8   

Bifra 8 Flûte harmonique 8 Flûte 8 Flöte 8   

Hohlflöte 8     
 

  

      Terz 6 2/5 Gros nasard ou quinte 6 

      Quint 5 1/3   

    Prestant 4 Octav 4 Flûte ouverte 4 

Flûte d'amour 4 Flûte oct. harm. 4   Flöte 4   

Lieblich Gedackt 4     
 

  

Spitzflöte 4     
 

  

Dolcissimo 4     
 

  

      
 

  

Nasard 2 2/3 Quinte 3 Nasard ou quinte 3 
 

  

    Doublette 2 
 

  

Flautino 2 Octavin harm. 2   Waldflöte 2   

      
 

  

      
 

  

    Grand Cornet VII 
 

  

      
 

  

      
 

  

      
 

  

      
 

  

    Bombarde 16 Posaune 16 Bombarde 16 

      Fagott 16 (free reed) Basse-contre 16 

  Trompette harm. 8 1ère Trompette 8 Trompete 8 1ère Trompette 8 

    
2ème Trompette 
harm. 8 

 
2ème Trompette 8 

      
 

  

Hautbois 8     
 

Basson 8 
Physharmonica 8 (free 
reed) Voix humaine harm. 8   

 
  

  Clairon harm. 4 1er Clairon harm. 4 
 

1er Clairon 4 

    2ème Clairon oct. 4 Clarine 4 2ème Clairon 4 

      Cornettino 2   

Table 3. Comparison of organ specifications: Frankfurt, St. Pauls’s Church (E. F. Walcker, 1829–33; III 
P/74) and Paris, St. Denis, Basilica (A. Cavaillé-Coll, 1834–41; IV P/69). 
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Frankfurt Paris, Madeleine Frankfurt Paris, Madeleine 
Hauptwerk (I), C–f3 Grand Orgue (II), C–f3  2. Werk (II), C–f3 Positif (I), C–f3 

23 stops 12 stops 15 stops 10 stops 

    
 

  

    
 

  

Untersatz 32   
 

  

    
 

  

    
 

  

Principal 16 Montre 16 
 

  

Viola di gamba major 16 Violon-Basse 16 
 

  

Flauto major 16   Bourdon 16   

    
 

  

Octav 8 Montre 8 Principal 8 Montre 8 

Viola di gamba 8 Salicional 8 Salicional 8 Viola di Gamba 8 

Gemshorn 8 Bourdon 8 Gedeckt 8   

Flöte 8 Flûte harmonique 8 Dolce 8 Flûte douce 8 

    Quintatoen 8   

    
 

Voix célestes 8 

Quint 5 1/3   Quintflöte 5 1/3   

Octav 4 Prestant 4 Octav 4 Prestant 4 

Hohlpfeife 4   Flûte traversière 4   

Fugara 4   Rohrflöte 4 Dulciana 4 

    
 

  

    
 

  

Terz 3 1/5   
 

  

Quint 2 2/3 Quinte 3 Quint 2 2/3   

Octav 2 Doublette 2 Octav 2   

Waldflöte 2   
 

Octavin 2 

Terz 1 3/5   
 

  

Octav 1   
 

  

Cornett V (10 2/3)   
 

  

Mixtur V (2) Plein-jeu X Mixtur V (2)   

    
 

  

Scharf IV (1)   
 

  

    
 

  

Tuba 16   
 

  

    
 

  

Trompete 8 Trompette 8 Posaune 8 Trompette 8 

    
 

  

    
 

  

  Cor Anglais 8 
 

Basson et Hautbois 8 

    Vox humana 8 (free reed)   

    
 

  

    
 

  

      Clairon 4 
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Frankfurt Paris, Madeleine Paris, Madeleine Frankfurt Paris, Madeleine 
3. Werk (III, enclosed), 
C–f3 

Récit expr. (IV), 
C–f3 

Bombarde (III),  
C–f3 

1. Pedal, 2. Pedal,  
C–d1 

Pédale,  
C–c1 

14 stops 8 stops 10 stops 15 + 7 stops 8 stops 

      
 

  

      Contrabaß 32 Quintaton 32 

      Subbaß 32   

      Violon 16   

      Octavbaß 16 Contre-Basse 16 

      Principal 16   

      Violon 16   

Quintatoen 16   Sou-Basse 16 Gedeckt 16   

      Quint 10 2/3   

Principal 8     Principal 8   

Harmonica 8     Octav 8 Grosse Flûte 8 

Lieblich Gedeckt 8 Bourdon 8   Violoncell 8 Violoncelle 8 

Bifra 8 Flûte harmonique 8   Flöte 8   

Hohlflöte 8     
 

  

      Terz 6 2/5   

    Flûte harmonique 8 Quint 5 1/3   

    Basse 8 Octav 4   

Flûte d'amour 4 Flûte Octaviante 4 Flûte traversière 8 Flöte 4   

Lieblich Gedackt 4   Flûte octaviante 4 
 

  

Spitzflöte 4     
 

  

Dolcissimo 4     
 

  

    
  

  

Nasard 2 2/3     
 

  

    
  

  

Flautino 2 Octavin 2  Octavin 2 Waldflöte 2   

    
  

  

      
 

  

    
  

  

      
 

  

      
 

  

      
 

  

     Bombarde 16 Posaune 16 Bombarde 16 

      Fagott 16 (free reed) Basse-Contre 16 

  Tromp. harmonique 8  Tromp. harmonique 8 Trompete 8 Trompette 8 

      
 

  

      
 

  

Hautbois 8 Musette 8   
 

  
Physharmonica 8 (free 
reed) Voix Humaine 8   

 
  

      
 

  

  Clairon harmonique 4  Clairon 4 Clarine 4 Clairon 4 

  
 

  Cornettino 2   

Table 4. Comparison of organ specifications: Frankfurt, St. Pauls’s Church (E. F. Walcker, 1829–33; III 
P/74) and Paris, Madeleine (A. Cavaillé-Coll, 1842–46; IV P/48). 
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Ulm, 
Cathedral 

Paris, 
St. Sulpice 

Ulm, 
Cathedral 

Paris, 
St. Sulpice 

Ulm, 
Cathedral 

Paris, 
St. Sulpice 

I. Manual,  
C–f3 

Gr. Chœur+G.O. (I+II), 
C–g3 

II. Manual,  
C–f3 

Positif IV,  
C–g3 

III. Manual,  
C–f3 

Bombarde III,  
C–g3 

30 stops 13 + 13 = 26 stops 23 stops 20 stops 16 stops 20 stops 

    
 

  
 

  

Man. Untersatz 32  Principal-harm. 32–16* 
 

  
 

  

Principal 16 Montre 16 
 

  
 

  

Tibia major 16 Bourdon 16 Gedeckt 16 Quintaton 16 Bourdon 16 Soubasse 16 
Viola di gamba 
major 16 Flûte conique 16 Salicional 16 Violon Basse 16 

 
Flûte conique 16 

Octava 8 Montre 8 Principal 8   Principal 8 Principal 8 

Gemshorn 8 Flûte à Pavillon 8 Floete 8 Flûte Trav. 8 Gedekt 8 Bourdon 8 

Viola di gamba 8 Flûte Traversière 8 Piffaro II 8 + 2 Unda Maris 8 Piffaro II 8 + 4   

Gedeckt 8 Bourdon 8 Quintatoen 8 Quintaton 8 Harmonica 8 Flûte harm. 8 

Salicional 8 Salicional 8 Dolce 8 Salicional 8 Spitzfloete 8 Violoncelle 8 

Floete 8 Flûte harmonique 8 Gedekt 8 Vie de Gambe 8 
 

Gambe 8 

  Diapason 8 
 

  
 

Kéraulophone 8 

Quint 5 1 /3 Grosse Quinte 5 1/3 Quint 5 1 /3   
 

Grosse Quinte 
5 1/3  

Octava 4 Prestant 4 Octav 4   Octav 4 Prestant 4 

Floete 4 Octave 4 Spitzfloete 4   Gemshorn 4 Octave 4 

Rohrfloete 4   Viola 4 Dulciana 4 Dolce 4 Flûte Octaviante 4 

Fugara 4   Kl. Gedekt 4 Flûte douce 4 
 

  

    Traversfloete 4 Flûte oct. 4 
 

  

Terz 3 1/5   
 

  
 

Grosse Tierce 
3 1/5 

    
 

Quinte 2 2/3 Nasard 2 2/3 Quinte 2 2/3 

Octava 2 Doublette 2 Octav 2 Doublette 2 Octav 2   

Waldflöte 2   Piccolo 2   Flautino 2 Octavin 2 

    
 

Tierce 1 3/5 
 

  

    
 

Larigot 1 1/3 
 

  

Super Octav 1   
 

Piccolo 1 
 

  
Cornett VIII (10 
2/3) Cornet V 

 
  

 
Cornet V 

Sexquialtera II (4)   
 

  
 

  

Mixtur V (8) Grosse Fourniture IV Mixtur VIII (8) 
Plein Jeu harm. 
III-VI Mixtur V (4)   

Mixtur IV (4) Plein-jeu IV 
 

  
 

  

Scharf V (2) Grosse Cymbale VI Cymbal III (1)   
 

  

Contrafagott 16 Bombarde 16 
 

  
 

Bombarde 16 
Second Fagott 16 
(free?) 

Basson 16 
 

 

Euphone 16 
(free) 

 
  

Trompete 8 1re Trompette 8 Trompete 8 Trompette 8 
 

Trompette 8 

Posaune 8 2e Trompette 8 Posaune 8 
Clarinette 8 
(free) 

 
Baryton 8 

    
 

  
 

  

  Basson 8 Fagott 8 (free?)   
 

  

    Clarinette 8 (free?) Physharmonica 8 (free) 

    
 

  Vox humana 8 (free?) 

Clarino 4 Clairon 4 Corno 4 Clairon 4 
 

Clairon 4 

    
 

  Oboe 4   

Clarinetto 2 Clairon-Doublette 2 
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Ulm, Cathedral Paris, St. Sulpice Ulm, Cathedral Paris, St. Sulpice 
IV. Manual, C–f3 Récit V, C–g3 Pedal (P I + II), C–d1 Pédale, C–f1 

(the 14 reeds of the organ)  22 stops 24 + 7 = 31 stops 12 stops 

    
 

  

    Principalbaß 32 Principal-Basse 32 

    Grand Bourdon 32   

  Quintaton 16 Principalbaß 16   

    Octavbaß 16 Contre-Basse 16 

    Subbaß 16 Soubasse 16 

  Bourdon 8 Bourdon 16   

  Voix Céleste 8 Violon 16   

  Flûte harmonique 8 Gedekt 16   

  Violoncelle 8 Violon 16   

    Quint 10 2/3   

    Octava 8   

    Floete 8   

  Prestant 4 Floete 8   

  Flûte Octaviante 4 Violoncell 8 Flùte 8 

  Dulciana 4 Viola 8 Violoncelle 8 

  Nazard 2 2/3 Terz 6 2/5   

    Quint 5 1/3   

  Doublette 2 Octava 4   

    Floete 4 Flûte 4 

  Octavin 2 Hohlfloete 2   

    Cornett V (4)   

    Bombard 32 Contre-Bombarde 32 

    Posaunenbaß 16 Bombarde 16 

    Fagottbaß 16 (free?) Basson 16 

  Cornet V Serpent 16 (free?)   

    Trompete 8 Trompette 8 

  Fourniture IV Posaune 8 Ophicléide 8 

    Bassetthorn 8 (free?)   

  Cymbale V Clarine 4   

Contrafagott 16 (I) Bombarde 16 Corno Basso 4 Clairon 4 

Second Fagott 16 (I) Cor Anglais 16 (free) Cornettino 2   

Trompete 8 (I) Trompette 8 
 

  

Posaune 8 (I) Trompette harmonique 8 
 

  

Trompete 8 (II)   
 

  

Posaune 8 (II)   
 

  

Fagott 8 (II) Basson et Hautbois 8 
 

  

Clarinette 8 (II) Cromorne 8 
 

  

Physharmonica 8 (III)   
 

  

Vox humana 8 (III) Voix humaine 8 
 

  

Clarino 4 (I) Clairon 4 
 

  

Corno 4 (II)   
 

  

Oboe 4 (III)   
 

  

Clarinetto 2 (I)   
 

  

* Partly 32-foot pipes from Clicquot. 

Table 5. Comparison of organ specifications: Ulm, Cathedral (E. F. Walcker, 1849–56; IV P/100, cone 
valve chests) and Paris, St. Sulpice (A. Cavaillé-Coll, 1857–62; V P/100, slider chests). 
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The instruments that represented breakthroughs for both Walcker and Cavaillé-Coll show 
similarities – at least if judged within the contexts of their respective traditions. Cavaillé-Coll’s 
subsequent organs, however, show a much greater degree of experimentation, while Walcker 
instead built two important instruments that we might call sisters to the Frankfurt organ: 
somewhat smaller, but also with slider chests. 
 
Frankfurt, St. Paul’s St. Petersburg, St. Peter’s Reval [Tallinn], St. Olai 
1827–33 1836–40 1840–42 
III/P/74 III/P/63 III/P/65 
	
The organ in St. Petersburg had a free-standing console ‘en amphithéâtre’, to use the French 
term (most likely the first instance of this kind of arrangement29). Probably the Tallinn organ 
did too.30 These two instruments show consolidation in their specification, sound concept, and 
technical design. Walcker invested the profit from the instruments in expanding his workshop 
and used it to pursue innovative ideas. 

Only, it seems, after Walcker had developed the cone valve chest and had made it reliable in 
operation, did he undertake further development of his organ concept. 

Organs by Cavaillé-Coll, Walcker, and Sauer with multiple 
swell boxes 
The following tables show an overview of organs with multiple swell divisions by Cavaillé-Coll 
(Table 6) and Walcker and Sauer (Table 7). A comparison of these tables reveals that one can 
find pre-1900 instruments with two or three swell divisions far more often with Cavaillé-Coll 
than with Walcker and Sauer. In the period that follows, we observe a change concerning the 
two German builders: of eight instruments built between 1900 and 1915, no fewer than six 
have two or three swell divisions. 
 
Year Location No. of 

manuals 
No. of  
encl. div. 

Enclosed divisions specified 

1856 Paris, Cavaillé-Coll's workshop 
(Carcassonne)* 

4 2 Grand Réc., Petit Réc. (54 keys) 

1863 Paris, Saint-Thomas-d'Aquin 3 2 Grand Réc., Petit Réc. (37 keys) 
1865 Gerbéviller, Marquis de Lambertye 3 2 Réc., Pos. 
1869 Saint-Dizier, Notre-Dame 3 2 Réc., Pos. (Pos. swell added in 1869) 
1872 Chaumont-sur-Marne, Saint- Jean-

Baptiste 
3 2 Réc., Pos. 

1872 Paris, Conservatoire (rebuild of the large 
organ) 

3 2 G.O., Réc. + Man. III: expr. free reed 

1873 Sheffield, Concert Hall 4 3 Réc., Pos., Solo 
1874 Lisieux, Cathédrale 3 2 Réc., Pos. 
1875 Amsterdam, Paleis voor Volksvlijt 3 2 Réc., Pos. 
1875 London, Mr. J. Hopwood 3 2 Réc., Pos. 
1875 Paris, Palais Garnier (Opéra) 2 1 G.O. in two separate swell boxes 
1876 Lyon, Chapelle des Jésuites 2 2 whole organ AND [!] Réc. 
1877 Manchester, Town Hall 3 2 Réc., Pos. 
1878 Paris, Trocadéro 4 2 Réc., Pos. 

																																																								
29 The famous organ by Joseph Gabler in Weingarten Abbey from 1750 already had a free-standing console with 
stop knobs in terraces to the left and right sides of the keyboards, but the console extends straight out from the 
keyboard on the sides; it is not curved. 
30 Külli Erikson, ‘Walcker-Orgeln in Estland mit zugehörigem Orgel-Katalog und Abbildungen’. Master’s thesis, 
Int. Masterstudiengang OrganExpert (Staatliche Hochschule für Musik Trossingen, 2010), p. 28. 
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1879 Paris, Charles Gounod 2 2 G.O., Réc. 
1880 Brussels, Conservatorium 3 2 Réc., Pos. 
1880 Lyon, Saint-François-de-Sales 3 2 Réc., Pos. 
1883 Paris, Institut des Jeunes Aveugles 3 2 Réc., Pos. 
1884 Paris, Comte de Chambrun 2 2 G.O., Réc. 
1885 Saint-Servan, Ste. Croix 3 2 Réc., Pos. 
1887 Paris, Eglise Episcopale Américaine 3 2 Réc., Pos. 
1889 Azpeitia, Santuario de Loyola 3 2 Réc., Pos. 
1894 Paris, Baron de l'Espée 3 2 Grand Réc., Petit Réc. 
1895 Saint-Sever, Paroisse 3 2 Réc., Pos. 
1898 Azcoitia, Santa Maria 3 2 Réc., Pos. 
1898 Biarritz, Baron de l'Espée 4 3 Réc., Pos., Solo 
     
a total of 26 instruments    
     
* Before final delivery, the 1856 four-manual organ was reduced to a three-manual instrument with only one Récit division. 
     

Notes 
(1) Lafargue mentions a Cavaillé-Coll organ in Boulogne-Billancourt, Notre-Dame (1880), which is neither listed 

by Huybens nor by Eschbach.  
(2) According to Merlin (2003, p. 21), the Mulhouse organ (1860/63) did not have an enclosed Positif (as 

Lafargue indicates); it might have been added during one of the rebuildings of 1882 and 1908 (neither by 
Cavaillé-Coll). 

(3) On 30 May 1879, Cavaillé-Coll signed a design for an organ in Obernai (III+P/39) that was to have both 
Positif and Récit enclosed. The instrument was never built: the church got an instrument by Merklin. 

 
Sources 
Eschbach, Jesse. A Compendium of Known Stoplists by Aristide Cavaillé-Coll 1838–1898. Vol. 1 of Aristide Cavaillé-

Coll: Aspects of his Life and Work. Paderborn: Peter Ewers, 2003: passim. 
Huybens, Gilbert. Aristide Cavaillé-Coll: Liste des travaux exécutés. Lauffen/Neckar: Orgelbaufachverlag Rensch, 

1985: passim. 
Jutten, Odile. L’Enseignement de l'improvisation à la classe d'orgue du conservatoire de Paris 1819–1986 d’après la thé-

matique de concours et d’examens. Villeneuve d’Ascq: Presses Universitaires du Septentrion, 1999 (pp. 536–50). 
Lafargue, Yves. ‘Le Positif jaloux du Récit: étude sur l’application de la boîte expressive au clavier du Positif: Pour 

une approche de l’orgue symphonique français’. L’Orgue, no. 250 (1999): passim. 
Merlin, Yannick. ‘Orgues et organistes parisiens en Alsace (1860–1908)’. L’Orgue, no. 265 (2003): p. 21. 
Meyer-Siat, Pie. ‘L’Orgue Cavaillé-Coll de Mulhouse’. Archives de l'Eglise d'Alsace 47, Tome 8 de la 3ème série 

(1988): pp. 144–5. 

Table 6. Cavaillé-Coll organs with two or more enclosed divisions. 

 

Year Location No. of 
manuals 

No. of 
encl. div. 

Enclosed divisions specified 

1863 Boston, Music Hall (Walcker) 4 2 2. Man.; Vox Humana 4. Man.; 
SchwPed. 

1884 Prague, Rudolfinum (Sauer) 3 2 Man. 1+2 (comb. swell); Man. 3. 
1884 Riga, Domkirche (Walcker) 4 2 4. Man.; Echokasten f. 2 Reg. des 3. 

Man.; SchwPed. 
1889 Amsterdam, Nicolaaskerk (Sauer) 3 2 3. Man.; 2. Man.  
1891 Rio de Janeiro, Conservatorio Nazional 

(Sauer) 
3 2 3. Man.; 2. Man. 

1895 Berlin, Kaiser-Wilhelm-
Gedächtniskirche (Sauer) 

4 2 3. Man.; 4. Man. (Fernw.) 

1899 Frankfurt/Main, Paulskirche (Walcker; 
rebuild) 

3 2 2. Man.; 3. Man. (Echow.) 

1900 Duisburg, Stadthalle (Sauer) 3 1 3. Man.; + swell for whole organ (*) 
1900 Wuppertal-Elberfeld, Stadthalle (Sauer) 4 3 2. Man.; 3. Man.; 4. Man. (Fernw.);  

+ swell for whole organ (*) 
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1904 Berlin, Dom (Sauer) 4 2 3. Man.; 4. Man. 
1906 Munich, Odeon (Walcker) 3 2 3. Man.; 2. Man.; SchwPed. 
1909 Berlin, Alte Garnisonkirche 4 3 2. Man.; 3. Man.; 4. Man. (Fernw.) 
1909 Dortmund, Reinoldikirche (Walcker) 5 3 Schwellw.; Solow.; Echow. (2 pedals!); 

SchwPed. 
1910 Görlitz, Stadthalle (Sauer) 4 3 3. Man.; 4. Man. (FernW.); + swell for 

whole organ (*) 
1912 Hamburg, St. Michaeliskirche 

(Walcker) 
5 3 3. Man., 4. Man., 5. Man. (Fernw.); 

SchwPed. 
1915 Hermannstadt, Stadtpfarrkirche (Sauer) 4 3 2. Man.; 3. Man.; 4. Man. (Fernw.) 
(*) this means that the whole instrument is enclosed; apart from this we find still a register crescendo 
 
Sources    
Eggebrecht, Hans Heinrich. ed. Orgelwissenschaft und Orgelpraxis: Festschrift zum zweihundertjährigen Bestehen des 

Hauses Walcker. Murrhardt-Hausen: Musikwissenschaftliche Verlagsgesellschaft, 1980 (p. 223). 
Moosmann, Ferdinand, and Rudi Schäfer. Eberhard Friedrich Walcker (1794–1872). Kleinblittersdorf: 

Musikwissenschaftliche Verlagsgesellschaft, 1994 (pp. 187–91). 
Falkenberg, Hans-Joachim. Der Orgelbauer Wilhelm Sauer 1831–1916: Leben und Werk. Lauffen/Neckar: 

Orgelbaufachverlag Rensch, 1990 (pp. 140, 247, 250–1, 253, 257, 268, 291). 
Binder, Hermann. Orgeln in Siebenbürgen. Kludenbach: Gehann-Musik-Verlag, 2000 (pp. 123–4). 

Table 7. Overview of some organs by Walcker and Sauer with two or more enclosed divisions. 

Mutual influences 
Did Walcker and Cavaillé-Coll influence one another? There is no doubt that, due to his study 
trips, Cavaillé-Coll had the opportunity to learn more about Walcker’s organ concept and his 
instruments than Walcker could about Cavaillé-Coll’s. Moreover, Cavaillé-Coll was able to 
observe the development of Walcker’s concept from the Frankfurt instrument in St. Paul’s 
Church (1833) to the organ in Ulm (1856). Cavaillé-Coll most likely adopted the free-standing 
console with the design ‘en amphithéâtre’ from Walcker (cf. the comment on the St. Petersburg 
organ above, p. 68). 

It was also in instruments by Walcker that Cavaillé-Coll found balanced swell pedals to 
control the shutters of the swell box. Walcker used four of them already in St. Paul’s Church. 
Cavaillé-Coll, however, did not use this kind of swell pedal until 1865.31 Before that, he used 
trigger pedals that one had to hook in (and he continued to use such pedals even after 1865). 

More generally, one can say that Cavaillé-Coll introduced string stops following German 
influences (including Alsace), and that he used pedal keyboards in the German style. 
Occasionally we find specific German influences (for example a Physharmonica), but these are 
mostly responses to specific wishes or requirements from the purchasers of the instruments. 

Walcker probably took less from Cavaillé-Coll, but more research on what is left of 
Walcker’s instruments is needed, along with in-depth archival studies. Although the Barker 
lever was not Cavaillé-Coll’s invention, it became widely known through its first application in 
his Saint-Denis organ. Also, Cavaillé-Coll’s consistent use of the Barker lever in his larger 
instruments, and the fact that he developed some models of his own design, means that the 
Barker lever is associated with his name. Walcker used Barker levers for the first time in his 

																																																								
31 Carolyn Shuster-Fournier, ‘Les orgues de salon d’Aristide Cavaillé-Coll’, L’Orgue, Cahiers et Mémoires, no. 57–58 
(1997): p. 46. Cavaillé-Coll’s first balanced swell pedal was made for the organ for the Marquis Ernest-Marie-
Charles de Lambertye (III/P/37) and was installed in the chapel of his manor in Gerbéviller. The instrument had 
two enclosed divisions (Positif and Récit) and even a Physharmonica 8' in the Grand Orgue. The left swell pedal 
activates the swell shutters of the Positif; the middle one, the Physharmonica; and the right pedal, the swell 
shutters of the Récit. 
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organ for the cathedral at Ulm, and he preferred them to electric action, as we know from a 
letter of 1867. 

From his visit to Cavaillé-Coll’s workshop in 1857, we know that Walcker was particularly 
interested in Cavaillé-Coll’s wind supply system. In his notebook, he made a sketch and a 
special note regarding the system with different wind pressures, obtained by superposing 
reservoir bellows and independent of feeder bellows.32 

Most likely, Walcker and Cavaillé-Coll arrived independently at the use of tuning and 
timbre slots. 

Walcker and Cavaillé-Coll differ considerably in the type and composition of their mixture 
stops. Cavaillé-Coll built both classical and progressive mixtures with octave and fifth ranks; 
mixtures with third ranks can be found (for example Carillons from 1877 to 1899) but are rare, 
at least if the total number of instruments that Cavaillé-Coll built is taken into account. To my 
knowledge, Walcker did not build progressive mixtures; his mixtures contain third ranks, 
basically without exception. 

Conclusion 
Seen from a national perspective (which is, of course, problematic with respect to Walcker, 
since Germany was not united until 1871), Walcker was just one of several major builders. 

Cavaillé-Coll, although he had a strong competitor in Joseph Merklin and met competition 
from smaller companies in Paris and the French provinces, clearly dominated the French organ 
scene, which was commanded by Paris. 

In an international perspective, Walcker’s and Cavaillé-Coll’s significance, with respect to 
organ building and their influence through important pupils, is on the same order. If we think 
of their presence on the international scene as represented by important instruments, Cavaillé-
Coll dominates, and does so even more clearly with respect to his overall involvement in the 
organ scene. Here, the ‘capital versus countryside’ aspect comes into play. The Franco-German 
differences with respect to organ building and organ and church music had as their 
consequence that the mutual export of instruments between the two countries was almost non-
existent. 
	
The author would like to thank Loïc Métrope, Gerhard Walcker-Mayer, and Luk Bastiaens for their kind 
permission to reproduce pictures 1, 2, and 4. 

																																																								
32 Walcker’s ‘Notizbuch’ from 1857 (now in Wirtschaftsarchiv Baden-Württemberg, University of Hohenheim, 
Stuttgart [WABW], B 123; at the time of my research kindly made available to me by organ builder Gerhard 
Walcker-Mayer, Saarbrücken, Germany). 
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Organs and Their Music 
Peter Williams 

The six months delay in the completion of Organ Acusticum at Luleå University of Technology 
because of the Japanese tsunami in 2011 reminds us that our instrument does not exist in a 
world removed from crises of one kind or another. I was interested to read in the recent 
biography of Charles-Marie Widor that during the Commune riots in Paris in the 1870s, the 
National Guard came into St-Sulpice*1 and searched inside the Cavaillé-Coll organ looking for 
weapons.2 Perhaps they thought the chamade trumpets were bazookas. (Perhaps they are!) More 
than seven hundred years earlier, Charles I (‘The Good’), Count of Flanders, had hidden from 
his would-be assassins inside the organ of St. Donatian’s Cathedral in Bruges, the only evidence 
we have that there was an organ there, big enough to hide a man, though what its music was we 
have no idea.3 Then there are all those organs destroyed by the English Puritans – or the Swiss 
Reformers – or the later French armies in the Rhineland. On the other hand, how amazing it is 
that any instruments have survived across those vast stretches of Europe: from Tallinn to 
Bordeaux, Trondheim to Sicily, violated by German armies within living memory, sometimes 
twice! 

I think an interesting book could be written about how often organs have suffered, for one 
reason or another. These are not instruments to which people have been indifferent. And what 
an interesting book could be written about dishonest builders and dishonest buyers! Gottfried 
Fritzsche not being paid for his work in Dresden is one of many such stories, revealed – for 
once – by meticulous royal archives.4 

The title suggested by the organizers for my keynote speech for the Piteå Organ Symposium 
– ‘Organs and their music: historical perspectives on the relationship between instrument 
building and repertoire’ – is indeed a vast topic that resists generalizations. We can all think of 
examples of particular organs in connection with particular music: this type of organ for this 
type of music. And sometimes particular details can be studied to a rather tedious extent – 
temperament, for instance. And yet other qualities just as important, such as beauty of tone, are 
not so often discussed. Is a particular new organ really beautiful, and will it be as inspiring 
musically as an Antegnati organ of 1600, a Broadwood piano of 1880, a Taskin harpsichord of 
1770? 

And of course there are many questions about performance. What is the right organ for a 
particular repertory? Is an organ-type popular today just because people want to play Bach – or is 
there not another side to him, the interests he had in French and Italian music? Is it correct to 
play Ligeti’s Volumina only on an equal-tempered organ of the Orgelbewegung type? Is it logical to 
match today’s newest music with today’s newest technology – not pipes but electronics, not keys 
but console-bars? And what exactly is the most useful type of organ for a music conservatory 
today? 

																																																								
1 For information about organs marked with an asterisk (*), see Appendix. 
2 John R Near, Widor: A Life beyond the Toccata (Rochester, NY: University of Rochester Press, 2011), p. 61. 
3 Peter Williams, The Organ in Western Culture, 750–1250 (Cambridge: Cambridge University Press, 1993), p. 266. 
4 See Mary E. Frandsen, ‘Gottfried Fritzsche (Frietzsche) at the Dresden Court, 1628–29’, The Organ Yearbook 41 
(2012): pp. 91–114. 



	

	 76 

Well, these questions remind me of something President Bill Clinton said at a rather 
different enquiry: It all depends on what you mean by ‘is’. 

Something worth remembering, I think, are the words of a Latin rhetorician: Exempla 
illustrant, non restringant (examples do not prove [do not restrict the application of the law], they 
only illustrate). You can’t prove that Frescobaldi sounds at his best in San Martino Bologna* – 
or Louis Marchand at St-Maximin-en-Var* – or Liszt in Wismar*. You can only judge how 
reliable instruments are for particular composers. The biggest historical question as I see it is, 
Can any organ old tell us how actually its music was heard by original listeners? That has always 
seemed to me a major problem with the Early Music movement: not how something was played 
or sung but how it was heard by people at the time. Have you noticed that some of the greatest 
keyboard instruments ever built were made for music we don’t admire much, so that we play on 
them music we do admire? I doubt if any of us wants to play at Ochsenhausen* or Granada* or 
the Trocadéro* more than a fraction of the music for which they were actually made, with great 
skill and much money. Presumably they satisfied the musical needs of their day, only some of 
which are ours. 

Let me speak a little more generally. I try not to forget that what we mean by history is in fact 
no more than a partial story we have chosen from an uncontrollable number of events from the 
past. History is, in a real sense, something in our head. We have created it. The so-called 
historical lines of development we see in any aspect of organs – their tone, size, winding, chests, 
action, casework, keyboard, appearance, purpose, pitch, tuning, repertory – any of these are 
what we have selected for our own purposes, for our story not theirs. In the words of a fine 
epistemologist, Michael Oakeshott:5 

History cannot be the course of events independent of our experience of it, because there is 
nothing independent of our experience. 

In writing about J. S. Bach, I have become aware of the wisdom of this remark, a subtler point 
in my opinion than any made by the French deconstructionists I am familiar with. When I 
began writing The European Organ6 fifty years ago, of course I was far too young to give more 
than a very partial interpretation of this history. It was as free as I could make it of my own 
national prejudices, but what can a history be except partial? I wish someone else would attempt 
a more up-to-date overview of that kind – you may be pleased that I am not going to. For it is 
not at all obvious to me why organs differ so much from region to region. Of course, what is 
required of them differs from one to the other, but it is hard to see how a Mass-verset and a 
chorale-prelude would require such very different organs. I suspect that in practice, whatever 
the theory, differences are owed more to organ-builders than to composers: they are eager to 
make what they can, the musicians follow. 

Let me proceed by returning to something basic: the word itself. Now in its various forms, 
the word organ derives from the same root as the word work (Indo-European *uerg or *werg[on]). 
(This means, by the way, that Michael Praetorius’s term ein Orgelwerck is a tautology…) In the 
first millennium of the Western Church, organa had a range of meanings, and could denote 
wind-instruments, or agricultural tools, or any apparatus demonstrating something, or even an 
authorized written text such as the Missal (an ‘organ’ of authority). Although the Latin Psalms 
speak of organa, no one knows for certain what the original Hebrew meant. (By the way, I 
assume that ‘An Wasserflüssen Babylon’ was a favourite hymn for organists’ auditions in North 

																																																								
5 Michael Oakeshott, Experience and Its Modes (Cambridge: Cambridge University Press, 1933), p. 93. 
6 Peter Williams, The European Organ 1450–1850 (London: Batsford, 1966). 
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Germany because it is the only common Lutheran chorale to mention the organ7 – and this is 
only due to mistranslation, alas. It was surely not organs that the Hebrews were hanging on 
trees in Psalm 137, but work-tools: they were on strike, as we might say.) An important point is 
that all the meanings of organa imply an object used for some particular job, a tool, a piece of 
useful equipment, and one requiring skilled workmen. 

And note how specific that job of work is: tools are seldom versatile; you don’t use a 
screwdriver as a hammer. The Latin equivalent is not so much organum as instrumentum, 
‘something constructed, something set in order’, and this could be, as we know, a musical 
instrument, a surgical instrument, a financial instrument, or any other. I have heard Wall Street 
bankers speak of instruments of investment. 

Well, I won’t bore you with elementary etymology, only underline that an organ is not 
merely an expensive apparatus appealing to eyes and ears but – a tool with a unique job. Its sole 
raison d’être is to create pleasing musical sound, and nothing else can quite do what it does. In 
the year 1000, what else could have effectively contributed to a festive ‘Te Deum laudamus’ in a 
big stone church at Winchester or Cologne? We can roughly guess how it sounded, with its 
pipe-chorus sounding out the notes of the hexachord. Such churches already had other special 
man-made objects, such as golden altars, glimmering candles, exotic incense, luxurious 
vestments, and all of these were the result of great skill. Go forward a millennium and ask what, 
in the year 2000, would suit as well as organ does an experimental work like John Cage’s ‘As 
slow as possible’ (ASLSP) in the form it takes in that exquisite church in Halberstadt?8 
Remember the piece is to last 639 years… far longer even than Stockhausen’s opera heptalogy 
Licht – die sieben Tage der Woche (Light – the Seven Days of the Week). 

On the other hand, how beautiful it is when not an organ but a string consort accompanies 
a motet by François Couperin or Arvo Pärt! When Evensong in King’s Chapel, Cambridge, is 
sung entirely without organ, the effect, especially in the psalms, is wonderful, ‘out of this 
world’. But – if you did want accompaniment, or if you wanted to arouse the people as they left 
the building, it had to be organ. And arousing the people does not have to be in a church or a 
concert-hall: if you ever saw the movie of Kurt Vonnegut’s novel Slaughterhouse Five, you will 
know that Glenn Gould, who arranged the music, played Bach’s Pentecostal Fantasia BWV 651 
(‘Komm heiliger Geist, Herre Gott’) on organ as one came out of the cinema. Only an organ 
could have such a very startling effect! 

Before I go any further, let me repeat this idea of the organ as a tool with which to do a job 
of work. Although anyone can be seduced by a big sound, an organ is a tool, not a toy. Can a 
new organ do more than one job? If you use a screwdriver as a hammer, aren’t you misusing 
both? And what about historic organs: aren’t you mis-using a unicum like Middelburg if you do 
any work at all on it, except protect it? Or those little instruments in the nunneries of Napoli or 
Andalucia? 

As we all know, even a simple cleaning can result in compromise. I certainly sympathize with 
two particular approaches to restoration. First, that whatever one does must not be irrevocable; 
no part of the fabric altered, every spot of glue to be water-soluble. (Even that has its dangers, of 
course.) Secondly, when I first worked with the Russell Collection of Harpsichords at St. 
Cecilia’s Hall, University of Edinburgh, half a century ago, I soon realized that some 
instruments should never be touched: for example, the unique transposing Ruckers, or the 
unique Couchet single, or even the unique three-manual Bolcioni fake. It also became gradually 
																																																								
7 The fifth and sixth lines of the first stanza read ‘Wir hingen auf mit schwerem Muth / die Orgeln und die Harfen 
gut’ (‘Sorrowfully we hung up our organs and harps’; trans. in Peter Williams, The Organ Music of J. S. Bach, 2nd ed. 
[Cambridge: Cambridge University Press, 2003 (1980)], p. 347). 
8 For the project Organ2/ASLSP, see http://www.aslsp.org/de. 
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clear that in an ideal world, even the less rare instruments, such as the 1755 Kirckman, should 
also be left alone except for simple maintenance. It is thirty years or more since Paul Peeters9 
and others made similar points about the Middelburg organ*. There are many problems in 
making replicas, of course, but the problems are inessential compared to those arising when 
one proposes to restore anything antique. 

One of the puzzles about the western Church adopting the organ is that in recent centuries 
– when of course most organ-music played today was composed – people have seldom asked 
why it is there. There is, after all, no authority for it in the New Testament, and many 
Protestant communities approved neither of ‘the policy of Rome, nor the craft of Geneva’.10 
Rome stood for papal extravagance, tempting the listener away from the Truth of the Gospel. 
Geneva stood for dreary Calvinist metrical psalms, without organ and in dull surroundings. 
Lutherans and Anglicans looked for the middle ground, though why the former were always 
happier to spend money on organs than the latter is hard to understand. Nevertheless, it is a 
paradox that organs were so significant that many Christian communities rejected them. One 
characteristic of Puritan attitudes is how little the criticisms varied: a seventeenth-century 
sermon published in Friesland will make the same points as one published a century later in 
Scotland or a century earlier in a Swiss canton. 

On the other hand, when early scribes refer to organs as liturgical objects that had been 
authorized by the Church of Rome for accompanying the chant, this is wishful thinking. 
Already in the late seventh century, Pope Vitalian (657–72) was credited with approving organs 
in church, but you can be sure that he did not: scribal copyists both at the time and especially 
later simply misunderstood the word organum used in some early source. Nor of course did St 
Cecilia have anything to do with organs: that too is due to a mis-translation.11 What is 
interesting about these and other legends, I think, is that people clearly felt the need to justify 
the presence of the organ and its music. What was it doing there in church, who authorized it? 
– well, it was certainly not Jesus of Nazareth or even Paul of Tarsus. 

Let me skip a few centuries and comment on the public’s contact with organs. When I 
originally worked on English organ-music of Handel’s period, I found it less than – well – 
musically exciting. But I did see that it fitted its type of organ very well. The sweet vocal 
Diapasons, the discreet chorus, a good trumpet for hymn-singing, a Cornet for jolly 
movements, a plenum for the postlude, various discreet stops for the voluntaries. The sound had 
to be discreet because these voluntaries were played during the service while people sat quietly. 
Interesting organs were also found in the so-called Pleasure Gardens, in various cities – public 
parks in the eighteenth century, in which music was performed under a covered pavilion. 
Because their sound travelled better in the open air than any other keyboard’s, organs became 
very suitable for solo concertos or for accompanying singers, and they anticipated another lively 
tradition that developed in the next century: organs in the so-called Town Halls. Earlier than in 
most other countries, I believe, some of the bigger Town Councils of England employed an 
organist to play a weekly recital in the new Town Halls, on the new organs, and drawing on 
new compositions. But they also gave the people their chance (their only chance in many cases, 
no doubt) to hear the great orchestral repertory, Beethoven symphonies and the like. 

Of course, you could trace popular transcriptions back to at least the municipalities in late-
medieval Holland. In some reformed church provinces there was a tradition here and there for 
recitals in the very churches whose services themselves did not have organ music. Furthermore, 

																																																								
9 In Het Orgel, 1982. Further, in ‘Die ehemalige Orgel der Nikolaikirche in Utrecht: Restaurieren oder kopieren?’, 
Acta organologica 22 (1991): pp. 391–408. 
10 J. Newte, The Lawfulness and Use of Organs: A Sermon (London, 1696), n. p. 
11 Source-quotations in Williams, The Organ in Western Culture, pp. 7ff (Vitalian), pp. 3ff (St. Cecilia). 
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many Town Hall organs of the mid-nineteenth century were technologically far more advanced 
than those in churches: they were more likely to have a set of colourful stops, some high-
pressure reeds, a more modern key-action, longer compass, modern pitch, big pedal, great Swell 
boxes, and equal or near-equal temperament. These instruments were made especially for 
transcriptions, when Town Halls were in function not totally unlike the Great Church of 
Haarlem – that is to say, a building open for meetings, social gatherings or business discussions, 
and where music recognized no clear distinction between the sacred and the secular. That is 
important, I think. 

There is another important general point here: we might bear in mind that quite apart from 
new traditions in the industrial age, the only serious music heard by most people over the 
earlier centuries had been on the organ, in church and its services. Recent analyses of inaugural 
recitals in the later nineteenth century have brought out an interesting fact I personally find 
rather touching: that the most popular single composer by far in English organ-recitals was not 
Mendelssohn or Meyerbeer or Rossini or Wagner or Franck or Liszt but – Johann Sebastian 
Bach.12 

Unfortunately, for some people, Bach has still not quite emerged from an association with 
gloomy churches and gloomy organs, and even today unfamiliarity with a particular sound 
might cause people to dislike certain organs. I know English musicians who would find 
Clicquot’s reeds in Poitiers Cathedral*, or the recent Bédos imitation in Rieti (Italy)*, brash, 
vulgar, too much like a theatre organ. Dislike can also depend on conscious choice: I have to 
admit I am not particularly fond of Cavaillé-Coll or German organs of his period, and nor am I 
much fonder of the music for which they were made. (The two are not separate, and one has to 
allow for idiosyncratic tastes.) The best I personally would want to say about Max Reger’s 
Fantasias played on the 1908 Sauer organ of St Thomas, Leipzig*, is that music and organ were 
made for each other. 

In recent work on a personal philosophy of music, I have become very interested in how we 
come to dislike things, as in the remark I made a moment ago about Cavaillé-Coll – I can only 
think I have some unconscious association with the sound, perhaps a teenage memory of some 
dreary church in northern France. Or there is some technical, musical detail behind the 
irritation: I am not fond of Elgar’s sliding harmonies in his Organ Sonata and elsewhere. But 
why? Well, I can’t really answer this, but do think there’s a positive aspect to disliking 
something: that liking something else can be all the stronger. In my old city of Edinburgh, to go 
from the big Hope-Jones (1897)/Willis (1953) organ in the university aula (McEwan Hall), 
across the courtyard to Jürgen Ahrend’s modest instrument of 1978 in the Music School (Reid 
Concert Hall), is not only a revelation but an undeniable heightening of pleasure. Personal 
taste, of course. But I think it fair to say that the Ahrend, far more than the Hope-Jones, has 
brought people in Edinburgh to think of organs as genuine instruments of music. In the 
various popular university concert-series the Ahrend has become a bona fide alternative to, say, 
the University String Quartet, whereas a recital on the Hope-Jones attracts mostly organ-fans. 

In general, to say of an organ and its repertory that they are ‘made for each other’ is 
something I think we would all agree is desirable. A Frescobaldi Elevation, played with a Voce 
umana made by a good builder of the time and reliably restored, is an experience that 
immediately reveals unique qualities in the music and of course in the organ – even if Fresco-
baldi himself could not always call on a Voce umana. A grand jeu of four stops at the Gottfried 
Silbermann organ in the Petrikirche, Freiberg* (1735), makes wonderful sense of the allabreve 

																																																								
12 E.g. Gordon D. W. Curtis, A Provincial Organ Builder in Victorian England ( Farnham: Ashgate, 2011), especially 
pp. 140, 142, 147. 
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section of the Pièce d’orgue even if Bach never heard it. New listeners can learn to recognize how 
appropriate organ-sounds can be to particular music, including the dissonant mutations in 
today’s big organs; and the more subjectively beautiful they find particular sounds, the bigger 
the impression is made on them by the music itself. 

I still remember the first time when, as a student over 50 years ago, I played Couperin’s little 
G major ‘Tierce en taille’13 at Marmoutier* and found it entrancing – partly because of the 
utterly charming way Couperin plays with the notes of a simple G major scale, partly because of 
the sheer beauty of organ-tone in that building (including a Tierce stop not originally belonging 
there). The harmony and the organ-tone became so intertwined for me that to this day I can’t 
separate them. I find that good mutations can produce a melodic tone that is simply 
bewitching, especially when contrasted with the fonds d’orgue. I want to stress this quality of 
bewitching tone, for it seems to me that you can design what organ you want in order to play 
what music you like, but if the tone is ordinary or anonymous, you have only what St. Paul 
would call a tinkling cymbal (1 Cor. 13, 1). 

Then I have been struck, as I imagine everyone here has, how a good organ lifts the quality of 
the music you are playing on it. How wonderful Johann Krieger’s commonplace harmonies 
become when you play them at Weingarten* or Rot an der Rot*! What an unforgettable effect 
even banal fanfares have when you play them on the chamade trumpet at Covarrubias* or 
Salamanca*! At Oosthuizen*, all you need do is play some major triads and perfect cadences – 
wonderful! Even I have enjoyed playing the smaller pieces of César Franck on an Antegnati 
organ built two or three hundred years earlier. It is because of such organ-tone that I have come 
to value Liszt’s strange, late piano pieces: an old Italian Principale makes the linear movement 
so much clearer, and the potential anachronism has not the slightest importance! 

Perhaps a general point can be made here: that on a fine organ you can realize the optimum 
beauty of which each kind of music is capable. A good Italian chorus of 8.4.2 Principals can 
make the most vapid Rococo organ concerto interesting. In that respect, of course, organs are 
not unique, and one could say much the same of other instruments. But the scale on which the 
organ can do this makes it a unique experience: ‘O Mensch bewein dein Sünde gross’ at 
Cappel* is frankly gorgeous, and even I cannot avoid being tremendously impressed by 
Messiaen’s Dieu parmi nous played on Cavaillé-Coll’s Full Organ at St-Sulpice. 

In all such examples, I think one might speak in terms of a genuine symbiosis: the physical 
sound of the organ joins with the creative conception of the music to make something neither 
could do alone. But there is a big question resulting from this: Can a single organ achieve such 
symbiosis with several kinds of music, more than one or maybe two kinds? Especially since 
many national characteristics of organ-tone have somewhat dissipated during our period, this 
has become rather a burning issue. Is there such a thing as a multi-stylistic organ? 

That is the question, but I wonder if it is the right one. Those of us with a little scientific 
training know that finding the right words for a question is very challenging. When we ask, ‘Is 
there such a thing as a multi-stylistic organ’, could one ask this instead: 

Is an organ that has been made for a specific musical repertory, as was normally the 
case before the last one-and-a-half centuries – is such an organ able to satisfy totally 
the requirements of any other musical repertory? If not, why does one think a more 
recent organ would? 

																																																								
13 Benedictus, Elévation, from Messe à l’usage des couvents (1690). 



	

	 81 

The key phrase is, of course, ‘to satisfy totally the requirements’. It seems to me that the more 
you wish to grasp the idiomatic qualities of any music, the more specific the organ needs to be. 
And to be more specific means to be less versatile. 

That doesn’t mean that other instruments are worthless. You can play the Goldberg 
Variations on a Steinway piano, and many pianists have done exactly that; but I would speak of 
this as a ‘transcription’. There’s nothing wrong with transcriptions, and I see no harm in using 
Silbermann’s grand jeu in the Petrikirche, Freiberg, to play, say, ‘In dir ist Freude’. This too is a 
kind of transcription, since you can be sure that the Weimar Schlossorgel had no such grand 
jeu. If it were not for the compass problems, I might also use it for Messiaen but I wouldn’t 
think of using it for a Frescobaldi Ricercar or indeed Ligeti’s Volumina: the kind of transcription 
then involved would, in my opinion, be too much. 

Of course, Bach is a rather special case because his music is so cosmopolitan that we are 
missing something essential if we limit him to the organ-types of Hamburg or even Freiberg. He 
might have admired Schnitger organs as a young man, but don’t forget that he did not continue 
to produce the kinds of music for which these organs were made (long sectional chorale-
fantasias, hymn-variations, sectional praeludia, passacaglias and so on). That rather suggests that 
as his musical preferences developed in other directions, so did his taste in organs. 
Consequently, I have come to wonder if the sheer earnestness of the big North German organs 
limits our understanding of his music, except for the early music before the Orgelbüchlein. 

(By the way, here is another example of exterior forces affecting the organ: any focus on 
Northwest Germany or even the Baroque South since 1945 must be in part the result of 
historical accident. That spring, Marshall Zhukov came in from the East, General Patton from 
the West and South, but what if it had been the other way round? The relative inaccessibility of 
Saxony after the War had a deep effect on attitudes to Bach and to the ‘Bach organ’ on both 
sides of the barbed wire. The respective West and East provincialisms have not disappeared 
since 1989 but are surely less than they were.) 

The bottom line seems to be this: the finest organs can convey more than what was originally 
intended, but of course they cannot convey everything. There is a disturbing converse: if an 
organ tries to do too many things, and aims at versatility rather than beauty – beauty both of 
individual stops and the plenum – then I am not sure it matters what you play on it. So – 
another version of the multi-stylistics question might be: ‘Has any great builder, one whose 
hearing is fine-tuned to really fine organ-tone, ever been able to produce a truly versatile 
instrument?’ A point here, I take it, is that builders are conditioned by their culture, and only 
after a certain moment in history would it have occurred to them to try to make a versatile 
instrument. Let us bear in mind two kinds of versatility. 

First, there is satisfying the requirements of music from many periods and countries. I suppose 
that this was the idea behind all the experiments with the eclectic organs of the last century, as 
well as all the hasty restorations after the War (in a process I call Steinmeyerisierung or 
Beckerathisierung). Secondly, there is satisfying all music contemporary with the organ – sacred or 
secular, original or transcribed, devotional or entertaining. In concentrating as we mostly do on 
church-organ music prepared for us in neat modern editions we can miss how varied an 
organist’s musical life actually was. I imagine that builders from Jan van Covelen to E. F. 
Walcker barely imagined their organs would be playing anything else but contemporary music. 
If you had asked Arnolt Schlick five hundred years ago the question posed in our symposium 
programme, ‘New organs for new music or the other way around?’ I imagine he would say both: 
his model organ was for playing a wide range of music, sacred or secular, original or 
transcribed, solo or ensemble – but all of it, of course, was of the period. 
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The organists of Schlick’s time were at home not only with several liturgical genres 
(improvised preludes, transcribed motets, alternatim responses, hymn-tune adaptations) but 
also with popular songs pleasing the crowd: variations based on the passamezzo antico, the 
romanesca, the bergamasca and so on. It is only being true to earlier history when today’s 
recitals often bring in lighter, even humorous repertories. Remember that the organ did not 
start off as a church instrument and did not become one for centuries, but was used for stirring 
or entertaining people in other ways. Its very potential would always have led composers to 
experiment further, and if great composers of any period do not turn to the organ, it must be 
that the instruments do not inspire them. 

I mentioned earlier (p. 79) the organ of the Great Church of Haarlem in 1500 for a bigger 
reason, and I would like to close with a further thought about how it might be relevant today. 

It is this: that as a polished artefact – the product and combination of several technologies – 
the organ is a specific achievement of the late Middle Ages, with all its essential characteristics 
in place before 1500. Although by then it had already taken several very distinctive forms, its 
essence as an instrument was established. That is, it was a particular apparatus made up of 
bellows, pipes and key-levers, in a rigid structure, all made from materials found in nature. 

 Now what this definition implies is that anything that changes these constituent parts – the 
overall structure and casework, materials, wind-supply, specification, voicing, action, keyboard – 
runs the risk of losing that essence and becoming something else. Modifications might be 
relatively harmless – extending the compass, say, or devising a different tuning, or enlarging the 
stoplist. But even these can result in regrettable changes: for instance, to copy a Silbermann in 
some respects but enlarge his manual compass could result in wrecking the proportions of the 
case-front. (I have a particular example in mind.) If the stoplist of any organ-type is increased 
beyond a certain point, or if mechanical key-levers are replaced by a set of electrical contacts, 
the definition of ‘organ’ begins to dissolve. I am sure every organ-advisor has found that a little 
compromise here leads insidiously to bigger compromises there. 

I personally find mechanical ingenuity rather disturbing and recall with horror going 
through the Grüne Gewölbe exhibition of mechanical toys and clever artefacts in the Royal 
Palace of Dresden. What a waste of human endeavour! It gave me the disturbing thought that 
at least in some parts of Europe, organs were merely another product of this restless ingenuity, a 
clever but idiosyncratic piece of apparatus to which music came second. What mattered was the 
ingenuity. But many will find this line too pedantic and would like to introduce all kinds of 
mechanical or electrical or electronic ingenuities, and to them I would say: you are welcome to 
make your own instrument, use whatever technologies you like, use whatever sound-producers 
you can invent, advance on all technical fronts, move with the times, but don’t neglect the 
essence of what an organ is! 

My general point would be that whether an instrument is traditional or not in its 
technology, it is difficult to believe in compromises. Consider the example of any big modern 
organ capable of playing, say, Messiaen’s Livre d’orgue idiomatically: how can such an instrument 
also play the Orgelbüchlein or Frescobaldi’s toccatas idiomatically? And what about an organ with 
the digital sounds needed for more recent music? It is true that my advice for the Organ 
Acusticum project beforehand would have been to make two or three stylistically pure organs 
rather than one big organ; but now I hear it, I feel it wins through its real beauty of tone, and I 
do not see why you should not play on it anything from Gregorian hymns to John Cage and 
beyond. If I still have a preference for individual, stylistically pure and smaller organs, it is only 
because of an ingrained view of the organ as a tool with which to do a limited job of work. 
Anything is to be welcomed that helps us to approach the mind of the great composers and to 
delight ourselves and our contemporaries with ears to hear. 
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Appendix: Organs referred to in ‘Organs and Their Music’ 
Compiled by Ibo Ortgies 

 
Place Building14 Organ 

builder 
Year[s] Divisions, 

stops15 
Source(s) 

Paris, France Saint-Sulpice Aristide 
Cavaillé-
Coll 

1857–62 
(Older 
case: 1779 
by Jean-
François 
Chalgrin)16 

V P/100 Klein (pre-restoration) 
Lueders (post-restoration) 

Bologna, Italy San Martino 
(maggiore) 

Giovanni 
Cipri 

Completed 
in 1556, 
Last 
restoration 
1995 

I p 12 Wilson 
Webpage17 

Saint-Maximin-
la-Sainte-
Baume, France 

Sainte-Marie-
Madeleine 

Jean-
Esprit 
Isnard, 
Joseph 
Isnard 

1772–74 IV p/43 Isnard 

Wismar, 
Germany 

Marienkirche Johann 
Friedrich 
Schulze 

1839–42 III P/5818 Hackel 

Ochsenhausen, 
Germany 

St. Georg (former 
Benedictine 
monastery) 

Joseph 
Gabler 

1728–33 
Rebuilt by 
Gabler in 
1751–53 
Last 
restoration 
completed 
in 2000–04 

IV P/47 Webpage19 

Granada, Spain Catedral 
1) Órgano de la 
Epístola (Epistle 
side organ) 
2) Órgano del 
Evangelio (Gospel 
organ) 

Leonardo 
Fernández 
Dávila 

1) 1746–49 
2) 1744–46 
 

1) III P/25 
2) I/9 

Reuter 
Webpage20 

Paris, France Palais du 
Trocadéro21 

Aristide 
Cavaillé-
Coll 

1878 
Last work in 
2013 

IV P/66 
(today 82 
stops) 

Noisette 

																																																								
14 Unless otherwise specified, the information refers to the main organ (or the only organ) of the building. 
15 P = independent pedal division; p = pulldown (or otherwise constantly coupled) pedal. 
 pedal 
16 The case originally housed an organ by François-Henri Clicquot (cf. Wilson, pp. 58–9.) 
17 ‘Organi’, 
http://www.accademiasanmartino.it/index.php?option=com_content&view=article&id=50&Itemid=57. Accessed 
Feb 8, 2016. 
18 According to Hackel, p. 103. 
19 ‘Ochsenhausen, ehem. Klosterkirche’, http://www.klais.de/m.php?sid=9&page=1 and 
http://www.klais.de/m.php?tx=46. Accessed Feb 8, 2016. 
20 ‘Die Barockorgel – Ciudad Rodrigo, Kathedrale’, http://www.mechanik-der-poesie-2.de/ik-
orgel/iberische_halbinsel/granada_text.php. Accessed Feb 8, 2016. [The title of the webpage is mistaken and refers 
to a different organ on the same website.] 
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Place Building14 Organ 
builder 

Year[s] Divisions, 
stops15 

Source(s) 

Middelburg, 
The 
Netherlands 

Koorkerk22 Peter 
Gerritsz 

1477–79 
 

II P 
(basically a 
blokwerk 
with a 
couple of  
single stops) 

Verhoef 

Poitiers, France Cathédrale Saint-
Pierre 

François 
Henri 
Clicquot 
and 
Claude-
François 
Clicquot 

1787–91 
Last 
restoration 
1988–94 

III P/44 
 

Williams 
Webpage23 

Rieti, Italy Cattedrale di 
Santa Maria 
Assunta 

Raffaele 
Fedeli 

1788 
Enlarged in 
1838 
Restoration 
in the 
1970s 

I p/16 (1838: 
20 stops) 

Webpage24 

Leipzig, 
Germany 

Thomaskirche Wilhelm 
Sauer 

1885–89 
Enlarged in 
1908 
Last 
restoration 
finished in 
2005 

II P/63 
(1908–
present 88 
stops) 

Falkenberg 

Freiberg, 
Germany 

Stadtkirche St. 
Petri 

Gottfried 
Silbermann 

1734–35 
Last 
restoration 
2006–07 

II P/32 Greß 

Marmoutier, 
France 

Abbaye Saint-
Etienne 

Andreas 
(André) 
Silbermann 

1709 
Enlarged in 
1746 by 
Johann 
Andreas 
Silbermann 
(son of 
Andreas 
Silbermann) 
Last 
restoration 
1955 

III P/28 
(1746) 

Meyer-Siat 
Webpage25 

Weingarten, 
Germany 

Basilika St. Martin Joseph 
Gabler 

1737–50 
Last 
restoration 
1980–83 

IV P/64 + 2 
Carillons + 4 
auxiliary 
stops 

Jakob 

																																																																																																																																																																													
21 Originally built for the Paris World Fair 1878; since 1977 in the concert hall ‘Auditorium Maurice-Ravel’ in 
Lyon. 
22 Case only. The organ was originally built for the Nicolaïkerk in Utrecht. Preserved pipework and other parts of 
the interior are stored since 1956 by the Cultural Heritage Agency of the Netherlands. 
23 ‘Die Barockorgel – Poitiers Cathédrale St. Pierre’, http://www.mechanik-der-poesie-2.de/ik-
orgel/frankreich/poitiers_text.php. Accessed Feb 9, 2016. 
24 ‘L'Organo Fedeli - S. Maria Cattedrale’, http://www.organosandomenicorieti.it/organi_cattedrale.htm. Accessed 
Feb 8, 2016. 
25 ‘Orgue des Marmoutier, St. Etienne’, http://decouverte.orgue.free.fr/orgues/marmouti.htm. Accessed Feb 9, 
2016. 



	

	 85 

Place Building14 Organ 
builder 

Year[s] Divisions, 
stops15 

Source(s) 

Rot an der Rot, 
Germany 

St. Verena (former 
Premonstratensian 
monastery church) 

Johann 
Nepomuk 
Holzhey 
(Holzhay) 

1785–87 
Last 
restoration 
1986–89 

III P/33 
(today 36 
stops) 

Höflacher 

Covarrubias 
(Province of 
Burgos), Spain 

Iglesia Parroquial 
de Santo Tomás 

Unknown c. 1700 unknown Williams 

Salamanca, 
Spain 

Catedral Nueva, 
Órgano del 
Evangelio (Gospel 
organ) 

Pedro 
Echaverría 

1744 
Last 
restoration 
2005 

II P/34 Reuter 
Webpage26 

Oosthuizen, 
The 
Netherlands 

Grote of Sint-
Nicolaaskerk 

Unknown Partly end 
of the 15th 
century, 
partly 
after1500 
Rebuilt ca. 
1680 by 
Pieter 
Bakker 
Last 
restoration 
finished in 
2003 

I 7 Verloop 
Webpage27 
Nieuwkoop 

Cappel, 
Germany 

St. Petri und 
Pauli28 

Arp 
Schnitger 

1680 II P/30 Fock 
Winter 
Edskes 
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‘The Right Man at the Right Time’  
or 

‘If Cavaillé-Coll Had Just Passed Away Last Week’ 

Kurt Lueders 

Any time an innovative – some would use the word revolutionary – organ such as the new Piteå 
instrument is conceived, developed and built, the names of the great makers and shakers in 
organbuilding history soon emerge as points of comparison. Aristide Cavaillé-Coll is generally 
the first to come to mind, perhaps because of recent decades’ reconciliation with, indeed 
embrace of, the repertory for which his instruments were the enablers. The supreme technical 
quality and aesthetic integrity of his work have since the 1980s come to be recognized as one of 
those landmarks, indeed benchmarks that everything else seems to revolve around. The 
celebration of the Woehl organ in Piteå is doubtless a fine occasion to reflect on modernity, 
‘progress’ and the place of past styles within present-day creation. 

Certain facets, certain accomplishments in Cavaillé-Coll’s output have gradually been 
superseded in the mind of the organ public by developments since his death. Even organists 
who know his intact and/or restored instruments intimately can find them as much a 
hinderance as a springboard to their musicking, whether on account of ‘lacking’ timbres, 
cumbersome mechanical appointments or other perceived shortcomings. The artist’s work and 
its posthumous fate and reception are interlocking but nonetheless different subjects. Here I 
propose simply to reflect on this artist’s career and suggest some ways of observing what he has 
to offer. There are sufficient creative paths available today to conceive organs quite apart from 
the Cavaillé-Coll sound without echoing in any significant way the anti-Romantic stance of, say, 
the 1950s and 1960s. The Piteå instrument is in a very favourable position to enhance creative 
exchange. 

It seems appropriate to reflect at the outset on the nearly unique span of creativity that 
Aristide Cavaillé-Coll’s life represents. To facilitate this I suggest mentally creating an imaginary 
20th-century Cavaillé-Coll who had died just last week. How would we look upon his career? 
What would be our appraisal of his work in the light of his output, both quantitatively and 
qualitatively? It should not be too difficult to extrapolate many aspects into the context of 19th-
century artistic and socioeconomic culture, adjusting our regard for divergences in life style and 
expectancy, industrial productivity and the like. 

I propose, then, a necessarily succinct table1 in which certain crucial events in Cavaillé-Coll’s 
career may be shifted into a chronological context that can speak to us more directly than the 
abstract dates of a bygone era. (Each reader can complete the 20th-century list with other 
significant events and/or more personally pertinent landmarks such as family or local data.) 
Most organists are at least vaguely aware that he worked until he was approaching 90 years of 
age, which even today is hardly commonplace, especially in commercial endeavours. Had he not 
lost two sons as potential successors (in highly different circumstances, but ultimately to 

																																																								
1 The 20th-century years are in some cases offset by a year or so with respect to the 19th-century ones. 
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congruent effect), perhaps his last decade would have taken another course; but his overall 
output provides more than enough substance to leave such speculation to another occasion. 

 

Years C-C’s age Selected events and organs 20th c. Selected events and organs 

1789→  b. Boëly (1785), Simon (1788) 
French Revolution 

1903 Pelléas et Mélisande premiered 

  b. Benoist (1794) 1905 Separation of Church and State in 
France 

1800→  Napoleonic Era ↓ 1913 Le Sacre du Printemps premiered 
in Paris 

   1914–18 World War I; League of Nations 
1919 

1811  Feb. Birth of Aristide Cavaillé-Coll 1925 German Orgeltagungen 1925–27 
Walcker organs in Dortmund and 
Hamburg 

heyday of Ernest Skinner’s 
production 

founding of Les Amis de l’Orgue 
1814–15 3–4 Demise of the Empire; Restoration 1929 stock market crash; Great 

Depression 
c. 1820 9 (already active in family workshop) 

b. Lefébure-Wely, Franck, Lemmens 
1937 Palais de Chaillot 

1826–29 15–18 [Cathedral of Beauvais by 
Cosyn/Hamel] 

1940 outbreak of World War II (1939) 

1830 19 works on his own in Spain 
Revolution 

1944 D-Day 
end of World War II (1945) 
United Nations (1945) 

1833 22 poïkilorgue; move to Paris 
Töpfer, Orgelbaukunst 

1947 C. Yeager breaks sound barrier;  
the transistor 

1836/38 25 Notre-Dame de Lorette 
b. Guilmant (1837), Chauvet (1837) 

1950 Musique concrète 

1841 30 completion St-Denis 1955 End of occupation of Austria; 
Sputnik (1957) 

1844 33 European study tour 
b. Widor, Gigout 

1958 Beckerath: Montréal/Oratoire St. 
Joseph 

1846 33 La Madeleine 1960 Ch. Fisk: Baltimore/Mt. Calvary Ch. 
1848 37 Revolution 1962 Vatican II opens 

President Kennedy assassinated 
(1963) 

1851 40 sole head of firm; St-Vincent de Paul 1965 P. Williams, The European Organ 
(1966) 

1855 44 Saint-Omer 1969 Prague Spring (1968) 
‘Mai ’68’ 
Restoration Luçon  

1856 45 Franck 1st Fantasy; Saint-Saëns Eb 
Fantasy 

1970 Death of Charles de Gaulle 

1859 48 Sainte-Clotilde 
‘harmonic’ mixtures; new Barker 
lever design… 

1973 Nixon in China (1972) 

1861 50 Saint-Sulpice 
Guilmant/Widor in Brussels 

1975 Association A. Cavaillé-Coll 
founded 
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←1865→ 54 peak production; series organs 1979 gradual introduction of personal 

computers 
1868 57 Paris/Notre-Dame 

Lefébure-Wely, L’Organiste moderne 
Guilmant, Pièces en différents styles, 
vols. 1–6 

Franck, Six Pièces 

1982 F. Douglass, C-C and the Musicians 
(1980) 

Mitterrand President of France (1981)  

1870–71 60 Franco-Prussian War, Paris 
Commune 

b. Vierne (1870), Tournemire (1870) 

1984 Audio CDs marketed (1982) 

1875 64 classical mixtures 
Amsterdam/Lisieux 
Widor, Symphonies I–IV (1872) 
Lemmens, Trois Sonates (1876)  

1989 Eurotunnel (1988) 
1989 Berlin Wall opened 

1878 67 Sheffield, Trocadéro 
Edison Speaking Phonograph 
Company 

1992 Collapse of Soviet bloc (1990–91) 
Gulf War (1991) 

1881 70 Lyon/St-François-de-Sales 1995 S. King, Jurassic Park (1994) 
1886 75 Caen/St-Etienne 

b. Bonnet (1884), Dupré 
2000 Sept. 11 attacks (2001) 

1891 80 Rouen/St-Ouen 
Recurrent financial straits ↓ 

2005 Facebook (2004) 

1895 84 Widor, Symphonie Gothique 2009 Obama inaugurated President 
1898 87 Azcoitia, Baron de l’Espée; firm sold 

to Mutin 
2012  

1899  †Oct Widor, Symphonie Romane (1900) 2013  
	
Note that Cavaillé-Coll worked for and/or with three full generations of organists and was in 
more or less direct contact with the preceding and following ones: 
	

• the 1790 generation (Boëly, Simon, Benoist) 
• the 1820 generation (Lefébure-Wely, Lemmens, Franck) 
• the 1840 generation (Saint-Saëns, Guilmant, Chauvet, Gigout, Widor…) 
• the 1870 generation (Vierne, Tournemire) 
• the 1885 half-generation (Bonnet, Dupré…) 

	
Boëly and Benoist both had a message for their epoch but that message was not likely to drive 
the 19th century forward as would the work of the Berlioz/Chopin generation from the 1830s 
on. Each in his own way planted the seeds that Saint-Saëns, then Franck, Chauvet and others 
would nurture and reap. One can understand why Lemmens the true virtuoso with a genuine 
organistic pedigree seemed to Cavaillé-Coll the opportunity to be seized, a once-in-a-lifetime 
chance to create a school which would conjugate the most pregnant features of the French and 
German traditions and eventually reconfigure even the Paris Conservatory curriculum. To 
Benoist’s extraordinary longevity and Chauvet’s tragically premature demise – and in part to 
Cavaillé-Coll’s intervention2 – we owe the appointment of César Franck to the organ class and 
thereby a significant inflecting of the entire path of French music around the turn of the 
century. 

Within these admittedly schematic groupings I call the 1885 group a half-generation – and a 
prestigious one it is, with other fine artists such as Ermend Bonnal, Emile Bourdon and 
Alexandre Cellier belonging within this set – because there is a curious gap between this and 
the next ‘full’ generation surrounding 1905: Duruflé 1902, Fleury 1903, Langlais 1907, 
Messiaen 1908, Litaize 1909, Alain 1911. Aside from André Marchal (1894) and Edouard 
																																																								
2 Joël-Marie Fauquet, César Franck (Paris: Fayard, 1999), p. 465ff. 
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Souberbielle (1898) – whose extensive legacy for organ aesthetics in general played out entirely 
without published compositions – there is a rather ‘empty’ decade-and-a-half devoid of major 
creators. As much as these circumstances can be due to pure chance,3 for Cavaillé-Coll’s 
posterity they bear weight: coupled with the incommensurable upheaval of the Great War, they 
may have influenced the degree of continuity or discontinuity in 20th-century French organ 
aesthetics. The organs available to composers coming of age in the 1920s and 1930s – among 
which rather few (St-Etienne, Bailleul, Cambrai, St-Honoré d’Eylau, Vitré, Reims) have to one 
extent or another survived – are still poorly known, much as Cavaillé-Coll’s were up to the 
1970s. Can we thus speak as cogently about continuity here as we can, say, about the organs of 
the 1840s and 50s?4 In any case, the veritable depth of assimilation of Cavaillé-Coll by the 
masters born and nurtured fully in the 20th century might warrant further investigation and 
even reassessment; Jehan Alain at the least broke free from the post-Romantic mould, and a 
mere 15 years separate, say, Langlais’ Poèmes évangéliques of 1932 from the postwar collections 
embracing the fully-fledged orgue néo-classique. A number of artists eventually espoused the more 
strident sounds of the 1960s which are to some extent still with us, so that some day 
Performance Practice may need to be dealing with the masterworks of 1926–40 after having 
turned its attention to the Widor era. 

A look at the other, central generations within Cavaillé-Coll’s biography quickly highlights 
the rich creative humus available to him from his very Parisian beginnings onward. A young, 
highly talented artist was fortunate to find like-minded spirits eager to collaborate with him to 
create a new world: was this not the context of Chopin/Pleyel, Liszt/Erard, Berlioz/the nascent 
symphony orchestra? One might speculate what this young genius would have experienced had 
he made his portentous trip from Toulouse to Paris a mere ten years earlier or ten years later 
than he did (or had he been a Parisian native already on the scene). Earlier, he might have been 
more easily able to supersede the still-incipient Abbey–Daublaine–Callinet–Suret lineage and 
preclude some of the jockeying that took place in the 40s, yet the stimulation of countering 
their aesthetic stance to create novelty might have been weakened as well; later, many key 
administrative and even aesthetic thrusts of organbuilding culture could already have been set 
in motion without his input, entailing more of a one-among-many status. Examining the list 
also points up the overarching presence of César Franck who was able to transcend the 
seemingly irreconcilable Lefébure-Wely/Lemmens dichotomy, conveniently summed up as 
French nonchalance vs. Germanic rigor. Lemmens was a revelation and had the advantage of 
circumventing the inertia of the Rinck/Hesse line which must have seemed a latent menace, 
either via figures such as Bonaventure Laurens or theorists like Abbé Joseph Régnier. Bach yes, 
fine, but with a forward-looking visage! Was not such multifaceted Belgian – i.e. in a sense 
neutral – input another coup de chance for Cavaillé-Coll, including paradoxically his main rival 
Joseph Merklin who ostensibly spurred him toward the breathtaking achievements of the 
1860s? The fact that the erudite Fétis had set up shop in Brussels ultimately added to this 
salutary influence. Cavaillé-Coll was the right man at exactly the right time… and – thanks to 
his mobility and embrace of the Parisian magnet – the right place as well. 

At 33 yet still diligently reporting back to his father, Aristide set out on his tour d’Europe. To 
be sure, the desire to observe other approaches to organbuilding and, if appropriate, look into 
others’ techniques, suited his native curiosity. However, given his personal convictions and the 

																																																								
3 A closer study of the work of the ‘1880s generation’ might reveal phenomena of emulation that depend on an 
elusive critical mass of youthful creators which was present in force during their formative years. 
4 Cf. in particular L’orgue et sa musique en France entre les deux guerres mondiales (La Flûte Harmonique no. 90 [2009]) 
and the documentation compiled or coordinated by Alain Cartayrade in Bulletin de l’Association Maurice & Marie-
Madeleine Duruflé no. 12 (2012), pp. 65–383. 
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great strides he had already made in matters technical, I wonder if his idea was not also to get to 
know first hand the Germanic aesthetic with which he may have equated aspects of rival firms 
such as Callinet, Daublaine, Lété, Bonn and Zeiger, the better to counter advocates of that 
purportedly more ‘religious’ style, bedecked moreover with the seal of ‘true tradition’. The 
Madeleine organ seems to have been his response to the strong impressions as well as the 
disappointed observations he brought home from his six weeks on the road. Most of all, he will 
have retained an enhanced notion of what it meant to be ‘modern’ in mid-century Europe and 
where European organbuilding could if not ought to be going. Certainly if he had any doubt 
about the musical appropriateness – and the technical feasibility – of the Volles Werk concept it 
must have been largely dissipated, although it would be another decade or so before he would 
begin to implement techniques such as slotting and non-breaking mixtures to favour a new 
scheme based on ascending voicing. This tendency would culminate in Notre-Dame exactly at 
mid-career, the same year as the near-simultaneous publication in Paris of three major sets of 
organ works symbolically consummated the passage from an old compositional order to a brave 
new world for which he was largely responsible. Although Saint-Sulpice and perhaps Notre-
Dame via its various avatars retain prestige value, they have – if only by virtue of their sheer size 
and the cathedral-like acoustics that cement their personalities – had limited direct bearing on 
the creation of modern organ design. Tonal input from 19th-century France comes largely from 
the large, later masterworks (from ca. 1875) such as the cathedral of Orléans, Lyon/St François, 
Caen/St Etienne, Toulouse/St Sernin. Yet it might be claimed that the most potent source of 
imminently useful inspiration could be much earlier (yet no less self-sufficient) instruments 
such as La Madeleine and the cathedral of St Omer, in which the master’s style was still 
evolving day-to-day, as it were. In an analogy to biological development one might speak of 
organbuilding stem cells, elements which, as opposed to the tightly-conceived, take-it-or-leave-it 
later masterworks, offer considerable conceptual leeway for modern creators. The problem is 
that for many they just ‘don’t play the literature as well’. 

One possibly useful, visual gauge of the musical development over the decades involved here 
can be to set the stages of Cavaillé-Coll’s organbuilding side-by-side with the organ scores that 
were engraved and printed over the course of his long career. The very appearance of these 
publications seems to echo the stunning development of the language of the French organ over 
the decades, say, from 1840 to 1900.5 L’œil écoute, and the scores produced around 1858 – the 
Ste-Clotilde years – mirror both the refinement of the organs and their yet stimulatingly jagged 
conception. When the Cavaillé family came onto the scene, organists’ music racks were 
probably decked with a considerable number of piano pieces and transcriptions, particularly 
those by Fessy, Mougin (see Example 1), Lambillotte and others. Publications by Benoist and 
later Lefébure-Wely show that musical texture could be contained in the space traditionally 
available to Haydn or Beethoven. 

																																																								
5 Orpha Ochse, Organists and Organ Playing in Nineteenth-Century France and Belgium (Bloomington and 
Indianapolis: Indiana University Press, 1994), passim. 
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Example 1. Organ arrangement of Andante, 3rd mvt. of Mozart, String Quartet no. 18,6 K. 464, in 
Journal classique de l’Organiste, Collection de 100 Morceaux tirée des œuvres d’Haydn, Mozart, Beethoven et 
arrangés pour l’orgue par C. J. Mougin (Paris: E. Girod, n. d. [1856], vol. 3, p. 18). 

Now consider the 20 Morceaux by Charles-Alexis Chauvet, published in 1862. There is every 
likelihood that publications such as this were influenced by German collections such as the 
Körner catalogue in Erfurt via the long-lived and fascinating series Journal des organistes edited in 
eastern France by Romary Grosjean (1815–88), then his nephew Ernest (1844–1936). 
 

 
Example 2. [Charles-]A[lexis] Chauvet, Grand Chœur, in 20 Morceaux pour Orgue (Paris: Régnier-Canaux 
[and successors], n. d. [1862], 2nd suite, p. 9). 

																																																								
6 Mougin’s attribution of ‘no. 5’ is based on an early numbering, probably originating in Mozart’s own publication 
of op. 10 in 1785. 
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Compared to the well-behaved flow of the scores of the 1840s and 50s, the music seems to be 
struggling to break out of the straitjacket of the reigning format. Cavaillé-Coll has just turned 
50 and has been cultivating ties with brilliantly gifted musicians half his age – Saint-Saëns, 
Chauvet, Guilmant, Widor. Two staves in Italian format can still suffice for organ scores, if 
only for economic reasons, but the engraving puts forth a somewhat rustic visage, Romantic in 
the Berliozian sense of relatively raw juxtapositions. This overlaps with the late 1850s and 
1860s, as a more homogeneous image begins to emerge, a well-ordered if still largely 
personalized look and sound. (Examples may be found as early as the 1857 collection by 
Georges Schmitt, Musée de l’Organiste, and, marginally, in various publications for harmonium 
which helped bridge the ‘seriousness gap’ between salon and concert hall, opera and church.) 
Guilmant and probably Franck in their 1868 publications (six years after Chauvet) are 
obviously adamant about highly refined printing, insisting on the best possible engravers, fine 
paper and spacious layout. 

 

Example 3. César Franck, Grande Pièce Symphonique (Paris: Mayens-Couvreur, 1868). 

This tendency toward homogeneous, balanced, controlled presentation, congruent with the 
overall effect of Cavaillé-Coll’s organs, gradually approaches the standard that may be observed 
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in German printings of the era – the third-of-a-century span of Rheinberger’s sonatas comes to 
mind (the First is an exact contemporary of the three 1868 sets mentioned above), but also 
hundreds of other volumes large and small. One easily forgets that Lefébure-Wely died at 52, 
and although he had little if any incentive to deviate from his house style, a work such as the 
four-movement violin sonata suggests that such was certainly not beyond his artistic means.7 
How tempting to speculate on another two or three decades of activity from this 
quintessentially Second-Empire artist whose demise was in a sense well-timed; yet if we 
extrapolate for instance from the life of Rossini, who also had to cope with feelings of 
obsolescence but came up with engaging, indeed ingenious late-in-life initiatives, perhaps 
Lefébure did not benefit from one of history’s fairer deals… 

Thus the turning point of 1870 is for French organ culture as significant as 1789. By the 
time the Cavaillé-Coll firm had consolidated a final, ‘symphonic’ tonal thrust with an ideal of 
maximum balance and flexibility, the composers were ready: to the extent that the appearance 
of the scores is any mirror of the aesthetics in sound, those of the last three decades of the 
century tell an eloquent story. Italian format was entirely given up,8 expansiveness and clarity in 
layout became the norm, manual and registration indications were liberally specified. 

 

 
Example 4. Alexandre Guilmant, Scherzo from Sonata V (Paris: Durand, 1895). 

																																																								
7 At the beginning of my presentation at the Piteå Organ Symposium, a recording of the opening of Lefébure-
Wely’s Sonate Dramatique op. 157 published in 1868 was played to illustrate this musician’s unexpected command 
of larger-scale, ‘serious’ form and style, and to suggest that the ‘well-known’ 19th-century creators – among them 
Cavaillé-Coll – generally have nooks and crannies of their output that remain undiscovered and in any case 
insufficiently explored. 
8 One wonders whether the possible interpretational implications of the reformatting of the Franck organ works in 
the modern Durand (and hence also Dover) edition have been examined? 
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What could more graphically demonstrate the evolution in printing norms than the édition 
Théodore Dubois published in 1896 of the 20 Morceaux by Chauvet, almost exactly 35 years 
after the original: 
 

 
Example 5. Charles-Alexis Chauvet, Grand Choeur [en Sol mineur], in Chauvet, Vingt célèbres pièces pour 
orgue, ed. Théodore Dubois (Paris: Au Ménestrel, 1896). 

What can we learn from Cavaillé-Coll, beyond a very tight aesthetic system that brooks little 
departure from norm, and how can he be an inspiration or a catalyst? 

• The overriding trait we may perceive as an ideal is the quest for quality at whatever 
price. There are isolated cases of abortive ideas which seem to have amounted to 
premature implementing of prototypes; other longer-lasting innovations were ultimately 
reversed or otherwise overridden; certain instruments may have cut corners in the use of 
old material. (It is telling, however, that after around 1865 reused registers seem to 
relinquish more of their former character than do those in organs from the 1850s and 
early 60s, such as St-Jean in Elbeuf or St-Dizier.) Opinion among craftsmen and scholars 
today seems to be shifting from the vision of a rigid system of compulsory parameters 
leaving ‘no artistic leeway’ to foremen and voicers, to a recognition that the tonal results 
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of Cavaillé-Coll organs – as with any large-scale company – thrived on symbiosis among 
workers and the patron, and depend on more than scaling and voicing strictures. The 
boss had every right to dictate how the organ was to come out, and the actual execution 
of the same could be compared to the atelier of a Renaissance master painter who 
determined everything, oversaw whatever he could … and perhaps carried out quite 
little himself. Recently an administrative list of employees has come to light, so that we 
may pin names to those hundreds of daily shop gestures that went totally unsung and 
even barely suspected yet became somehow components of every note of music made on 
the instruments. 

• At the top of his profession, he knew how to practice honesty and mutual respect for 
colleagues who had something to offer (cf. Wenner, Debierre, Magen and others to 
whom he seems to have ceded – tacitly or otherwise – market shares in their regions…). 
Within his shop he knew the value of respect for all, and it would seem that he did not 
cultivate the notion of underlings. 

• The spiritual basis of his work began with deep knowledge and familiarity with 
mathematics and scientific research. Corollary: highly-developed acoustical acumen and 
enhanced status as founder of a school, somewhat like Leopold Mozart, Marie Jaëll or 
Alfred Cortot among musician/teachers. 

• Proportion in design: an elegant, simple yet impressive nameplate, emblematic across 
the decades and even centuries; concern for symmetry as in the stopknob layout with 
‘Tacet’ or ‘Sonnette’ knobs in the case of an uneven number of stops. This never took 
precedence, however, over musical practicalities, and one will for instance notice that, 
with only the rarest of pragmatic exceptions in extremely large instruments, the 
composition pedals hitch down to the left and not toward the outside as logic might 
dictate and competitors such as Merklin indeed implemented. 

• In the Romantic spirit of the ‘synthesis of opposites’, elegant, natural reconciling or 
balancing of: 

• Opposing physical forces 
• Opposing tonal forces 
• Opposing musical/rhetorical demands 
• Dynamic steadiness vs. dynamic variability 
• Polyphony vs. verticality 
• Germanic rigor vs. Latin fantasy 
• Power/force vs. tonal subtlety 
• Lyrical, if necessary tragic, inflection vs. assertive exuberance 

• The ability to produce consummate masterworks at any and all points of the career – 
few if any significant high or low points from the purely creative standpoint, no 
stagnation nor unproductive casting-about. 

• Welcoming of diverse input and a gift for synthesis, but devoid of the urge to bring just 
any novelty, including popular ones such as free reeds, into the fold. It can be precisely 
the elements Cavaillé-Coll knew and even tried but did not adopt definitively that could 
be windows onto tonal design for our epoch that emulate his principles without 
needing to copy his style. Two elements that come immediately to mind are free reed 
stops and tierce mixtures. Both are quite unstudied yet full of potential. Free reeds, 
whether solo, chorus or pedal, besides being historically authentic, can function as 
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coloristic elements in their own right or bridges between elements that facilitate blend 
and transition. Cavaillé-Coll is known even to have used the physharmonica – perhaps 
under pressure from the client but the fact is there. What is to keep, say, the free-reed 
clarinet from being a staple of organ design ten or twenty years hence? Similarly, 
sporadic examples of tierce mixtures may be found here and there in Cavaillé-Coll 
organs (an ultimate stage being the one-time Notre-Dame prototype scheme). This 
should at a minimum lead us to think twice about the functions of mixtures – tonally, 
but also musically and liturgically – in 19th-century French organs, not taking over in 
modern organs aesthetic functions that have little or no relevance to modern-day 
practice. 

• Willingness – and courage – not to hoard knowledge, taking refuge behind patents and 
secrecy for commercial (as opposed to artistic) advantage, but rather opening up 
innovation to colleagues out of confidence in one’s own creative momentum and 
integrity. 

• Sensitivity to musicians, and knowing who has the most to say. Possible 
counterexamples such as Renaud de Vilbac, Batiste, Grison and other provincial 
organist-composers offer languages that in one way or another do not really fit Cavaillé-
Coll’s instruments as well as do the standard masters of the period. 

Perhaps Aristide Cavaillé-Coll made mistakes or had weak points; what creator does not? What 
organ builder is not familiar with needing to accommodate clients’ particular demands that he 
doesn’t much believe in (yet which, if he is honest with himself, can eventually contribute 
positively and even organically to his style)? What organ builder has not been frustrated by 
creating a fine and perhaps even (at least for him) innovative instrument, only to see it 
underused or inappropriately understood or exploited (see Notre-Dame in Paris in its first three 
decades of service)? Feedback is vital, without which the supplier relies on instinct and even 
supposition, more likely to be off the mark. Many of Cavaillé-Coll’s supposed ‘faults’ – using 
family connections to gain commercial advantage, fabrication of an industrial (and therefore 
anti-artistic?) product, ‘disrespect’ for his forerunners’ instruments… – need sober appraisal and 
can serve as admonishment today, but none diminishes in the least his place in the history of 
music. 

Cavaillé-Coll deserves a holistic approach surpassing emulation of his instruments, by 
intimate acquaintance with his surroundings – the ‘orgue de transition’ (now more subtly and 
affirmatively deemed ‘post-classical’), his competitors, his successors, his contacts with foreign 
colleagues and their influence, but also the cultural ambience and poetic aspirations of the era 
in general. Just as the soul of a person is what counts but is precisely that element that escapes 
imminent perception, knowing the structure and workings of the Cavaillé-Coll organ is only 
the first step to appreciation of his instruments. (Ideally, in fact, it would be the second step, 
after in-depth historical/sociological research.) We are concentrated on the ‘beauty of the 
sounds’ and the music, and this is normal; but it is also a subjective and ‘digested’ approach. 

Cavaillé-Coll was faulted, or at best excused by subsequent generations for building organs 
that responded to his period’s musical needs. Yet, was his genius not precisely in going against 
the odds (cf. the conservative Danjou and what his principles might have wrought: stunted 
development of the Swell division, little or no fundamental reconciliation of the plein-
jeu/grand-jeu dichotomy, no differentiated wind pressures…)? German organ culture had little 
difficulty, ultimately, in creating the Volles Werk, but Cavaillé-Coll had to overcome an 
aesthetic/religious (and perhaps ideological) conflict to make his ideal work. When Norbert 
Dufourcq put his now notorious judgments into print – ‘All Cavaillé-Coll organs are alike; that 



	

	 98 

is not the least of their shortcomings’9 and ‘Cavaillé-Coll’s romantic organ took the wrong 
paths and no longer followed tradition’10 – he expressed views shared by most of his 
contemporaries.11 The neobaroque (or ‘authenticity’) movement gradually drove a wedge into 
the late neo-classique ideal of a ‘tutti’ mixing abundant modern, high-pitched mixtures with 
‘French’ reed batteries in a context of relatively low wind pressures and often electropneumatic 
action, epitomized by the infamous Grand chœur léger. Seen from today’s perspective – and this 
was recognized by scholar-musicians such as Harald Vogel and Michel Chapuis as early as the 
1970s – it was the orgue néo-classique which was ‘outside of tradition’ (hors de la tradition, 
Dufourcq’s original wording). But then, what is ‘tradition’ if not what imposing figures with 
their missteps as well as their genius make it to be? Is not ‘tradition’ by definition dependent on 
the way each generation with its needs and prejudices perceives and co-creates it? L’histoire est un 
perpetuel recommencement…12 

Thus the ‘Cavaillé-Coll style’, which is henceforth in our blood, is in historical reality less a 
definable entity than an extensive, multi-episode story line bearing any number of elements – 
including exciting discoveries later discarded or refined out – that should be part of any in-
depth acquaintance. Picking and choosing separate components can be as dangerous as adding 
stylistically strong but isolated or incongruous elements to an architectural or pictorial design: 
where does what is basically collage end and ‘organic’ novelty begin? This is even more true of 
ostensibly corrective modern gestures, such as using wedge bellows, perhaps in an attempt to 
link the 19th-century aesthetic to previous languages. Beyond actual style copies and their even 
more self-evident corollary of respectful, competent restorations, true homage to Cavaillé-Coll 
comes ultimately from a far-sighted, indeed visionary creative reflex resting upon the highest 
technical acumen. 

With great creators such as Aristide Cavaillé-Coll one can attempt to recreate the letter, but 
the spirit – which is after all what grips and convinces the beholder of the artwork – remains 
elusive, undefinable, intangible, intuitive. The musical context offers the path and the 
signposts; the innovative urge provides the vehicle; the voyage itself is a nitty-gritty blend of 
talent, vision, perseverance and, when needed, daring, generally not without a dash of good 
fortune. The repertoire then thrives, essentially on its own, as does fruit on a tree in a banner 
year. 

																																																								
9 Norbert Dufourcq, L’Orgue, collection ‘Que sais-je’ no. 276 (Paris: Presses Universitaires de France, 1948), p. 57, 
also in later editions such as 41970, p. 55. Translation by the present author. 
10 Norbert Dufourcq, translated by Peter Williams in The European Organ 1450–1850 (Bloomington & London: 
Indiana University Press, 1966), p. 203. It might be noted that Dufourcq writes ‘notre admirable Cavaillé-Coll’ and 
that Williams omits the adjective, which might both have burdened the translation and … weakened his argument. 
In Dufourcq’s original text the line between actual admiration and possible irony is admittedly thin; but then, one 
of his strongest points was a deft pen… 
11 As Peter Williams put it quite correctly in 1966 (The European Organ), ‘few would disagree today…’, a situation I 
was able personally to verify yet in the early 70s. 
12 This sentence (‘History is a perpetual recommencement’) is a common expression in French, often ascribed to 
the ancient Greek historian Thucydides. 
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The Rediscovery of the Organ 
by the 1960s Avant-Garde 

Martin Herchenröder 

A ‘New Organ Style’ 
In the history of organ music, 4 May 1962 marks a turning point. It was the day of the first 
performances of Interferenzen by Bengt Hambraeus, Improvisation ajoutée by Mauricio Kagel, and 
Volumina by György Ligeti, pieces that all presented the organ in a strikingly unorthodox way – 
for example through the use of clusters, reduced wind pressure, and multiple new playing 
techniques, and, in the case of Kagel, adding vocal utterances. The integration into organ music 
of features that for centuries had been considered undesirable (features like interferences, 
microtonality, soft noises, unstable wind pressure) led critic Eberhardt von Lewinski to note 
that the young composers’ approach to the organ was ‘really new – much more revolutionary than 
anything Messiaen has tried in this field’.1 It signalled a break and a new beginning in the history 
of organ composition that drew on ideas from the contemporary musical avant-garde. 

During the following years a whole new repertoire evolved from what had first been explored 
in these three works. The pieces soon became well known: because of their novelty and 
compositional quality, because of the inexhaustible commitment of Karl-Erik Welin, the 
organist who first performed them and went on to play them on organs around the globe, and 
surely not least because of the quickly spreading story of the spectacular circumstances that had 
accompanied their premieres.2 

So if today we speak of the ‘rediscovery’ of the organ in the sixties, it is in this sense. Of 
course, the organ had not been forgotten before 1962, but it was the avant-garde who 
rediscovered the instrument for their ideas, after neglecting it for decades. The concert of 4 May 
marks the point in time when the organ regained its connection to contemporary developments 
in innovative and advanced aesthetics and compositional techniques. 

Organ music between Reger and Ligeti 
Why had the organ been disconnected from advanced contemporary music for such a long 
time? This is an interesting and complex question. One of the major reasons seems to be its 
expressive inflexibility: on the organ, dynamic changes could not be achieved without changing 
the tone colour at the same time (either by adding or removing registers or by using the swell 
box). This made the instrument unusable for the purposes of serial music that aimed at 
organizing different parameters independently from each other. Even Arnold Schoenberg, who 

																																																								
1 Wolf-Eberhard von Lewinski, ‘Die Orgel als Elefant oder Königin’, Christ und Welt 22 (1962): p. 20 (my 
translation). 
2 The performances on 4 May 1962 took place at a concert in a studio of the broadcasting company Radio 
Bremen. For details, see Martin Herchenröder, ‘From Darmstadt to Stockholm: Tracing the Swedish contribution 
to the development of a new organ style’, in The Organ as a Mirror of Its Time, ed. Kerala J. Snyder (New York: 
Oxford University Press, 2002), pp. 303–21. 
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was still speaking from an expressionist point of view, had complained about the organ’s lack of 
dynamic flexibility3 and had written only one work for the instrument. 

But why had there not been a significant number of dodecaphonic pieces for organ? As an 
instrument with clear aptitude for contrapuntal settings, the organ should have encouraged 
composers in the use of twelve-tone counterpoint as soon as the technique came into existence 
in 1923. Amazingly, however, the majority of dodecaphonic organ music was composed after 
1962, as if the catalytic effect of the Radio Bremen concert in May fired even this way of 
composing, though by that time the twelve-tone technique was already two generations old. 

Interestingly enough, Schoenberg himself in 1941 had abandoned his plan to write a twelve-
tone sonata and ended up composing his Variations on a Recitative in the style of his first 
chamber symphony from 1906, which links the idiom of the late Wagner to that of the early 
Expressionistic period and thus stylistically looks back as far as Reger’s time rather than forward 
to his own – dodecaphonic – piano concerto from 1942. Schoenberg did, however, use parts of 
the material of his organ sonata fragment for this piano concerto. He must, therefore, have 
abandoned the original sonata plan for reasons having to do with the organ, not with the 
material. 

This might seem to indicate that conditions for the reception and performance of organ 
music were not especially favourable to groundbreaking new tendencies in the period between 
about 1916 (the year of Reger’s death) and 1961. It seems, however, that different countries 
were conservative for different historical reasons. We can see this, for example, by comparing 
the cases of France and Germany, each of whom had a major impact on other countries as well. 

In France the tradition of symphonic organ music had been handed down from teachers to 
pupils since the second half of the 19th century. This led to a special French organ style, with an 
emphasis on symphonic concepts and romantic expressivity, but – in many cases – with no link 
to the musical developments of the avant-garde.4 

In Germany, on the other hand, the Organ Reform Movement promoted a neo-baroque, 
tonal, and contrapuntal style of organ music, leading the instrument into what Werner Jacob 
has called a ‘contrapuntal ghetto’5 walled off from the advanced music composed at the same 
time. Additionally, between 1933 and 1945, the Nazi dictatorship, with its massive impact on 
music and musicians, completely drowned any modernist or avant-garde development. 

Finally, we must remember that most organs were and are situated in churches. They were 
sonic symbols of religion, faith, and the church, while also fulfilling functional tasks during the 
service. This had several consequences. First, composers not willing to address religion in their 
music tended to avoid the organ completely because of its religious associations. Second, 
church authorities exerted influence and decided which music could be performed; and they 
most often favored a simple, backward-looking musical style. To mention one example, 
Benjamin Kolodziej has demonstrated the massive conservative influence of Pope Pius X’s Motu 
propriu ‘Tra le Sollecitudini’ from 1903 on the production of Catholic organ music until 
Vatican II, concluding: ‘Like all music in service to something other than itself, its parameters 
were necessarily conservative, bounded by doctrinal concerns […]’.6 Third and finally, even 

																																																								
3 Cf. Matthias Giesen, ‘Arnold Schönberg und die Orgel’, Das Orgelforum 7 (June 2005): p.17. 
4 Cf. Hermann J. Busch and Martin Herchenröder, ‘France’, in Twentieth-Century Organ Music, ed. Christopher S. 
Anderson (New York: Routledge 2012), p. 155. 
5 Werner Jacob, ‘Der Beitrag von Bengt Hambraeus zur Entwicklung der neuen Orgelmusik’, in Orgel im 
Gottesdienst heute (= Drittes Colloquium der Walcker-Stiftung 1974), ed. H.H. Eggebrecht (Stuttgart: 
Musikwissenschaftliche Verlagsgesellschaft, 1975), p. 97 (my translation). 
6 Benjamin A. Kolodziej, ‘Twentieth-Century Organ Music in the Christian Liturgy’, in Twentieth-Century Organ 
Music, ed. Christopher S. Anderson (New York: Routledge, 2012), p. 333. 
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composers who did deal with religious topics did not necessarily have to do so on the organ. 
During the 19th century an idea had developed that the essence of religion lived in the arts and 
especially in music; thus, religious music could equally well be composed for the concert hall as 
for the church. 

To sum up, it is clear that the lack of any innovative, advanced organ music inspired by 
avant-garde or modernist movements before 1962 can be seen as the result of various factors 
working together – some relating to the instrument itself, but most proceeding from aesthetic, 
social, historical, or theological influences. For decades it seemed unnecessary for composers to 
deal with the organ in order to expand new compositional ideas. Nor did churches, organists, 
or listeners appear to have any need to expand the musical potential of the organ. Thus, organ 
music conceived in relationship to broader developments in contemporary music remained 
rare. 

Olivier Messiaen 
It is interesting that one of the exceptions is the organ music composed by Olivier Messiaen in 
the 1950s. Messiaen used the organ to explore new tonal colours, and in the course of his 
explorations, he took a definite compositional interest in the instrument and used it for 
purposes that linked it to overall contemporary artistic research. At the same time, 
compositions such as the Messe de la Pentecôte, which evolved from improvisations during the 
Low Mass at La Trinité, also show Messiaen’s direct connection to the service and his 
theological involvement. Messiaen’s organ music, therefore, represents the synergy of a 
favourable setting and the focused interest of a composer familiar with advanced and innovative 
contemporary tendencies in musical techniques and aesthetics; the result was the production of 
truly ‘new’, innovative organ works. 

The organ and the avant-garde 
The combination of favourable setting and compositional interest might also help to explain 
why the rediscovery of the organ by the avant-garde took place in the early sixties. Firstly, when 
Hans Otte, who then headed the new music section at Radio Bremen, commissioned new 
organ works from Hambraeus, Kagel, and Ligeti, he took care to provide a framework for the 
performance. Secondly, the pieces display a compositional interest in shaping the organ sound, 
whether by outlining clusters, creating microtones, or inventing soft noises. Otte must have 
been aware that this shaping of sound was a primary theme being investigated by all three 
composers – in very individual ways – at that time. They would only have to take that interest 
and apply it to the organ. Thus, Otte’s commission reacted to a new trend in contemporary 
music, an approach that today often is called sound composition, directing it onto the organ. 
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Example 1 (above). György Ligeti, Volumina, 
rehearsal 7 (first version 1961/62, manuscript). 
In Herchenröder, Struktur, p. 161 (see footnote 
7). 

Example 2 (right). György Ligeti, Atmosphères 
für Orchester, rehearsal B. © Universal Edition 
A.G., Wien/UE 11418. 

We can see this link between organ music 
and more general compositional interests 
very clearly in Ligeti’s three organ pieces 
from the sixties. All have counterparts in 
his instrumental music. Volumina clearly 
shares many features with the orchestral 
work Atmosphères (1961): both pieces 
consist of clusters only, both create what 
Ligeti called ‘Bewegungsfarbe’ (movement 
colour), and both culminate in a 
spectacular leap from the highest to the 
lowest register. The closeness of the linkage 
can be seen when comparing Volumina’s 4th 
page (Example 1) to the second page of 
Atmosphères (Example 2).7 In both passages, 
soft crescendi and diminuendi alternately 
swell two components of a chromatic 
cluster, one pentatonic (‘black key’) and one diatonic (‘white key’). 

In the same way, the harmonic network of Ligeti’s first organ etude Harmonies (1967) is 
mirrored in the orchestra piece Lontano (1967) and in the choir piece Lux aeterna (1966); a 
similar connection exists between the second organ etude Coulée (1969) and the famous 
harpsichord piece Continuum (1968). Thus, we can see Ligeti’s writing for organ as an expansion 
of his artistic investigation from one area of sound exploration into another. 

Generally speaking, we can say that before 1962, the organ was not appropriate for serial 
ideas, and not specifically necessary for other fields of musical research which were en vogue at 

																																																								
7 For the complete score of the first version, see Martin Herchenröder, Struktur und Assoziation: György Ligetis 
Orgelwerke (Schönau an der Triesting: Edition Lade, 1999), pp. 153–74. 



	

	 103 

the time – composers could experiment with aleatoric settings (for example) on any instrument; 
they did not need an organ. So we can understand why the organ did not attract the avant-garde. 
When, however, composers began to interest themselves in experimental approaches to 
instruments and the shaping of sound, as they did at the beginning of the 1960s, the specific 
choice of instrument made a difference, produced different results. Any instrument could 
become a possible source of inspiration and fascination. From this point of view it is easy to 
understand why, during those years, many instruments that had long (or always!) been 
neglected by advanced composers were ‘rediscovered’ – among them the harpsichord, the treble 
recorder, and the accordion. Hans Otte, highly aware of this paradigm change from serial to 
sound composition, promoted and directed this process, thereby catalyzing the rediscovery of 
the organ by the avant-garde. 

Roots 
Since the methods of producing sound on the organ explored by Ligeti, Hambraeus and Kagel 
were new to the compositional history of the instrument, we can understand that these 
developments were considered a ‘revolution’. It was, however, a revolution that had been 
prepared in several ways. 

• First, the general interest in refocusing the work of composition on organizing sounds 
instead of structures, which was largely a consequence of Ligeti’s (and others’) 
theoretical analysis of serialism and especially its problems,8 had practical roots in the 
works of Edgard Varèse. Since the twenties, Varèse had integrated noises into his works; 
he had even, as in Ionisation (1931), composed music that consisted mainly of noises. As 
he put it, he was ‘organizing sound’, not notes.9 

• Second, even if the ‘New Organ Music’ was anything but serial structuralism, it profited 
from a serial achievement: the idea of handling different parameters independently of 
one another. A process like the one we saw in the example from Volumina, in which a 
sound mass remains stationary and changes only its colour and dynamics, is hardly 
imaginable without the experience of serial music organizing the colour and dynamics 
of sound according to rows, thus making them independent of melody, rhythm, and 
form. 

• Third, the idea of making the organ produce sounds that nobody would have expected 
is an experimental approach comparable to what John Cage did with the piano starting 
in the forties. Interestingly enough, the sonic results on both instruments – the 
combination of sounds, soft noises, and noises – are comparable, too. 

• Fourth, we see a remarkable influence from electronic music. The most striking 
evidence of this is the sonic result itself – even today, listening to Volumina for the first 
time, listeners wonder whether the music is acoustic or electronic.10 Far beyond this 
trompe l’oreille, however, there are also real compositional affinities. 

 

																																																								
8 Cf. György Ligeti, ‘Pierre Boulez – Entscheidung und Automatik in der Structure Ia’, Die Reihe 4 (1958): pp. 38–
63. 
9 Cf. Edgard Varèse and Chou Wen-Chung, ‘The liberation of sound’, Perspectives of New Music 5/1 (1966): pp. 
11–19; the term ‘organized sound’ appears on p. 18. 
10 Ligeti also mentions this effect for Atmosphères in his article ‘Auswirkungen der elektronischen Musik auf mein 
kompositorisches Schaffen’, in Experimentelle Musik, ed. Fritz Winckel (Berlin: Mann, 1970), p. 74. 
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Example 3. György Ligeti, 
Volumina, rehearsal 13 (first 
version 1961/62, manuscript).  
In Herchenröder, Struktur, p. 
161 (see footnote 7). 

As we can see in Example 3, the technique of composing a texture or a sound in several layers is 
a new take on three-part polyphony, but can also be compared to the contemporary technique 
of producing complex electronic sounds by recording single sounds on different tapes and then 
recording them together while playing them simultaneously. 
 

 
 
Similarly, the techniques of creating new sounds using unusual registration combinations and 
filtering sound areas from a cluster, as shown in Example 4, are directly related to the technique 
of synthesizing sounds and filtering the complete spectrum of a random noise, which was 
largely used in the early days of electronic music. Hambraeus, Ligeti, and Kagel had worked in 

Example 4. Bengt Hambraeus, Interferenzen, 
p.19. © Edition Suecia, Stockholm. 
Reproduced with permission. 
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the electronic studio of the radio station Westdeutscher Rundfunk (WDR) in Cologne in the 
late 1950s and knew all of these techniques. It is obvious that they applied them to their organ 
works.11 

Bengt Hambraeus and Karl-Erik Welin 
We can thus trace influences on the ‘New Organ Music’ in the general music history of the 
twentieth century. The new treatment of the organ, however, had also been prepared on the 
organ itself, during the 1950s in Scandinavia. Two figures in particular contributed to the 
development of this new organ style: Bengt Hambraeus and Karl-Erik Welin. 

Hambraeus was a musicologist, a composer, and an organist trained by Alf Linder in the 
Stockholm Oscarskyrkan in the late 1940s. He had worked with Olivier Messiaen during the 
Darmstadt summer courses for contemporary music in 1952. After composing a few serial 
pieces showing the Darmstadt influence, he soon struck out on his own path. He abandoned 
serialism and began analyzing and shaping sound. During the 1950s he frequently 
experimented and improvised at the large Marcussen organ in the Gothenburg Concert Hall. 
His sketches and the composition Constellations I (1958) show how far his explorations led him. 

 

 

 

 

 

 

 

 

 

 

 

 

Example 5. Bengt 
Hambraeus, Constellations I, 
extracts. © Nordiska 
Musikförlaget / Edition 
Wilhelm Hansen NMS 6432. 
Reproduced with permission 
from Gehrmans Musikförlag 
AB. 

																																																								
11 Cf. also Ligeti’s explanation of his instrumental realization of ‘Bewegungsfarbe’ in ‘Auswirkungen’, pp. 75–6. 
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Here he was already using clusters, changing registrations on lying drones, and swells on 
different components of a complex sound, just as we saw in Volumina. Ligeti became acquainted 
with Hambraeus and his piece in 1959, enabling him to develop further what Hambraeus 
already had discovered; Hambraeus said in 1998 that the three composers met and exchanged 
ideas after receiving the commissions.12 

Karl-Erik Welin, a pianist and organist then working at the Swedish Broadcasting 
Corporation in Stockholm, had become fascinated by the unconventional and extraordinarily 
virtuosic playing techniques of pianist David Tudor and devoted himself to developing similar 
new techniques on the organ. He was asked to premiere the three pieces for Radio Bremen; 
thus he too was able to advise the composers on how to realize their ideas on the organ. György 
Ligeti has explicitly mentioned Hambraeus’s and Welin’s crucial roles in the development of a 
new organ style.13 

For or against the organ? 
Of course contemporary audiences could not know that much of what seemed to be so new to 
the organ had been developing for years, in the shadow of more spectacular developments in 
contemporary music. Thus, it is understandable that they saw and proclaimed a ‘revolution’. 
Often this ‘revolution’ was even seen as a provocation – an iconoclastic attempt to throw 
overboard the venerable tradition of the instrument. It is highly probable that the church 
authorities, who, having initially approved the premiere performance of the three pieces in the 
Bremen cathedral, withdrew their consent only a few days before the concert, were anxious 
about a possible provocation or even a scandal.14 

But, as has become clear, the interest of the avant-garde was different – its goal was an 
unprejudiced exploration of the organ and its sonic possibilities, and an expansion of the 
expressive qualities of this seemingly dated, inflexible, and exhausted instrument. As Ligeti put 
it when explaining why he composed Volumina, the organ appeared to be a ‘gigantic artificial 
limb’ with which he wanted to ‘learn to walk again’.15 This meant that composers had to 
understand and analyse the organ in order to develop new ideas – in this respect, the 
composers learned the ‘New Organ Music’ from the organ itself, and did not conceive it in 
opposition to the instrument. 

We can see this very clearly in the pieces of the Radio Bremen concert as they were obviously 
conceived for performance on the organ in the Bremen Cathedral, which was slated for the 
premiere. The Cathedral organ is a Romantic instrument with four manuals, including two 
swell boxes and a crescendo pedal, built by Sauer in 1894 and thoroughly restored by Walcker 
in 1959 (see specification, Appendix I).	

Volumina, for instance, requires both swell boxes as well as the crescendo pedal (see 
Examples 1 and 3). Interferenzen specifies the four manuals throughout the score, uses the 
crescendo pedal and both swell boxes, and largely makes use of the specific registers of the 
reference instrument (cf. Example 4 and Appendix II), going so far as to require the Harmonia 
aetherea 4 fach on manual IV and the Singend Cornett 2' in the pedal. 

																																																								
12 Bengt Hambraeus, personal communication, 1998. 
13 György Ligeti, ‘Die Orgel sprengt die Tradition’, Melos 33/10 (1966): pp. 311–13. The statement on Hambraeus 
and Welin appears on p. 311. 
14 Bengt Hambraeus, Aspects of 20th Century Performance Practice: Memories and Reflections (Stockholm: Royal Swedish 
Academy of Music, 1997), pp. 129–30. 
15 Ligeti, ‘Die Orgel sprengt’, p. 311 (my translation). 
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Three approaches 
Volumina, Improvisation ajoutée, and Interferenzen are all written idiomatically, and clearly with 
the particular specification of the Bremen organ in mind. Still, the three pieces do differ in 
some respects concerning their attitude towards organ sound in general and their reference 
instrument in particular. In fact, they outline three ways of dealing with the organ that would 
later be developed further by the avant-garde: 

In Volumina, much as in Atmosphères, Ligeti tended to find general compositional methods 
for shaping sound and then apply these to the organ – adding or removing keys or stops, 
creating different kinds of textures (stationary, moving externally or internally, overlapping), 
experimenting with different attacks, etc. Taking a last look at Example 1, we can see that there 
are no specific indications for registration – the colours and dynamics created by the 
overlapping and alternating swell procedures are the main concern. This is typical of the piece. 
It prescribes few specific registrations, and the intended effect works on most organs.16 When 
Ligeti revised the piece in 1967, he no longer even called for the crescendo pedal, one of the 
last traces of the Cathedral organ. In other words, Ligeti composed Volumina idiomatically for 
the organ, but he did not want to restrict the piece to a specific organ or organ type. 

His compositional interest seems in the end to have been a more general one – the piece 
appears as a sibling of Atmosphères, also an exercise in shaping sound. In this same way, his two 
organ etudes accompany and enlarge his musical research in Lontano, Lux aeterna, and 
Continuum. At the moment that his interests took a new direction with his horn trio, he 
abandoned writing for the organ. We can find other avant-garde composers in the 1960s – Jan 
W. Morthenson, for example – with similar attitudes to the organ, and a similarly limited 
ouput. 

Like Volumina, Kagel’s Improvisation ajoutée also experiments with general compositional 
techniques and materials and thus is easily adaptable to other instruments. The original score 
calls for three manuals instead of the four that were available in Bremen, and most of the 
registration prescriptions are aleatoric, indicating only pitches instead of specific registers (see 
Example 6). 

There is an interesting difference, however, compared to Ligeti: Kagel adds various human 
utterances, like whistling, singing, crying, coughing, laughing, and clapping hands. This 
indicates a very special interest in a field of musical investigation that would develop during the 
next decades, namely the combination of the organ with other sounds – from juxtaposition 
(like clapping hands) to synthesis (like whistling). 

																																																								
16 Cf. also Kimberly Marshall, ‘György Ligeti (1923–2006)’, in Twentieth-Century Organ Music, ed. Christopher S. 
Anderson (New York: Routledge, 2012), p. 373. 
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Example 6. Mauricio Kagel, Improvisation ajoutée: Musik für Orgel, für 1 Spieler, 2 Assistenten und 3-
stimmigen Chor ad lib., p.1 (first version 1962, manuscript). © 1972 by Universal Edition (London) Ltd., 
London/UE 18565.17 

Kagel himself continued to explore that field in his Fantasie für Orgel mit Obbligati in 1967, in 
which he combines the organ with tape-recorded musique concrète from the everyday life of an 
organist. Others went even further: Dieter Schnebel, for example, who in his 1969 
Choralvorspiele I/II combined the organ with pre-recorded tapes, additional instruments, and 
live electronics. 

The third line of development begins with Bengt Hambraeus. Like Kagel and Ligeti, 
Hambraeus used general compositional techniques such as organizing harmony, textures, 
dynamics, and attacks to produce new sounds on the organ, but he also integrated registration 
into his sound concept to a much larger extent. Of the 101 sounding stops in the Bremen 
organ, he called for 53, from the Kontrabass 32' in the pedal up to the Sifflöte 1' on Manual II. 
Thus, unlike Kagel and Ligeti, Hambraeus was responding to a specific organ. There is 
something interesting, however, about the way he deployed the registers. He tended to avoid 
the 8' and 4' flue stops. The organ had eighteen 8' flue stops; he calls for only two of them, and 
of the fifteen 4' stops he uses only six (Appendix II). Instead, he clearly tends towards the use of 
‘gapped registrations’ – sound structures with a gap in the overtone architecture, such as 
Quintatön 16' + Nachthorn 2' – and unusual, colourful register combinations that included 
many reeds (Bordun 16', Mixtur 8f, Clarine 4', etc.). These registrations would have presented 
the Bremen Cathedral organ not so much as a late Romantic instrument, with its aptitude for 

																																																								
17 Source: Internationales Musikinstitut Darmstadt. 
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blending colours on the foundation stops,18 but more as a modern synthesizer capable of 
producing interesting overtone colours. 

The influence of Messiaen’s Livre d’orgue and Messe de la Pentecôte on Hambraeus is obvious, 
but it is broadened by other experiences. As we know, Hambraeus had experimented with new 
organ sounds during the 1950s, developing Messiaen’s ideas and integrating them into his own 
style and aesthetics. We can see the result in Constellations I, which already prescribes 
registrations similar to those found in Interferenzen (Appendix III). 

Hambraeus conceived the sonic design of Constellations I at the organ in the Gothenburg 
Concert Hall, built by Marcussen in 1937 and influenced by the ideas of the Orgelbewegung19 
(Appendix IV gives the specification). Furthermore, in Constellations I, Hambraeus described his 
sonic ideas using terms derived from the book Klangfunktion und Registrierung by Ernst Karl 
Rößler.20 Rößler was an organ theorist also influenced by the Orgelbewegung (cf. the expressions 
‘electo’ / ‘org. electo’ and ‘RLSt.’ for ‘Raumlinienstärke’ derived from Rößler’s book in the 
example from Constellations I above [Example 5]). 

If we consider all this, it seems that Hambraeus, inspired by Rößler’s theory and by the 
sounds he had found in the organ in Gothenburg, tried to transfer the sonic ideas he had 
developed for Constellations I to the organ in Bremen. In other words, he was trying to make the 
Bremen organ sound like a hybrid instrument that combined elements of a late Romantic 
organ and elements related to the ideas of the Orgelbewegung and reminiscent of electronic 
sound synthesis. 

This third way of enhancing the organ’s sonority by making use of new registrations was to 
prove very fruitful in the 1960s, when it was used by composers and performers such as Gerd 
Zacher, Almut Rössler (especially when playing Messiaen on her Beckerath organ in the St. 
Johannes church in Düsseldorf), Zsigmond Szathmáry, and, of course, Hambraeus himself in 
his subsequent organ works. 

So, initially the composers used the instrument, or instruments, as they found them, 
exploring their sonic potential and enlarging it either by unconventional compositional 
techniques, in combination with other sound sources, or by exploring the possibilities of sound 
synthesis through unconventional combinations of registers. In the following years, performers 
started to experiment with these organ techniques to see what possibilities they could provide 
for a more comfortable or expanded realization of the ‘New Organ Music’: as for example when 
Gerd Zacher exchanged the blower in his new Schuke organ in Hamburg for the motor of a 
vacuum cleaner to reduce the wind pressure. 

An organ utopia (?) 
In 1968, in response to the growing public interest in the ‘New Organ Music’, Ligeti was asked 
at the first Walcker Colloquium, ‘What does the contemporary composer expect from the 
organ?’21 He took the opportunity to sketch out an organ utopia, containing overtone registers 
based on 16', 8', and 4' fundamentals, noise and voice registers, technology to enable quick and 
complicated register changes, flexible intonation, flexible wind pressure and individual wind 
control at every single pipe, flexible tremulants, and total dynamic control from silence to full 
																																																								
18 Cf. Hans Fidom, ‘Understanding the German “modern organ”’, in the present volume, pp. 35–48. 
19 Cf. Hambraeus, Aspects, p. 121. 
20 Ernst Karl Rößler, Klangfunktion und Registrierung (Kassel: Bärenreiter, 1952). 
21 György Ligeti, ‘Was erwartet der Komponist der Gegenwart von der Orgel?’ in Orgel und Orgelmusik heute: Versuch 
einer Analyse (= Bericht über das erste Colloquium der Walcker-Stiftung für orgelwissenschaftliche Forschung 1968), ed. Hans 
H. Eggebrecht (Stuttgart: Musikwissenschaftliche Verlagsgesellschaft, 1968), pp.168–83 (200). 
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sound for each individual pipe, all within the framework of a modular organ able to combine 
different elements in the most variable ways. 

Compared to this utopia, composers for the organ had not been very demanding – nor 
could they be, if their music was to have a chance of being performed, even in that period of 
unprecedented experimentation. Nevertheless, looking back, it seems that the organ 
compositions of the first years, worked out in a consequent and somehow radical way, already 
contained a utopia that not only inspired technical experiments like Zacher’s vacuum cleaner or 
Ligeti’s ideal organ concept, but also kindled real future developments in organ building. For 
example: 

• the reduced wind pressure required in Improvisation ajoutée, Interferenzen, and Volumina, 
which was achieved at that time by turning off the motor, prompted the development of 
the sophisticated wind control systems we have today; 

• Hambraeus’s and Ligeti’s extensive use of interferences opened the path to large 
overtone sections based on 16', 8', and 4', as Ligeti called for them in his Walcker 
lecture and as we find them today in large organs like St. Eustache or Notre-Dame in 
Paris; 

• the addition of supplementary sounds as we find them in Kagel’s Improvisation ajoutée or 
Schnebel’s Choralvorspiele I/II is facilitated today by MIDI keyboards in new organs of 
any and every size. 

When the avant-garde first ‘rediscovered’ the organ – or, in some cases, a specific organ, they 
took inspiration from what the instrument was. Conversely, the music they composed also 
inspired new inventions in organ building. One very spectacular result is Organ Acusticum at 
Luleå University of Technology in Piteå, which realizes much of what is desirable for an 
adequate performance of avant-garde organ music, including some of Ligeti’s ‘utopian’ ideas. 
The new organ in Piteå may thus be seen as the beginning of a new circle of influences. It is to 
be hoped that it will inspire new music that will in turn expand our notion of what an organ is, 
or can be. 
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Appendix I 
Bremen, cathedral organ, 1961/62 (stop list from 1962) 
Source: Herchenröder, Struktur, p. 67. 

Sauer 1894; repaired and partly renovated by Walcker in 1959. 
In 1961, the organ had historic pipe material, cone chests, and electric action. 
 
I. Manual (Hauptwerk) 
1.  Prinzipal 16' 
2.  Bordon 16' 
3.  Prinzipal 8' 
4.  Oktave 8' 
5.  Flöte 8' 
6.  Quintatön 8' 
7.  Gedackt 8' 
8.  Gemshorn 8' 
9.  Oktave 4' 
10. Rohrflöte 4' 
11. Gemshorn 4' 
12. Rohrquinte 2 2/3' 
13. Flachflöte 2' 
14. Rauschquinte 2 2/3', 2' 
15. Glöcklein 2fach 
16. Mixtur 3–5fach 
17. Mixtur 8fach 
18. Cornett 3–4fach 
19. Bombarde 16' 
20. Trompete 8' 
21. Clarine 4' 
 
II. Manual (Positiv) 
22. Bordon 16' 
23. Prinzipal 8' 
24. Flöte 8' 
25. Quintatön 8' 
26. Gedackt 8' 
27. Prinzipal 4' 
28. Oktave 4' 
29. Nachthorn 4' 
30. Spitzflöte 4' 
31. Rohrquinte 2 2/3' 
32. Oktave 2' 
33. Rohflöte 2' 
34. Quinte 1 1/3' 
35. Sifflöte 1' 
36. Rauschquinte 2fach 
37. Mixtur 3fach 
38. Scharf 6fach 

39. Oktavzimbel 4fach 
40. Fagott 16' 
41. Helle Trompete 8' 
42. Oboe 8' 
43. Trompete 4' 
 
III. Manual  
(Schwellwerk I) 
44. Quintade 16' 
45. Prinzipal 8' 
46. Spitzflöte 8' 
47. Rohrflöte 8' 
48. Oktave 4' 
49. Traversflöte 4' 
50. Salizet 4' 
51. Spitzquinte 2 2/3' 
52. Oktave 2' 
53. Nachthorn 2' 
54. Schwiegel 1' 
55. Sesquialtera 2fach 
56. Hintersatz 8' 
57. Mixtur 6–8fach 
58. Terzzimbel 3fach 
59. Dulcian 16' 
60. Trompete 8' 
61. Bärpfeife 8' 
62. Schalmey 4' 
63. Schwebung 8' 
64. Tremolo 
Glocken 
 
IV. Manual  
(Schwellwerk II) 
65. Bordon 16' 
66. Gemshorn 8' 
67. Gemshorn–Schwebung 8' 
68. Spitzflöte 8' 
69. Prinzipal 4' 
70. Traversflöte 4' 
71. Flautino 2' 
72. Piccolo 2' 

73. Oktave 1' 
74. Harm. Aetherea 4fach 
75. Scharf 4fach 
76. Ranckett 16' 
77. Vox humana 8' 
78. Krummhorn 8' 
79. Regal 4' 
80. Tremolo 
 
Pedal 
81. Kontrabaß 32' 
82. Prinzipalbaß 16' 
83. Salizetbaß 16' 
84. Gedackt 16' 
85. Subbaß 16' 
86. Oktavbaß 8' 
87. Baßflöte 8' 
88. Oktave 4' 
89. Pommer 4' 
90. Nachthorn 4' 
91. Nachthorn 2' 
92. Oktave 1' 
93. Cornett 3fach 
94. Rauschquinte 4fach 
95. Mixtur 10fach 
96. Kontraposaune 32' 
97. Posaune 16' 
98. Dulcian 16' 
99. Trompete 8' 
100. Dulciana 8' 
101. Englisch Horn 4' 
102. Sing. Cornett 2' 
 
 
 
Crescendo pedal 
2 swell boxes 
4 free combinations (‘German 
system’) 
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Appendix II 
Registers used in Bengt Hambraeus’s Interferenzen 
The preface to the printed edition of this work states (p. 2): ‘The registrations are planned for 
the 4-manual-organ in the Bremen Cathedral, Germany’.
 
IV 
Bordun /Borduna 16' 
Flöte 4' 
Flautine / Flauto 2' 
1 1/3' 
Oktave/Oktava 1' 
Scharff 
Harm.aeth. 4 fach 
Ranckett 16' 
Vox humana 8' 
Regal 4' 
Tremulant 
Swell 
 
III 
Quintatön 16' 
Rohrflöte 8' 
Traversflöte 4' / Flöte 4' 
Spitzquint 2 2/3' 
Nachthorn 2' 
1' 
Sesquialtera (2f) 
Terzzimbel 
Hintersatz 
Bärpfeif 8' 
Glocken 
Tremulant 
Coupler IV/III 
Swell 
 
II 
Bordun 16' 
Spitzflöte 4' 
Nachthorn 4' 
Rohrfl. 2' 
1 1/3' 
Sifflöte 1' 

Cimbel 3f 
Rauschpfeife 
Scharf 
Hintersatz 
Dulzian 16' 
Trompete 8' 
Trompete 4' 
Oboe 8' 
Coupler III/II 
 
I 
Bordun 16' 
Principal 8' 
Principal 4' 
Principal 2' 
Kornett 
Mixtur 3–5f 
Mixtur 8f 
Trompete 8' 
Clarine / Clarino 4' 
Coupler IV/I 
Coupler III/I 
Coupler II/I 
 
P 
Kontrabass 32' 
Subbass 16' 
Nachthorn 4' 
Nachthorn 2' 
Sing. Kornett 2' 
Oktava 1' 
Kornett 3f 
Mixtur 10f 
Posaune 16' 
Coupler I/P 
Coupler II/P 
Coupler III/P 
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Appendix III 
Registers used in Bengt Hambraeus’s Constellations I  
 
Registrations not indicated for a specific manual: 
Nachthorn 8', Piccolo 2' 
Nachthorn 8', alternatively Flauto dolce 8 
Solo 4' 
Lab. 2', Regal 8', Dulcian 16' 
 
IV 
Rohrflöte 8' 
Piccolo 2' 
Swell 
 
III 
Sifflöjt 1' 
Nasat 5 1/3' 
Ters 1 3/5' 
Septime 1 1/7' 
Tremulant 
Coupler IV/III 
Swell 
 
II 
Gedackt 8' 
Piccolo 2' 
Coupler II/III 
 
I 
Principal 2' 
Mixtur 8–10 rks 
Sesquialtera 2 rks 
 
P 
Untersatz 32' / Subbas 32' 
Nachthorn 1' / Flöte 1' 
Kornett 5 rks 
Regal 16' 
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Appendix IV 
Gothenburg Concert Hall organ (Marcussen 1937, original stop list, still 
current in 1958) 
Source: Scanned original stop list from Marcussen, personal communication from Claudia Zachariassen, 
September 15, 2012. Cf. also Sybrand Zachariassen, ‘Modernt orgelbygge’, Göteborgs-Posten, April 27, 1937.
 
I. Manual 
1. Principal 16' 
2. Gedacktpommer 16' 
3. Principal 8' 
4. Octava 8' 
5. Flute harmonique 8' 
6. Gamba 8' 
7. Spetsflöjt 8' 
8. Borduna 8' 
9. Octava 4' 
10. Nachthorn 4' 
11. Gedacktflöjt 4' 
12. Quinta 2 2/3' 
13. Octava 2' 
14. Cornet 4–5 chor 
15. Mixtur 5–8 chor 
16. Scharf 4 chor 
17. Trumpet 16' 
18. Trumpet 8' 
19. Corno 8' 
20. Trumpet 4' 
 
II. Manual 
21. Principal 8' 
22. Nachthorn 8' 
23. Flöjt 8' 
24. Quintadena 8' 
25. Salicet 8' 
26. Unda maris 8' 
27. Octava 4' 
28. Koppelflöjt 4' 
29. Gedacktquint 2 2/3' 
30. Octava 2' 
31. Blockflöjt 2' 
32. Nasat 1 1/3' 
33. Octava 1' 
34. Sesquialtera 2 2/3' 1 3/5' 
35. Mixtur 5 chor 
36. Quintcymbel 3 chor 
37. Dulcian 16' 

38. Krummhorn 8' 
39. Regal 8' 
40. Skalmeja 4' 
Tremulant 
 
III. Manual 
(Crescendoverk) 
41. Quintadena 16' 
42. Hornprincipal 8' 
43. Dubbelflöjt 8' 
44. Viola di Gamba 8' 
45. Salicet 8' 
46. Gedackt 8' 
47. Voix céleste 8' 
48. Nasat 5 1/3' 
49. Octava 4' 
50. Gemshorn 4' 
51. Gambetta 4' 
52. Spetsquint 2 2/3' 
53. Octava 2' 
54. Waldflöjt 2' 
55. Gemshornterz 1 3/5' 
56. Hohlquint 1 1/3' 
57. Septima 1 1/7' 
58. Sifflöjt 1' 
59. Mixtur 6–9 chor 
60. Harmonia aetherea 4 chor 
61. Terzcyrnbel 3 chor 
62. Fagott 16' 
63. Trompette harmonique 8' 
64. Vox humana 8' 
65. Clarino 4' 
       Tremulant 
 
IV. Manual 
(Crescendoverk) 
66. Dubbelgedackt 16' 
67. Principal 8' 
68. Orchestral Viola 8' 

69. Flute octaviante 8' 
70. Rörflöjt 8' 
71. Violinprincipal 4' 
72. Flute octaviante 4' 
73. Piccolo 2' 
74. Cornet 4 chor 
75. Mixtur 9 chor 
76. Tuba 16' 
77. Solo Trumpet 8' 
78. Orchestral Oboe 8' 
79. Clairon harmonique 4' 
      Tremulant 
 
Pedal 
80. Untersatz 32' 
81. Principal 16' 
82. Violon 16' 
83. Subbas 16' 
84. Gedacktbas 16' 
85. Quinta 10 2/3' 
86. Octava 8' 
87. Violoncello 8' 
88. Dubbelflöjt 8' 
89. Octava 4' 
90. Rörquintadena 4' 
91. Nachthorn 2' 
92. Flute octaviante 1' 
93. Grand Cornet 5 chor 
94. Mixtur 6–10 chor 
95. Basun 32' 
96. Basun 16' 
97. Regal 16' 
98. Trumpet 8' 
99. Trumpet 4' 
100. Cornet 2' 
 
Slider chests, electropneumatic 
action. 
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Bach’s Organ Music 
Across the Centuries 
Introduction to a Panel Discussion 

Peter Williams 

	
Our title ‘Across the centuries’ can usefully start with Bach’s so-called Obituary in 1754. It is 
headed: 

Der im Orgelspielen Weltberühmte HochEdle Herr JSB 

 and only then does it list his positions as 

Hof-compósiteur and Musíkdirector. 

We should not forget that in eye-witness reports it was as an organist (or in Potsdam, a pianist) 
that he had featured – probably less often than Sweelinck in Amsterdam, but even allowing for 
exaggeration, to have been called world-famous in organ-playing must mean more public 
appearances than we know about. For German readers, he was the ‘world-famous organist’, 
which, at the time, implied ‘world-famous organ-composer’. 

Nevertheless, we can recognize that Emanuel Bach’s agenda in placing his father within 
German tradition, specifically the German Protestant church organ tradition, led to a sidelining 
of major influences on him, especially foreign music of various kinds. Buxtehude, Pachelbel, 
Reincken, Bruhns, Böhm – worthy composers, no doubt, but only one element in a lifetime. 
Whether in his maturity Bach played their music often or even ever is uncertain, and it was not 
from any of them that he learnt the greatest achievements of his organ-music, including: 

 
• sophisticated harmonic tension, 
• sophisticated ritornello movements, and 
• strategically planned collections 

 
Emanuel does not name the ‘old good Frenchmen’ his father admired: not De Grigny, creator 
of a sound-world new to a Thuringian organist; not Louis Marchand, whose charisma made the 
Dresden competition so significant; not Boyvin or d’Anglebert or anyone else. Nor does 
Emanuel make any mention of what must have been a life-changing experience – the moment 
his father got to know Vivaldi’s L’Estro armonico! The one foreign organist Emanuel mentions is 
Frescobaldi – perhaps Bach was still speaking admiringly of him in the 1740s, to Emanuel and 
Friedemann, or in their hearing. 

Bach reception, so called, has become a major topic of our day, and it would be possible to 
document the differing approaches to his music from 1750 to 2012. My own approach to the 
Bach biography is to try to deconstruct the agenda of the sources of information about him and 
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the sources of his music. Some points are quite simple: for example, take the fact that Bach is 
never known to have called any work ‘Prelude and Fugue’, much less ‘Toccata and Fugue’. 
What are the implications here? Would he even have understood the nineteenth-century 
editor’s phrase Complete Organ Works? The two current new editions (Breitkopf & Härtel, 
Wayne Leupold) use this title but what exactly does it mean? Can we ever go back to how the 
repertory was perceived in his lifetime? 

Other points are more difficult, especially about authenticity. Surely it was the first 
generation of Bach’s posthumous admirers and imitators (for example, the organ-recitalists in 
Berlin) to whom we owe the Toccata and Fugue in D minor and/or the F minor Fugue? 
Another problem, born again of the nineteenth-century editions, is the trust we have in 
notation: if a copy, even an autograph, does not say change manuals in a fugue, then many 
organists feel they are not allowed to change manuals. What the practice was in the eighteenth 
century is another matter, however. Especially typical of the twentieth century has been the 
wish to form schools of ‘authoritative Bach interpretation’, certain influential conservatory 
teachers in various countries, especially France and Germany, fine musicians of course but 
inclined to pontificate (like gurus) over tempo or phrasing or fingering or pedaling or 
ornaments or temperament or registration or who knows what. The very complexity of the 
Bach heritage – complicated sources, lost origins, unknown raisons d’être – the very complexity 
encourages people at least since Schweitzer to search the organ-chorales for symbolic Affekte and 
the free works for numerological structures. I have heard many amazingly unfounded claims 
made for this-or-that theological interpretation by some of our busier organists on the 
international scene. 

Much of this music is so uniquely magnificent that enthusiasm distracts organists of every 
period into feeling they have a kind of ownership over the music. There is a tendency to say 
more than the sources justify. I do not know, for example, why the Orgelbüchlein has just been 
published as a ‘Pedagogical Work’ – I want to know, who is the pedagogue? Its title page is 
misleading for a real understanding of the volume. There is also a tendency to accept the 
repertory as fixed, perhaps with just a question or two about, say, the so-called Neumeister 
Chorales. I realise it is a pity to take the Lesser Catechism Chorales away from organists, but surely 
they are harpsichord music? If the Four Duets of Clavierübung III are organ music, why are not 
the fugues of Kunst der Fuge? It could be that for an understanding of Bach, organists since his 
time have simply played the organ repertory too much and the harpsichord repertory too little – 
except for the Well-Tempered Clavier, which students often seem to regard as organ music 
manqué. 

After those few remarks, I will hand over to my colleagues but leave you with what seems to 
me the bottom line: ask questions, be critical right from the beginning, bring in your opinion at 
the very last stage of studying something. The only remark of Theodor Adorno I have ever 
found useful is: Progress comes only with criticism.
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Revival, Improvement, Fidelity 
Aspects of Organ-Related Transcriptions of J. S. Bach’s 

Music in the 19th and Early 20th Centuries 

Sverker Jullander 

The reception of J. S. Bach’s music has attracted increasing interest among music scholars in 
recent years.1 As is well known, reception in music is a wide term that covers several rather 
different phenomena, depending on who is at the receiving end: composers, theorists, 
pedagogues, performers, critics, or the general public. The topic here is a particular kind of 
Bach reception: the transfer of music from the original instrumental setting to another setting, 
usually referred to as transcription or arrangement. Two kinds of organ-related Bach 
transcriptions will be discussed: piano versions of organ works, and organ arrangements of 
especially – but not exclusively – keyboard works. 

Transcribers were not an isolated category of specialists; rather, transcribing activities are 
usually one aspect of a musical profession as performer, or composer, or both, as is the case 
with the three Bach transcribers in focus here: Franz Liszt (1811–86), Ferruccio Busoni (1868–
1924), and Sigfrid Karg-Elert (1877–1933). Their activities in the field of Bach transcription 
differ in several respects. Liszt and Busoni, as virtuoso pianists (but not organists), transcribed 
organ works for the piano. Unlike Busoni, Liszt composed for the organ, and he also made a 
few organ transcriptions of Bach works. Karg-Elert’s compositional activity was centred on the 
organ, and his Bach transcriptions had the organ as their target instrument. 

The questions that I will address in this paper are: 

what music of Bach’s did these musicians choose to transcribe; 
how did they go about doing it; and 
why did they do it, and why did they do it the way they did? 

My discussion of these questions – especially the last one – departs from three keywords: revival, 
improvement, and fidelity, each representing a particular attitude or even ideology linked to the 
use of Bach’s music. 

Revival 
The increased interest in Bach’s music during the 19th century has often been described as a 
revival. Literally, a revival would mean bringing something dead back to life. But Bach’s music, 
although not widely known or used, was not ‘dead’ in the sense of being totally forgotten. As is 
well known, Bach was studied in Vienna in the circle of Baron Gottfried van Swieten (1733–
1803) and had a profound impact on Mozart. A parallel, and more important, centre of Bach 
celebration was the Berlin circle of prominent musicians around Princess Anna Amalie (1723–
87), which included, among others, J. S. Bach’s sons Carl Philipp Emanuel (1714–88) and 
Wilhelm Friedemann (1710–84) as well as his pupils Johann Philipp Kirnberger (1721–83) and 

																																																								
1 The most ambitious publication of this kind to date is the four-volume Bach und die Nachwelt, ed. Michael 
Heinemann & Hans-Joachim Hinrichsen (vols. 1–3); Joachim Lüdtke (vol. 4) (Laaber: Laaber-Verlag, 1997–2005). 
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Johann Agricola (1720–74).2 In Leipzig there had been an unbroken tradition of performing 
Bach’s six motets in St. Thomas’s Church since the 1750s.3 In the generation after Bach’s sons 
and his other pupils, scholar-musician-pedagogues such as Johann Nikolaus Forkel (1749–1818) 
and Carl Friedrich Zelter (1758–1832) contributed in various ways to preserving the Bach 
heritage. What happened in the early 19th century was really this: a body of music that had been 
an object of interest mainly to a limited circle of Kenner, or destined for pedagogical use, was 
not only disseminated to wider circles of Liebhaber but also became a cornerstone in the 
‘imaginary museum of musical works’ that was then under construction.4 Towards the end of 
the century, a Bach cult, in some respects parallel to the Beethoven cult of the same period, 
developed. 

The Bach revival went hand in hand with several dramatic changes affecting musical life in 
general. In the emerging public venues for non-staged music, Bach had a place almost from the 
beginning: his music was sung by choral societies (the breakthrough was, of course 
Mendelssohn’s historic performance in 1829 of the St. Matthew Passion with the Berliner 
Singakademie), it was played by piano virtuosos and even by symphony orchestras, and it was 
made available to the public by being printed. The peak of this development was the Bach-
Gesellschaft edition of the complete works, whose 46 volumes were successively published 
during the entire second half of the century, concluding, very appropriately, in 1900, the year 
of the 150th anniversary of the composer’s death. 

Improvement 
Since Bach’s music was then – as it is now – widely venerated as a peak of human achievement 
in the area of music, a word like ‘improvement’ might seem strangely out of place in that 
context. And indeed, although there were fierce discussions on how to edit and perform Bach’s 
works,5 no one seems to have advocated changes to the ‘core’ of Bach’s musical texts. But the 
19th century not only venerated the great minds of the past, it also valued progress highly – or, 
rather, it believed in the idea of progress as an inherent basic element of cultural and social life; 
this is especially true of the latter half of the century. So, whereas Bach’s music in itself was seen 
as unsurpassable, the means for its performance that had been available to him and his 
contemporaries were regarded by many (though not all) as primitive and basically unsuited to 
such great music. Also, since modern instruments could not be separated from modern music 
aesthetics, in the long run, the scores had to be improved, since Bach’s music was potentially so 
rich in nuances that the meagre – or non-existent – performance indications in the scores were 
considered to require substantial amplification in order to get performers to do justice to it. 
The classic counterfactual argument that ‘if Bach had been alive today, he would have used…’ 
(the grand piano; the symphony orchestra, etc.) was near at hand. 

																																																								
2 Not all of these musicians were simultaneously present in Berlin. For instance, C. Ph. E. Bach left the city in 
1768, upon his appointment as director of church music in Hamburg, whereas his brother Wilhelm Friedemann 
settled in Berlin as late as 1774. 
3 Peter Wollny, ‘Abschriften und Autographe, Sammler und Kopisten’, in Bach und die Nachwelt, vol. 1, 1750–
1850, ed. Michael Heinemann and Hans-Joachim Hinrichsen (Laaber: Laaber-Verlag, 1997), pp. 27–62; the motets 
as part of the basic repertoire of the St. Thomas choir in the latter half of the century are mentioned on pp. 48f. 
4 Lydia Goehr, The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music (Oxford: Clarendon Press, 
1992, rev. ed. 2007). 
5 See, for instance, the account of the controversy around Robert Franz’s (1815–92) editions of Bach cantatas in 
Hans-Joachim Hinrichsen, ‘Die Bach-Gesamtausgabe und die Kontroversen um die Aufführungspraxis der 
Vokalwerke’, in Bach und die Nachwelt, vol. 2, 1850–1900 (1999), pp. 236–44.  
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Fidelity 
It seems that the idea of fidelity to Bach’s music was embraced by practically all prominent 
musicians and music scholars in the 19th century who occupied themselves with this repertoire; 
performers such as Busoni tended to regard themselves as trustees of an immensely rich 
heritage. 

But what were the consequences of this principle for musical practice? Was the task one of 
preserving the musical text as such, or could fidelity to Bach be conceived in terms of 
dissemination: making the music known to a wider audience by all available means? Was it the 
letter of Bach’s scores that should be rendered in performance, or, rather, a presumed ‘spirit’, 
independent of performance styles and sounding media? 

Chronology 
One might think that the different attitudes to the Bach heritage followed more or less 
chronologically upon each other, so that the era of revival or rediscovery in the early 19th 
century was followed by a spirit of improvement later in the century, which was only broken by 
the emerging early music movement’s idea of faithfulness to the original. This picture is not 
entirely false. But we can nevertheless also observe these three strands running parallel to each 
other throughout the century, and even up to the present day. And this need not be a matter of 
opposing parties: the same person could be both a faithful heritage-keeper and a daring 
experimenter, keen on ‘improving’ Bach, although he would probably not use this expression. 
The highly respected Bach scholar Wilhelm Rust (1822–92), for example, one of Bach’s 
successors as cantor of St. Thomas, Leipzig, who edited the bulk of the organ works and several 
of the cantatas as well for the Bach-Gesellschaft edition, was known for his meticulous care in 
handling scholarly material, indeed as a model of textual fidelity. The same Rust also authored 
several ‘modernizing’ arrangements of Bach works, including a version of the Fantasy and 
Fugue in G minor, BWV 542, for orchestra and transcriptions of chorale preludes for voices 
with the hymn text included in the score.6 

Bach’s organ works as piano music 
The organ works were naturally a part of the Bach ‘revival’. But performing them presented 
difficulties. The decline in the status of church music beginning in the late 18th century had 
resulted in a shortage of organists skilled enough to perform the large organ works; the most 
distinguished musicians of the time were not, as a rule, organists. The great exception is Felix 
Mendelssohn (1809–47). His achievement in the context of the Bach revival is rightly associated 
with his historic performance as conductor of the St. Matthew Passion in 1829, but he 
promoted Bach’s music, and especially his organ music, throughout his life, in many ways. In 
the midst of his busy career as a pianist, conductor and composer, he took time to practise the 
organ diligently, especially pedal playing, in order to be able to play Bach’s works. Robert 
Schumann (1810–56) and his wife, pianist and composer Clara Schumann (1819–96) had 
similar ambitions regarding Bach; this resulted in their acquiring a pedal piano, which resulted 
in turn in three sets of compositions by Robert (though none by Clara, it seems), culminating 

																																																								
6 Elisabet von Herzogenberg (1847–92), composer and wife of the Leipzig composer Heinrich von Herzogenberg 
(1843–1900), who, like her husband, was a close friend of Johannes Brahms, reported to Brahms on Rust’s 
performance of such Bach arrangements with strong disapproval, even criticizing Brahms for having recommended 
Rust [for the position of cantor at St. Thomas] (letter of March 23, 1881, quoted in Hinrichsen, ‘Bach-
Gesamtausgabe’, p. 263). 
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with the Six Fugues on the Name of Bach, op. 60.7 Few other pianists, however, followed their 
example.8 

Mendelssohn, aware of the limited availability of organs and the scarcity of competent 
organists, was by no means opposed to the idea of performing Bach’s organ music by other 
instrumental means. In September 1832, he wrote to a French pianist, Marie-Cathérine Kiené, 
who shared his enthusiasm for Bach, about a piece that he had recently, as he put it, ‘got to 
know by accident’. The piece was the Orgelbüchlein chorale Ich ruf zu dir (BWV 639). Mendels–
sohn gives instructions on how to play it on the piano (‘the upper voice … must be played in 
octaves’) but recommends that the chorale melody be played on the violin (with piano 
accompaniment).9 This letter gives us an idea of the spirit of the early days of the Bach revival: 
what mattered most was that the music could be played and heard, whereas the means by which 
that goal was realized were less important. The same piece was later (December 1839) published 
by Robert Schumann in a supplement to his music journal, Neue Zeitschrift für Musik.10 

It was probably common to play organ pieces by Bach on the piano directly from the original 
score, without writing down a proper transcription. The problem was, of course, the bass voice 
when intended for the pedal. Having received from Schumann the six Preludes and Fugues, 
BWV 543–48, Clara Wieck wrote back to her then-fiancé asking for advice. She would have 
liked to play the pedal in octaves in the left hand in order to reproduce the 16-foot sound, but 
this would have required playing all the other parts with the right hand, which she doubted was 
possible.11 

As, over the course of the century, Bach’s organ music gradually became known and 
published, the number of piano transcriptions by both greater and lesser masters multiplied. It 
was mainly through these piano versions that Bach’s organ works became known to larger 
audiences (both as concert listeners and as domestic musicians). Still, it was a rather thin 
selection of works that were transcribed: some preludes and fugues and a few chorale preludes. 
A special position was occupied by the six ‘great’ preludes and fugues, BWV 543–48, which 
were first published in their original form in 1812. The Prelude and Fugue in A minor, BWV 
543, in particular became a standard repertoire piece with many pianists, including 
Mendelssohn, Clara Schumann, Liszt, and Brahms. 

Liszt’s piano transcriptions of organ works by Bach 
The case of Liszt, who published transcriptions of all six preludes and fugues as well as the 
Fantasy and Fugue in G minor, BWV 542, is of special interest with regard to the idea of 
fidelity. Liszt was hardly known for approaching other composers’ works with overly pious 
reverence; his favourite approach was that of the free ‘paraphrase’.12 His piano versions of 

																																																								
7 Original title: Sechs Fugen über den namen BACH für Orgel oder Pianoforte mit Pedal, op. 60. Unlike the BACH 
fugues, the two earlier collections, Studien für den Pedalflügel, op. 56, and Skizzen für den Pedalflügel, op. 58, are 
intended exclusively for pedal [grand] piano (or for two players at an ordinary piano).  
8 A notable exception was Charles-Valentin Alkan (1813–88) (also a Bach transcriber), who wrote several works for 
pedal piano. Grand pianos with an independent pedal department are currently made by the firm of Borgato, 
Italy; the ‘Borgato Double’ has inspired several composers to write for pedal piano, among them Ennio Morricone 
(b. 1928) and Jean Guillou (b. 1930) (https://en.wikipedia.org/wiki/Doppio_Borgato, accessed 2 February, 2016). 
9 Quoted in Russell Stinson, The Reception of Bach’s Organ Works from Mendelssohn to Brahms (New York: Oxford 
University Press, 2006), p. 32. 
10 In the years 1839–41, Schumann published in total six Bach organ works as supplements to different issues of 
the Neue Zeitschrift für Musik (Stinson, Reception, p. 79). 
11 Letter of October 11, 1839, quoted in Stinson, Reception, p. 82. 
12 Liszt classified himself his various dealings with other composers’ music into three categories: Paraphrase, 
Transcription, and Reminiscence, and claimed to to be the first to have used them in this context. According to 
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Bach’s organ works (with the exception of BWV 542) are, however, extremely close to the 
original. Changes to the texture are limited to adjustments necessary to make pedaliter sections 
playable on the piano, in addition to some doubling of the bass part to produce 16' pitch. 
Moreover, he adds no indications for dynamics and tempo; the score has a clean, Urtext-like 
appearance, not unlike that of the monumental Bach-Gesellschaft edition, the first volumes of 
which appeared in 1851, only a year before Liszt’s versions of the six preludes and fugues were 
published. 
 

 
Example 1. Bach–Liszt, beginning of Prelude in A minor, BWV 543 (Praeludien und Fugen für die Orgel, 
Pedal und Manual, von Johann Sebastian Bach, für das Pianoforte zu zwei Händen gesetzt von Franz Liszt 
[Leipzig: Peters, n.d.], p. 4). 

Why was Liszt so conservative in making these transcriptions? In his conversations with 
students, much later, he gave a response in theological terms: it would have been ‘a sin’ [‘eine 
Versündigung’] to add anything, be it ever so insignificant, to the score as handed down, even 
more so to attempt to improve it.13 Thus, Liszt shows himself here as opposed to the idea of 
‘improvement’, while wholeheartedly embracing absolute textual fidelity.14 But, as we shall see, 
this is not the whole truth about Liszt’s treatment of Bach originals in the act of transcribing. 
Nor is it to be seen as indicative of a restrained, neutral, ‘historically correct’ performance style. 
Of Liszt’s performance of the Chromatic Fantasy and Fugue, BWV 903, the critic and 
musicologist Adolph Bernhard Marx wrote: ‘He stormed through the Fantasy and Fugue as in a 
Bacchanalian inebriation (the fugue at about double the speed that one is accustomed to – and 
capable of – hearing), doubled the bass of the fugue almost throughout with octaves, and in the 
midst of this storm of notes, he threw in the most unexpected sforzato notes, which, now in 
one voice, now another, stood out like sudden flashes of lightning against the night sky, and 
the more sharply they did so, the less this was motivated by the musical course of events in the 

																																																																																																																																																																													
the Liszt biographer Alan Walker, the term ‘transcription’ in the Lisztian sense is ‘strict, literal, objective; it seeks 
to unfold the original work as accurately as possible’, whereas ‘paraphrase’ stands for ‘a free variation of the 
original’ (Alan Walker, Franz Liszt: The Virtuoso Years, 1811–1847, quoted in Goehr, Imaginary Museum, p. 61). 
13 Stinson, Reception, p. 125. 
14 Reports from Liszt’s teaching indicate, however, that he expected pianists to vary the dynamics of the A minor 
fugue, BWV 543ii (his favourite among the transcribed Bach organ pieces) according to their own taste (Stinson, 
Reception, p. 125). 
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fugue.’15 Marx was no friend of Liszt’s, which must be kept in mind when evaluating this 
statement, but this hardly diminishes its interest as an earwitness account.16 

Later transcribers were less concerned about preserving the character of the original score. 
Max Reger (1873–1916), a diligent transcriber of Bach from keyboard (piano) to organ, and 
vice versa, had quite different ideas on these matters and was highly critical of Liszt’s restraint 
in dealing with Bach, calling it ‘hackwork’. Interestingly, he made this remark in a letter to by 
far the most famous and most prolific Bach editor and transcriber for piano around 1900, 
Ferruccio Busoni.17 

Busoni and Bach 
Busoni expresses his general outlook on Bach interpretation with admirable clarity already in 
the ‘Introduction’ to his edition of the first volume of the Well-Tempered Clavier:18 

To the foundations of the edifice of Music, Johann Sebastian Bach contributed huge blocks, 
firmly and unshakably laid one upon the other. And in this same foundation of our present 
style of composition is to be sought the inception of modern pianoforte-playing. Outsoaring his 
time by generations, his thoughts and feelings reached proportions for whose expression the 
means then at command were inadequate. This alone can explain the fact, that the broader 
arrangement, the ‘modernizing’, of certain of his works (by Liszt, Tausig, and others) does not 
violate the ‘Bach style’ – indeed, rather seems to bring it to full perfection. 

To Busoni, Bach (like Beethoven, but unlike Mozart, Haydn, Chopin and others) is basically a 
contemporary, although without the expressive means – in terms of instrument resources – 
available to composers in the late 19th century.19 ‘Modernizing’, therefore, is not only possible 
and admissible, but actually a requirement for realizing the full potential of Bach’s music. 
Busoni makes it clear that ‘modernizing’ includes making transcriptions; he cites with approval 
Joachim Raff’s (1822–82) version of the Chaconne from the second Partita for violin solo, 
BWV 1004, for full symphony orchestra. 

The principal intention of Busoni’s edition (which includes not only performance 
indications in the score but also numerous written comments on the form and performance of 
every single piece) seems to be pedagogical. He sees the edition as part of a curriculum, where 
piano versions of Bach’s organ works – by himself and others – also play an important part:20 

																																																								
15 Adolph Bernhard Marx, ‘Seb. Bachs chromatische Fantasie’, Allgemeine Musikalische Zeitung 50 (1848): col. 37, 
quoted in Michael Heinemann, ‘Bach: Liszt’, in Bach und die Nachwelt, vol. 2, 1850–1900, p. 129 (my translation). 
16 There need not, however, be any contradiction between Liszt’s manner of performing Bach and his idea of 
fidelity to the composer. Heinemann (ibid.) points to a possible influence on Liszt’s interpretation of BWV 903 by 
Griepenkerl’s preface to his 1819 edition of that work, where Griepenkerl gives performance instructions 
purporting to represent a tradition from the composer, transmitted by his son Wilhelm Friedemann via Forkel to 
Forkel’s pupils.  
17 Letter of May 11, 1895, quoted in Stinson, Reception, p. 114. 
18Ferruccio Busoni, ‘Introduction’, in The Well-Tempered Clavichord by Johann Sebastian Bach: Revised, Annotated and 
Provided with Parallel Examples and Suggestions for the Study of Modern Pianoforte-Technique (New York: G. Schirmer, 
Inc., n.d. [1894?]), p [i]. 
19 The abundant recourse to octave doubling (sometimes even tripling) in transcriptions by Busoni and other 
‘modernizers’, would perhaps suggest that the keyboard instruments of Bach’s time, in particular the organ, did 
possess at least one quality (richness in overtones) that was desired but lacking in the modern piano and therefore 
had to be compensated for, with a resulting dramatic increase in technical difficulty. But this kind of thinking 
would go against the idea of progress so natural to Busoni and his late 19th-century contemporaries, and it is 
therefore not surprising that the idea apparently did not occur to him. 
20 Busoni, ‘Introduction’, p. [ii]. 
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The present work is also intended as a connecting link between the editor’s earlier edition … of 
Bach’s Inventions, forming on the one hand a preparatory school, and his concert-editions of 
Bach’s Organ-fugues in D and Eb, and of the Violin-Chaconne, which will serve, on the other hand, 
as a close to the course herein proposed. 

Following these last, the study of further pianoforte-arrangements of Bach’s organ-works is 
recommended, namely: 

 Liszt, Six Preludes and Fugues 
 —— Fantasia and Fugue, G-minor 
 Tausig, Toccata and Fugue, D-minor 
 d’Albert, Passacaglia 
When these works have been thoroughly learned, both musically and technically, every really 

ambitious student of the piano ought to take up the still unarranged organ-compositions of 
Bach, and try reading them at sight with as great completeness and richness of harmony as is 
possible on the pianoforte (doubling the pedal-part in octaves wherever feasible). 

In the ‘Supplement’ to the same volume, Busoni follows up his outline for a Bach ‘course’ by 
offering detailed instruction for transcribing Bach’s organ works for piano. He begins by stating 
the importance of this kind of activity for the aspiring Bach pianist, in unequivocal terms: 21 

He [the editor, i.e. Busoni] demands that every piano-player should not only know and master 
all such transcriptions [of Bach’s organ works] hitherto published, but should also be able 
independently to transcribe for the pianoforte organ-compositions by Bach. Should he neglect 
to do so, he will only half know Bach. 

The instruction includes both general principles and a multitude of examples, ordered 
according to the different methods applied. We will examine Busoni’s ideas on transcription in 
the light of our three keywords: 

Revival: At the time when Busoni published his Bach editions and transcriptions (from 1894 
to his death in 1924), Bach’s keyboard and organ compositions were no longer in need of 
‘reviving’: the scholarly Bach-Gesellschaft edition was nearly finished (the final volume was 
published in 1900), and many other, more or less ‘practical’, editions had seen the light of day. 
Still, demanding that every pianist aspiring to be a professional should also master not only 
Bach’s piano music (as it was then called) but also his organ works, represents, if not a revival in 
the strict sense, then a reconsideration, a widening of the significance of Bach’s organ works: 
they are no longer the exclusive domain of pianists with a special historical interest, but 
indispensable for every pianist; they have entered the centre of musical life – where the organ is 
no longer to be found – by virtue of being transcribed; they come to enjoy a new life – the 
literal meaning of ‘revival’ – precisely by being separated from their original medium. 

Fidelity: Busoni lived in an age when historical musicology was on the rise, a tendency which 
also affected musical life (from which, of course, musicology should never be separated), and 
which would a few decades later become one of the engines for the early music movement. This 
means that he faced a certain resistance to his editorial principles in general, and his ideas on 
transcription in particular; he was aware of this, and it transpires in his texts now and then that 
he is in a defence position. His defence strategy operates along several lines. One is about 
making it clear that his goal is by no means to improve on Bach, but only to be true to, or 
rather, do justice to, the unique qualities of his organ works. Although he concedes that 
‘[p]rofound thought found corresponding breadth of expression only on the organ [as opposed 
to the clavichord]’, Busoni also argues that ‘Bach’s thought goes, as a grand unifying element, 

																																																								
21 Ferruccio Busoni, ‘First Appendix On the Transcription of Bach’s Organ-works for the Pianoforte’, in Bach-
Busoni, Well-Tempered Clavichord, p. 154. 
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through [original: though] all his works’. According to Busoni, the keyboard works and the 
organ works differ hardly at all in form or character, only in dimension. The compositional 
technique (‘technical manner of writing’) is basically the same. He also points out that several 
works by Bach classified as organ compositions are nevertheless pianistic in character, and vice 
versa (referring to clavier fugues with an ‘organistic’ character). This part of his defence strategy 
thus serves to downplay the difference between organ and piano works; thus the change made 
to a work by transcribing a Bach organ work for the piano would not be so huge and 
consequently compatible with the principle of fidelity. Indeed Busoni concludes: ‘In making 
transcriptions for the pianoforte of Bach’s organ works, there can, therefore, be no question as 
to aesthetic propriety’. 

Improvement: The idea of improvement, of a continuous development towards greater 
perfection, appears in Busoni’s ‘First Appendix’ above all when he speaks about instruments. 
He begins the section on the ‘Use of the Piano-Pedals’ (p. 176) by exhorting the reader not to 
believe in the ‘legendary tradition’ that Bach should be played without [sustain] pedal. In a 
footnote, he ascribes such ideas to [unnamed] people who also hold other dubious beliefs: that 
Bach ought to be played on the spinet, for example, or that the chromatic trumpet is 
unmusical. Almost from the beginning (p. 154), he establishes that the clavichord (the 
harpsichord is never mentioned) has several limitations;22 implicitly, therefore, the modern 
piano is superior (a view that a large majority of musicians in his day would have shared). Then, 
despite his stated reverence for the organ as the ideal medium for Bach’s profound musical 
ideas, he goes on to list the advantages of the piano over the organ: rhythmic precision, marked 
exactness at the entry of a note, greater weight and clarity in passagework, the capacity for a 
nuanced touch, transparency in complex textures, velocity when this is required. (It is 
interesting that some of these qualities – for instance, transparency of individual voices in 
polyphonic textures – have since often been mentioned as advantages of the organ.) To do 
justice to Busoni, however, it must be emphasized that he advises the student to become 
acquainted with the organ, by listening to the work to be transcribed played in its original form 
by ‘some excellent organist’ and also by trying out the sounds of the organ himself. In the 
section on ‘Interpretation’ (p. 181), Busoni recommends a performance style that could be 
described as organ-like: ‘on broad lines, full and firm, and rather hard than too tender’. 

At the core of Busoni’s ideas on Bach transcription is the idea of keeping a delicate balance 
between fidelity as a necessary, indeed self-evident, attitude when approaching Bach, and 
improvement in the sense of adapting Bach’s organ works (which Busoni implicitly seems to 
consider superior to Bach’s clavier compositions) to the instrument that represents the peak of 
artistic development: the modern grand piano. 

Busoni organizes his practical advice for transcribing Bach’s organ works into five sections: 
(1) doublings; (2) registration; (3) additions, omissions, liberties; (4) use of the piano-pedals; (5) 
interpretation (style of playing). 

 [Octave] doubling is by far the most frequent change to the original texture used by Busoni 
(and in many cases the only one). Its main purpose is to provide a counterpart to the organ’s 
use of stops with different pitches. Pedal parts thus tend to be doubled in the lower octave 
(adding the 16' pitch), manual parts in the higher octave (adding the 4' pitch). Busoni’s 
examples clearly show that he wishes to avoid thin textures. Two-part passages are played with 
both parts in both hands, and single-voice textures, such as pedal solos, are rendered even in 
triple octaves (see Example 2, bar 25). The tendency to expand by doubling and tripling is 

																																																								
22 These limitations are not specified, but we can assume that he was thinking primarily of dynamic range and the 
ability to sustain notes. 
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balanced by a desire to keep a consistent legato, and Busoni also warns against excessive 
‘tripling’, since ‘the character [original: charater] of pianistic bravura is then altogether too 
marked’ (p. 162). He also suggests the possibility of playing single-voice manual passages with 
both hands at an interval of two octaves (corresponding to a ‘gapped’ registration of 16' + 4'). 

The second section, headed ‘Registration’ (p. 167), can be seen as a continuation of the 
previous one, ‘Doubling’; or, rather, doubling can be seen as an aspect of the larger topic of 
registration. Here, Busoni emphasizes three ‘fundamental requirements: Organ-effect, 
Observance of the Organ-style and Playability’. As an example of ‘organ effect’, he advises that 
the ‘change in registers – the increase and decrease in fullness – should take place in sharply 
marked gradations, abruptly (“in terrace-form”), without petty dynamic transitions’, since ‘this 
style reproduces one of the most characteristic peculiarities of the organ’ (for an example of 
terraced dynamics, see Ex. 2, bars 18–19). On the other hand, he advocates a way of playing 
fugues that seems similar to the ‘crescendo fugues’ of Reger, among others: ‘gradually to 
cumulate the dynamic effects towards the close’ in order to obtain ‘that continuous 
intensification which is in general – in the editor’s opinion – suited to this species of 
composition’. 

In the third section, ‘Additions, Omissions, Liberties’, Busoni deals with changes to the 
musical texture other than octave doublings. He gives a number of reasons for introducing 
additions, including ‘for cumulative effects, and climaxes’ as well as ‘to enrich the piano-effect’. 
More far-reaching changes (‘Liberties’) are exemplified by references to his own previously 
published transcriptions: of the Prelude and Fugue in E flat major, BWV 552, where the final 
cadence of the prelude is dovetailed with the first notes of the fugue, so that the tonic falls on 
the second note (G) of the first fugue subject; and of the Fugue in D major, where a coda, 
‘faithfully imitated from an episode in the Prelude’, has been added.23 

 

																																																								
23 No such coda is to be found in the transcription as published in 1902 by Breitkopf & Härtel, Leipzig (reprinted 
in 1996 by Dover Publications). Since this publication is later than the 1894 edition of The Well-Tempered 
Clavichord, Busoni must have reworked the originally published transcription, excluding the coda. 
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Example 2. Original and Busoni’s transcription of the Prelude and Fugue in E minor, BWV 533, bars 
13–26, both in the ‘Second Appendix to Volume I’, in Bach–Busoni, Well-Tempered Clavichord, p. 191. 

Transcribing Bach for the organ: Franz Liszt 
In the 1860s and 1870s, Liszt’s friend and collaborator, the organist Alexander Gottschalg, 
published a Repertorium für Orgel, Harmonium oder Pedalflügel in three volumes, comprising both 
original pieces and transcriptions. Liszt himself was involved in the editing, and he also 
contributed a few original pieces (including the Prelude and Fugue on BACH), several organ 
arrangements of his own compositions, and three organ transcriptions of works by Bach.24 

																																																								
24 The title page states ‘unter Revision und mit Beiträgen von Franz Liszt’ [‘revised and with contributions by Franz 
Liszt’], which can be taken to mean that both the selection of pieces and, for example, the registration indications 
reflect Liszt’s views. 
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Example 3. Gottschalg, Repertorium (Leipzig: Schuberth, 1869–75), title page with table of contents. 

The very first piece in the first volume of the Repertorium is Liszt’s organ version of the final 
chorus of Bach’s Cantata no. 21. The arranger’s own title, Einleitung und Fuge aus der Kantate 
‘Ich hatte viel Bekümmernis’ (Introduction and Fugue from the Cantata…), reflects the bipartite 
form of the movement: a Grave followed by an Allegro in fugal form. 
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Example 4 a. J. S. Bach, Cantata no. 21, Ich hatte viel Bekümmernis, BWV 21, final chorus, beginning, in 
Bach-Gesellschaft-Ausgabe, vol. 5.1, Kirchencantaten, Band 3 [BWV 21–30], ed. Wilhelm Rust (Leipzig: 
Breitkopf & Härtel, 1855), p. 48. 
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Example 4 b. J. S. Bach, Cantata no. 21, final chorus, in Liszt’s organ arrangement, Einleitung und Fuge 
aus der Kantate ‘Ich hatte viel Bekümmernis’, beginning (Franz Liszt, Sämtliche Orgelwerke, vol. 7, 
Bearbeitungen, ed. Martin Haselböck [Wien: Universal Edition, 1986], p. 1. © Universal Edition A.G., 
Wien/UE 17889). 

This arrangement is an example of how the idea of ‘improvement’ affects not only performance 
indications but also the musical text; it stands thus in some contradiction to Liszt’s idea of a 
‘transcription’, while not being a full-fledged ‘paraphrase’ (cf. Footnote 12). At first, Liszt keeps 
relatively close to the original (Example 4 a), with some necessary reductions and adjustments 
to the new instrumental medium, such as omitting some quick repeated notes (Example 4 b). 
But already in the first bars we can see that, unlike in his piano versions of BWV 543–48, he 
does not hesitate to add dynamic indications, fermatas, ritardandi, and an abundance of 
articulation marks; moreover, he has the ‘choir’ (middle staff) begin directly on the first beat 
instead of the second. Already here, then, he takes more liberties with the letter of the original 
score than in the piano transcriptions. 

At the end of the piece, Liszt suggests even more radical deviations from the original text. He 
does so by offering three alternative endings to the piece: (1) a repeat of the initial Grave, 
switching the original dominant ending for a cadence in the tonic; (2) the original six 
concluding bars; and (3) an 27-bar extension with free treatment of motivic material from the 
movement, concluding with an emphatic, repeated statement of the first, triadic, part of the 
fugue subject in double pedal, accompanied by a sustained eight-part C major chord in the 
manual (Example 5 b).25 

																																																								
25 In a manuscript copy by Gottschalg, which originally included all three endings, Liszt cancelled the original 
ending (1) and combined the first 21 bars of the free extension with the repeat of the Grave to a new ending (for 
the transition to this repeat, see Example 5 a). This fourth version is given in the main text of Haselböck’s edition 
(Liszt, Sämtliche Orgelwerke, vol. 7), pp. 6–8 (the three alternative endings of the original edition are given as an 
appendix to the same volume, pp. 52–5). 
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Example 5 a. J. S. Bach, Cantata no. 21, final chorus, in Liszt’s organ arrangement, Einleitung und Fuge 
aus der Kantate ‘Ich hatte viel Bekümmernis’, transition to final repeat of introductory bars according to 
Liszt’s manuscript (see Footnote 25), p. 7. © Universal Edition A.G., Wien/UE 17889. 

 

 
Example 5 b. J. S. Bach, Cantata no. 21, final chorus, in Liszt’s organ arrangement, Einleitung und Fuge 
aus der Kantate ‘Ich hatte viel Bekümmernis’, ending, from third alternative version, p. 55. © Universal 
Edition A.G., Wien/UE 17889. 
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Liszt leaves it thus to the performer to decide upon the degree of fidelity to the original text. 
But in taking such pains to offer alternatives, he also indicates that, despite all his reverence for 
Bach, he was not satisfied with the original ending, or at least considered it unsuited to the 
organ (perhaps with some justification).26 

If we look at the second cantata chorus that Liszt set for organ, the introductory movement 
from Cantata no. 38, ‘Aus tiefer Not schrei ich zu dir’ (published as the second piece in the first 
volume of Gottschalg’s Repertorium), a quite different picture emerges. Here we find not only 
total adherence to the original text but also very few performance indications: only a few 
registration indications (but no registration changes during the course of the piece), the 
dynamic indication p, and the tempo indication Andante. Fidelity takes precedence, and we are 
almost back to the faithful piano transcriptions of some ten years earlier.27 Liszt’s more 
respectful treatment of this chorus, as compared with that from BWV 21, may be linked to the 
rather strict stile ecclesiastico of Bach’s chorale setting (Example 6 a and 6 b). 

 
 

	

Example 6 a. J. S. Bach, Cantata no. 38, Aus tiefer Noth schrei ich zu dir, BWV 38, introductory chorus, 
beginning, in Bach-Gesellschaft-Ausgabe, vol. 7, Kirchencantaten, Band 4 [BWV 31–40], ed. Wilhelm Rust 
(Leipzig: Breitkopf & Härtel, 1857), p. 285. 

																																																								
26 In a letter to Gottschalg of January 25, 1866, concerning the publication of the arrangement in another volume 
(referred to as the ‘Töpfer Jubel Album’), Liszt advocates that the original ending be cancelled altogether, since he 
considers it ‘unnecessary to let people know that I allowed myself to append a few concluding bars to [the work of] 
my great Weimar predecessor and master’ (M[artin] H[aselböck], ‘On the present edition’, in Liszt, Sämtliche 
Orgelwerke, vol. 7, ed. Martin Haselböck [Wien: Universal, 1984]). 
27 Michael Heinemann (‘Bach: Liszt’, p. 134) considers the substitution of c1 for the original b0 in the alto in bar 
20 of Liszt’s arrangement, which produces a rather sharp dissonance, to be a conscious change intended to reflect 
the Affekt of the text. Haselböck (Liszt, Sämtliche Orgelwerke, vol. 7, p. 13), however, gives this note according to 
Bach’s original. 
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Example 6 b. J. S. Bach, Cantata no. 38, introductory chorus, in Liszt’s organ arrangement, Andante, 
‘Aus tiefer Noth’, beginning (Liszt, Sämtliche Orgelwerke, vol. 7, p. 13). © Universal Edition A.G., 
Wien/UE 17889. 

A third organ transcription, that of the E-flat major Adagio from the Sonata in C minor for 
violin and obbligato harpsichord, BWV 1017, follows the three-part original so closely that one 
can hardly call it an arrangement.28 The ending is changed, but this was necessary, since the 
original modulated to a G major dominant in preparation for the following movement in C 
minor. On the other hand, Liszt obviously had no ambition to preserve the style of the original 
movement: in the new ending, the polyphonic trio texture gives way to chordal writing, which 
breaks off suddenly on a rather harsh dissonance, followed by a single-voice phrase, and a final 
chord introduced by an unprepared 4–3 progression. It seems therefore that Liszt, though he 
accepted [Gottschalg’s] strict adherence to the original when this was possible, yet, when a 
change had to be made (in this case in order to be able to end the movement as a separate 
piece), saw no reason why he should not choose his own path – in other words, when 
[textual] fidelity was no longer an alternative, ‘improvement’ took its place. 

																																																								
28 In the printed edition (in the second volume of the Repertorium) Gottschalg is named as the arranger. At bar 57, 
the words ‘Schluß von Dr. Franz Liszt’ [‘Ending by Dr. Franz Liszt’] indicate where Liszt’s contribution begins.  
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Example 7. J. S. Bach, Sonata BWV 1017, 2nd movement, final bars of organ transcription with ending 
by Liszt (Liszt, Sämtliche Orgelwerke, vol. 7, p 12). © Universal Edition A.G., Wien/UE 17889. 

Transcribing Bach for the organ: Karg-Elert 
The idea of fidelity to the Bach scores was interpreted in different ways in the second half of 
the 19th century. On the one hand, there was the impressive scholarly project of the Bach-
Gesellschaft edition, that went on from 1851 to 1900, strictly following ‘Urtext’ principles – 
although the term was not in use at that time – in the sense of refraining from additions, such 
as performance indications. On the other hand, a wealth of ‘practical’ editions also appeared, 
in many cases based on the Bach-Gesellschaft edition. 

Transcriptions, of course, were always of the practical kind. The scruples that Liszt had once 
had with respect to Bach’s original scores when transcribing were now forgotten. Both Max 
Reger and his contemporary Sigfrid Karg-Elert transcribed Bach for the organ (Reger also 
transcribed in the other direction, arranging organ works for piano) freely, not only adding 
dynamics, articulations, and indications for tempo and agogics, but also adding to or modifying 
the actual notes, though without crossing the line between transcription and a free 
paraphrase.29 

Why did they do this? Karg-Elert, at least, tells us, in the preface to those Bach transcriptions 
that he himself rated highest: the transcriptions of two keyboard toccatas, in E minor, BWV 
914, and D minor, BWV 913, and the Fantasia and fugue in A minor, BWV 904:30 

																																																								
29 On Karg-Elert’s Bach organ transcriptions, see Sverker Jullander, ‘“As if Created for the Modern Organ”: 
Aspects of Sigfrid Karg-Elert’s Bach Transcriptions for Organ’, Part I, Organ Yearbook 43 (2014): pp. 114–41; Part 
II, Organ Yearbook 44 (2015): pp. 103–19. 
30 Sigfrid Karg-Elert, ‘Vorbemerkung’ in Fantasie und Doppelfuge A moll von Joh. Seb. Bach: Nach dem Klavier-Original 
für Orgel frei bearb. von Sigfrid Karg-Elert (Berlin: Carl Simon, 1911); the editions of Karg-Elert’s transcriptions of 
BWV 904, 913, and 914 have identical prefaces. Translations of this and the following quotations by the present 
author. 
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It was not blind ‘transcription fury’ that made me arrange some of Bach’s clavier pieces for 
organ, but the recognition that the works selected by me appear as if created for the modern 
organ, expressive and capable of rich nuances. These incomparably valuable treasures should 
not remain sealed to the organist. 

The first sentence betrays a kind of defence position, not unlike what we found in Busoni. 
Karg-Elert declares that he is no fanatic who enthusiastically transcribes everything that he gets 
hold of (in fact, Karg-Elert made a very large number of transcriptions, most of them for the 
harmonium). 

Then he comes to the real reason for his transcription effort, which also bears some 
similarity to Busoni’s arguments, although in the other direction: for Karg-Elert (who was a 
fairly successful professional pianist but a rather mediocre organist) it is not the modern piano 
that is the ideal instrument but the ‘modern organ’ (what we would call the late romantic 
German organ).31 He uses the counterfactual argument in a strong formulation: the toccatas 
appear ‘as if created for the modern organ’. Why? Because, he says, only the modern organ can 
express the true character of these pieces. He goes on provide examples of particular pieces and 
passages that require the resources of the ‘modern organ’: 

The slow episodes of the four-movement D minor toccata, the fantastic-rhapsodic Adagio of the 
E minor Toccata, the entire Fantasia and Double Fugue [in A minor], especially the unworldly, 
mystical, chromatic second theme etc. belong – even with Bachian measures – to the most 
singular works of the classical literature. 

But what changes does Karg-Elert actually make to the musical text in these transcriptions? To 
illustrate the nature of the changes and additions, I will take the first movement of the Toccata 
in D minor BWV 913 as an example (with the Bach-Gesellschaft edition [BG] as a point of 
reference). 

As we can see in Table 1, Karg-Elert’s transcription makes frequent use of tempo indications, 
even more so than Reger’s organ version of the same movement. Curiously, both transcribers 
disregard the only tempo indication that exists in the ‘original’. In addition, Karg-Elert gives 
tempo indications of a more general kind in the performance instruction that follows 
immediately after the preface: ‘Tempo in the first half free, improvisatory, brilliant and 
fantastic’ 
 
Bar BG Reger Karg-Elert 
1 — Con moto. Allegro Allegro brillante 
6 — — Vivacissimo e molto brillante! 
7 — — Più tranquillamente 
12:2 — — Allegrissimo 
12:3 — Più mosso — 
15:3 — Più lento e sempre con gran espressione Più lento e sempre con gran espressione 
28:3 Presto — — 
30 — — Grave, ma stringendo 
32:3 — (quasi Adagio) — 

 Table 1. Tempo indications in Toccata D minor, BWV 913, 1st movement 

	

	
																																																								
31 Cf. Hans Fidom’s suggestion of adopting the term ‘modern organ’ for this type of organ, in the present volume, 
p. 35. 
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Registration and dynamics are Karg-Elert’s principal tools for, as he sees it, doing justice to the 
expressive qualities of Bach’s works. Here too, the transcriber gives detailed recommendations 
in written instructions, indicating both the character of the sound (though not always specific 
stop names) and the technical means to be used. An example: 

Man I: soft 8', Man II pointed, silvery 8' 4' 2 2/3' 2' 1 3/5' 1 1/3', Man III 8' 4' flutes. Pedal very 
delicate, suited to Man III. Crescendi and intermediate [dynamic] levels by means of Rollschweller 
with stations ad libitum. 

Every bar bears witness to Karg-Elert’s preoccupation with phrasing and articulation.32 Short slurs, 
serving to highlight motives, figures, or runs, are extremely frequent. Staccato dots are relatively 
common, typically in alternation with (short) slurs, as in the opening pedal solo. Karg-Elert also 
sometimes (though not in the first movement of BWV 913) indicates non-legato articulation in 
words. 

Changes to the original texture take several different forms. Runs are expanded, and in 
broken chords (arpeggi), the notes are always written out as sustained. There are also several 
examples of added notes, sometimes only creating a fuller chordal texture, in other cases 
increasing the harmonic tension by introducing dissonant notes; a special case is the addition 
of a pedal point in the bass in the form of a trillo longo. It even happens that Karg-Elert adds a 
contrapuntal voice in a fugal texture. 

* * * 
If, to conclude, we return to our three keywords – revival, improvement, fidelity – as 
hermeneutic tools (though here in a different order), we find here an interesting combination 
of the three attitudes, and one which, from the perspective of Karg-Elert (and presumably also 
of Reger and many other of his contemporaries) is reasonable and coherent: 

Improvement: Karg-Elert dedicates his transcriptions to ‘all adherents of “modern” Bach 
interpretation’, and in his preface he refers to several ‘masters of Bach playing’, including 
Busoni, Reger, and Straube, but also the violinists Joseph Joachim and Henri Marteau, 
especially with respect to phrasing ‘since there is no objective tradition of phrasing’. In the 
absence of such a tradition, he is free to improve on the original text by adding extensive 
indications for phrasing and articulation (but also by interfering with the musical text itself, as 
we have seen). The main improvement, however, consists in the arrangement as such: the 
transfer from a musical medium with (in Karg-Elert’s view) inadequate expressive resources to 
one resulting from the highest level of artistry and craftsmanship. The ‘modern organ’ is thus 
for Karg-Elert what the modern concert grand piano is for Busoni. 

Fidelity: But these improvements serve, as it were, a higher cause. They actually represent a 
profound fidelity to Bach that is at odds with the mere textual fidelity of, for example, the Bach-
Gesellschaft edition – which was an edition for scholars, not performers. Karg-Elert claims to 
have discovered qualities of the work, which had been hidden because of the inadequate 
keyboard instruments of Bach’s time. What we might call Karg-Elert’s high-level fidelity to 
Bach,33 therefore, not only permits but requires the transcription of these works for their ideal 

																																																								
32 Karg-Elert does not use the term ‘articulation’ but speaks only about Phrasierung. 
33 This expression alludes to the related notion of composers’ ‘high-level’ intentions, introduced into the 
discussion of the performance of early music by Randall Dipert (‘The Composer’s Intentions: An Examination of 
Their Relevance for Performance’, Musical Quarterly 66, no. 2 [1980]: pp. 205–18). Dipert defines high-level 
intentions (as opposed to middle-level and low-level intentions) as ‘the effects that the composer intends to 
produce in the listener’ (p. 207). 
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medium, which has at last come into existence – the modern organ. Here Karg-Elert’s view is 
very similar to Busoni’s, although without Busoni’s pedagogical framework. 

Revival: And when the necessary work with transcription and other changes in order to 
enhance musical expressivity has been done, when the music is no longer ‘sealed’ to the 
organist, the result, according to Karg-Elert’s conviction, will be a revival. The music, draped in 
its new clothes, will be rescued from its slumber to a new life, like the Sleeping Beauty. 
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Rhythmic Considerations in 
Twentieth-Century Recordings 

of Bach’s Organ Music 
Kimberly Marshall 

Rhythm is elasticity of movement. In physical life when the arteries harden and lose their 
suppleness, old age sets in and the decrease of vitality begins, and in music the analogy holds 
good. When the natural rhythmic ebb and flow, the elastic give-and-take of movement is 
resisted, the performance is characterized by a certain lifelessness and affects the listener as 
being spiritless. This elasticity of movement, this rhythm, should be felt in every bar.1 

Few aspects of music are as elusive as the unfolding of sounds through time. Although the 
steady ticks of a metronome often serve as a point of reference for the intended speed at which 
a piece or movement should be performed, most composers and musicians are quick to point 
out that a mechanical adherence to any set tempo will rob the music of its vitality. As Achille 
Rivarde so aptly explains in the citation above, rhythm concerns the flexibility of movement 
around a given pulse rather than the regular succession of beats within a musical work. What is 
perceived as natural and ‘musical’ will reflect the rhythmic ebb and flow of human vital forces 
such as the heartbeat and breathing, neither of which are mechanically precise. Therefore, 
although we have developed sophisticated systems for measuring time, determining absolute 
speeds or defining small increments is not of great use in penetrating the secrets of musical 
rhythm. For those wishing to understand why the sense of timing in one performance is more 
convincing than in others, it is more beneficial to assess small moments of rhythmic flexibility 
within the larger context of the phrases, periods and sections of a musical work. 

In his seminal book on early recordings, Robert Philip argues that it is extremely difficult to 
deduce from written sources precisely what performers actually did in performance and how it 
actually sounded.2 Despite written sources that stress the importance of rhythmic flexibility or 
caution against too much freedom, it is hard to gauge the exact amount of rubato that was 
actually used by most musicians. Even verbal descriptions by performers about their approaches 
to rhythm are sometimes contradicted by their playing as preserved on recordings. By analyzing 
different recorded interpretations of the same works over a fifty-year period, Philip was able to 
demonstrate changing conventions of musical time during the course of the twentieth century. 
His study reveals that ‘very fast maximum tempi were a genuine part of the flexible musical style 
of the early twentieth century’, and he contrasts the ‘volatility’ of early performances to more 
carefully controlled tempi later in the century.3 Of course, musical playing in any era has to 
accommodate small fluctuations of timing to accentuate special melodic or harmonic features, 
but the ways in which this flexibility is practiced vary from one style of playing to another. A 
																																																								
1 Achille Rivarde, The Violin and Its Technique (London: Macmillan, 1921), p. 44. 
2 Robert Philip, Early Recordings and Musical Style: Changing Tastes in Instrumental Performance, 1900–1950 
(Cambridge: Cambridge University Press, 1992), pp. 15–16. 
3 Philip, Early Recordings, p. 36. 
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noticeable difference between the early and later recordings is that modern performers are 
much more reluctant to speed up than to slow down. Because of this tendency, acceleration is 
often perceived in our time as an impetuous rushing or a lack of technical control, whereas in 
earlier times it was a necessary part of the metrical balance achieved in tempo rubato, where time 
was robbed but also given back. 

Philip does not include any organ recordings in his study, two-thirds of which discusses 
vibrato and portamento techniques that are irrelevant to the instrument. But it is interesting to 
assess his conclusions on the rhythmic traditions exhibited by players of the piano and 
orchestral instruments in the light of surviving organ recordings. One of the earliest recordings 
of Bach’s organ music is a performance from 1926 of the Toccata in F major, BWV 540, by the 
Dutch organist, Anthon van der Horst, at Central Hall, Westminster. This opens with a robust 
tempo and clear articulation of the canons in both hands, suggesting the quick speed with which 
‘energetic’ passages were rendered in the recordings studied by Philip. Van der Horst broadens 
in each of the manual canons at the final recapitulation (Aural Example 1, 0:44–48 and 2:13–
19). He also takes extra time at each point where the pedal downbeats volley towards upbeat 
chords, accentuating the change of texture and rhythmic interplay (Aural Example 1, 3:04; 
3:38; and Aural Example 2, 0:51; 1:52). 

Van der Horst’s broadening at key cadences in the F major Toccata does not sound excessive 
to today’s listener. His ‘robbing’ of rhythmic time is similar to that in more recent recordings of 
the work. More surprising to the modern ear is his use of acceleration to intensify in the final C 
major arpeggiated section of the Toccata (Aural Example 2, 3:56–4:02). 

More pronounced accelerandi were employed by musicians playing romantic music in early 
recordings to convey energy and excitement. This constitutes one of the main stylistic 
differences distinguishing musical performances at the beginning of the 20th century from those 
at the century’s end, when musicians were generally more restrained in ‘giving back’ the tempo 
rubato, lest their interpretations sound uncontrolled or rhythmically sloppy. Organists playing 
Bach rarely provide extreme examples of rhythmic flexibility, since baroque music does not 
contain in one movement the rapid emotional changes featured in romantic works. 
Nevertheless, the moderate freedom of Van der Horst’s interpretation takes on new significance 
when compared to that of other organists, such as George Thalben-Ball, who recorded the 
Toccata in 1933 on the Compton organ that had just been built for the BBC Broadcasting 
House at Langham Place, London (Aural Example 3). 

The cleverly contrived crescendi of the opening canons create the impression of an 
intensifying musical texture that is enhanced by the relentless pace of the execution. Thalben-
Ball introduces registration changes throughout the Toccata to delineate the sectional changes, 
but his breakneck pulse, rendering the entire Toccata in only 6:43, rarely offers any flexibility. 
(For comparison, Van der Horst’s earlier recording was over 30 seconds longer.) Thalben-Ball 
broadens very slightly in the cadence before the second canon (1:12-15 on the recording) and a 
bit more for the final three chords. The differences between these two recordings are 
immediately apparent: Van der Horst exhibits less registration change and greater use of 
rhythmic nuance, while Thalben-Ball uses liberal dynamic and colour changes in lieu of 
modifications of tempo. These relative factors are the most interesting aspects of the 
performances from an interpretative point of view. 

The duration of a recorded performance is not a reliable indication with ‘78s because it is 
difficult to know the exact rotational speed at which a ‘78 recording was made or is being 
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played back. A slightly slower or faster turntable can affect the tempo and subsequent pitch.4 For 
the purposes of this interpretative study, relative factors, such as acceleration, broadening and 
agogic accents, are more revealing than the metronome timings that denote the basic pulse of 
the recorded music. 

Similarly, in his study of early recordings, Philip opts to explore the relationship of tempi 
between sections or rhythmic fluidity around a basic pulse. He provides metronome markings 
to help compare the various interpretations he describes, but these are never used as objective 
data to suggest that specific performers played at specific speeds. Rather, he studies rhythmic 
freedom methodically, by dividing fluctuations into three categories: accelerando and rallentando; 
tenuto and agogic accents; and melodic rubato, where a melody is performed freely over an 
accompaniment that may retain a strict pulse. In the early organ recordings examined for this 
article, the amount of accelerando/ritardando is conservative in relation to Philip’s findings for 
recordings of piano or string music during about the same period. (The one exception to this is 
Mignan’s recording of Bach’s D minor Fugue, discussed below.) Perhaps this is because 
Baroque music tends to maintain the same basic mood or Affekt for longer periods than does 
romantic music, thereby affording fewer occasions for the expressive use of tempo fluctuation 
within a movement or passage. 

In his assessment of early recordings of works from the standard repertoire (primarily music 
by Mozart, Beethoven, Chopin, Brahms and Rachmaninoff), Philip noticed a pronounced 
tendency to reflect changing emotions through rhythmic variation. In music where contrasts of 
mood and tension abound, ‘lyrical and reflective passages would be played more slowly and 
energetic passages more quickly’.5 None of the works that he studied in this regard dates from 
before 1750, perhaps because of the comparatively restrained emotional palette of Baroque 
music. But since Bach is by far the most frequently recorded composer on early organ ‘78s, I 
explored several of his pieces that contained sections in different textures to see if they might 
suggest rhythmic flexibility to the organist recording them. 

The ‘romantic’ Bach work par excellence is doubtless the D minor Toccata and Fugue, BWV 
565. A ’78 recording by Van der Horst presents the same rhythmic vitality that characterized his 
performance of Bach’s F major Toccata, with moderate ritardandi to accentuate cadences (Aural 
Example 4). Van der Horst plays the Fugue at a generally moderate tempo (Aural Example 4, 
from 2:51, and Aural Example 5), although he makes arresting use of crescendi and accelerandi at 
several points after the first echo section. (for instance, in Aural Example 5, at 0:02; 0:25; 0:39; 
1:22–1:34). This is the ‘giving back’ of ‘robbed’ time that Philip found in many of the early 
recordings he assessed, a type of rhythmic freedom that is almost completely absent from more 
modern playing. 

A more contrasted performance of the Toccata as regards both registration and rubato is 
heard in a very early version from 1928, performed by Gustave Bret on the organ in Fréjus 
Cathedral, Provence. Especially noticeable is the greater use of agogics in the opening and the 
broadening of pulse during majestic chordal sections, as at the end of the Toccata (Aural 
Example 6, 2:15–2:52) and at cadence points in the Fugue (such as 6:45–6:55; 7:06–7:22). In 
keeping with Philip’s generalizations about tempo rubato in early recordings, there are some 
accelerations in the Fugue (Aural Example 6) that may sound a bit uncontrolled to modern 
ears, during the first pedal entry (3:46, although this might have resulted from the need to 
finish before time ran out for the first disk) and during some of the echo passages (4:21–5:00). 

																																																								
4 Unfortunately, I have not been able to verify the precision of the turntable speed for all of the examples I have 
studied. 
5 Philip, Early Recordings, p. 16. 
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The German organist Fritz Heitmann recorded Bach’s D minor Toccata and Fugue at 
Kaiser-Wilhelm-Gedächtniskirche in the same year as did Bret, in 1928 (Aural Example 7). 
From the incisive opening mordants, Heitmann’s rhythmic playing captivates the listener with 
its assurance and panache. Whereas Bret’s interpretation seems sluggish at times and rushed at 
others, Heitmann maintains a dramatic tension throughout the Toccata. His Fugue is lively, yet 
poised, without the small-scale accelerations heard in Bret’s contemporary recordings. (Both 
organists end the first side of the ’78 in the same place, after the pedal statement of the fugue 
subject.) Heitmann’s playing is shaped in large swaths of sound, as heard in the long build-up 
from the pedal entry at 5:03 to the pedal solo at 6:03. His recording of Bach’s D minor Toccata 
and Fugue does not exhibit the type of rushing that often characterizes performances in the ’78 
medium. 

By contrast, Edouard Mignan’s 1934 version of the piece includes rhythmic flexibility that 
seems erratic at times. In the Toccata he takes large ritardandi to accentuate the majesty of the 
chordal sections, and he often accelerates to display his virtuosity in the figurative passages 
(Aural Example 8). The rhetorical nature of the Toccata benefits from these sudden rhythmic 
changes, which came to be closely associated with the piece. The improvisatory nature of the 
Toccata was reflected through a late-romantic performance tradition that included much 
rhythmic freedom. Even when performed by an orchestra, as in Stokowski’s transcription for 
the Philadelphia Orchestra which opens the 1940 Disney film, Fantasia, the different textures 
of the Toccata are rendered with flexible tempi. 

While rhythmic freedom in the Toccata aligns well with the impulsive nature of its motives, 
fluctuations in the Fugue appear to be uncontrolled when heard by a modern listener. Mignan 
starts the Fugue at an impossibly fast speed that ebbs and flows throughout the piece, slowing 
down for thick textures or important structural points and then accelerating again (Aural 
Example 8, beginning at 3:02). He may have been constrained to this rapid tempo because of 
his decision to record the entire Fugue on one side of the ’78 recording. (The other organists 
recording the piece began the Fugue after the Toccata so that it did not have to fit entirely 
within the time limits of one side of the ’78.) Whatever Mignan’s motivation for quick pulse, 
the rhythmic exuberance of his performance exemplifies for the organ Philip’s conclusion about 
rhythm in early recordings: ‘To put it at its most negative, early twentieth-century rhythm 
sounds somewhat chaotic. But the range of examples in this section, from under-rehearsed 
orchestras to the most famous soloists and string quartets of the period, shows that we have to 
accept the chaos as part of the style of the time.’6 

This spontaneity gives early recordings the feeling of live performances, and indeed they 
were much closer than are modern recordings because of the limitations of recording tape 
before the 1950s, when it became possible to edit. The ’78 format required that works be 
broken down into sides of about 3½ minutes each, and that each side be recorded in one take, 
which put special pressure on recording artists, as described by Rachmaninoff: ‘I get very 
nervous when I am making records, and all whom I have asked say they get nervous too. When 
the test records are made, I know that I can hear them played back at me, and then everything 
is all right. But when the stage is set for the final recording and I realize that this will remain for 
good, I get nervous and my hands get tense.’7 The prospect of a live recording preserved forever 
without the possibility of editing was daunting to even the most assured musicians of the time. 

It is possible that some tempi were accelerated in order to accommodate a work or a larger 
section of it within the ’78 format, so again it can be misleading to attach too much importance 
																																																								
6 Philip, Early Recordings, p. 92. 
7 A. J. and Katherine Swan, ‘Rachmaninoff: Personal Reminiscences, Part I’, Musical Quarterly vol. 30, no. 1 
(1944): p. 11. 
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to absolute speeds. This may explain Mignan’s very fast, yet flexible, pulse for the D minor 
Fugue, which fits on one side of a ‘78. But it does not explain the rapid pace of, for example, A. 
W. Wilson’s recording of Bach’s ‘Christ unser Herr’, BWV 684, on the Harrison & Harrison 
organ at Manchester Cathedral,8 which clocks in at about 3:07, well under the time available 
for one side of a ‘78. It might be tempting to attribute this somewhat frenzied performance to 
the limitations of early recording systems, but more likely Wilson is attempting to create energy 
with the fast tempo. By comparison, Marcel Dupré’s slower ’78 recording (about 3:28) of the 
same Bach chorale, made a year later, in 1927, presents a feeling of orderly flow and innate 
control. 9 

Despite the differences of speed in these near-contemporary recordings of a Bach chorale, 
neither exhibits much rhythmic fluctuation, even at cadences and entrances of the chorale 
tune. This is probably to be expected, since unlike the Bach Toccatas discussed above, there is 
little structural or emotional change throughout the piece. A Bach organ work with contrasting 
sections offers a clearer opportunity for rhythmic freedom. The G minor Fantasy, BWV 542, 
opens with declamatory right-hand figuration over full chords; this texture gives way in two 
places to imitative sections in four parts. In his 1928 recording at Notre-Dame, Vierne took 
little rhythmic liberty to bring out the textural variety (Aural Example 9). Keeping the same 
tempo, he reduced the volume of the organ, without noticeably changing the timbre, for the 
imitative passages (at 0:54 and 2:33). 

A different rhythmic approach was taken by Edouard Commette, who left a number of 
recordings from c1930, performed at the Cathédrale St. Jean in Lyon, where he was the titular 
organist for much of his life. In his recording of Bach’s G minor Fantasia, Commette adopted a 
slower and more flexible pulse both times the short motive is introduced, accentuating the 
imitative texture rhythmically. Like Vierne, he reduces the registration at these points, the first 
of which is heard in Aural Example 10, from 1:02. 

Commette also recorded an organ transcription of the second movement of Bach’s Italian 
Concerto, a movement analyzed by Philip to assess the use of melodic rubato, where the right 
hand may perform the melody out of synchronization with the left hand accompaniment, 
which remains in strict time. This type of rhythmic liberty is heard most frequently in piano 
playing, and the majority of examples included by Philip are performances of 19th-century 
music. He nevertheless finds two recordings of the Italian Concerto’s slow movement, by Violet 
Gordon-Woodhouse, the first harpsichordist to make records, and by Wanda Landowska. 
Philip’s diagram of Gordon-Woodhouse’s interpretation10 shows the many rhythmic 
discrepancies she makes; he contrasts her volatile tempo fluctuations and sudden accelerations 
with Landowska’s subtle and long-term accelerations.11 Landowska’s almost mechanical 
approach to realizing the note values of the score does not reflect her own description of 
rhythmic practice: ‘the thousand and one minute particles of stolen time, of inserted 
breathings, of phrases brought into relief…that I obtain through retards or deliberate 
infinitesimal rushings!’12 There is little evident use of such rubato in her own playing. Her 
description seems more in line with Gordon-Woodhouse’s interpretation of the Andante. The 
opening of the near-contemporary organ recording by Commette resembles Landowska’s in its 
taut sense of pulse and forward motion. But as he settles into the movement, Commette slows 

																																																								
8 A. W. Wilson playing Bach’s ‘Christ unser Herr’ at Manchester Cathedral, 1926; Columbia 9501. 
9 Marcel Dupré playing Bach’s ‘Christ unser Herr’ in London, Queen’s Hall, 1927; HMV E471. 
10 Philip, Early Recordings, p. 60. 
11 Philip, Early Recordings, p. 59. 
12 Denise Restout, ed., Landowska on Music (London: Stein & Day, 1965), 383–4; cited in Philip, Early Recordings, 
p. 59. 
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the tempo, and he employs slight agogic delays before downbeats in the left hand and to add 
expression to the wide intervallic leaps of the melody (Aural Example 11). 

Commette’s restrained rhythmic flexibility in this free aria-style movement foreshadows a 
larger current that would gain strength within organ-playing around mid-century: a literal 
rendering of note values came to be viewed as a virtue, the work of a conscientious musician to 
impart precision and clarity to the performance. Dupré explained the need for this precision: 

People like to say that the organ is devoid of all accent. It is the organist’s task to supply it, a task 
possible only if one’s playing exhibits an absolute clarity. This clarity rests primarily on a quasi-
mathematical regard for note values. Without this strictness, the overlapping of notes – on this 
instrument with its long-drawn-out sounds – results in confusion.13 

Dupré’s strict rules of rhythmic interpretation were codified to become the foundation for a 
characteristically French approach to interpreting Bach’s organ music. This contrasted greatly 
with the more flexible interpretations of Albert Schweitzer, who sought to restore to Bach’s 
music its spiritual significance. Their ideological differences were graphically illustrated in their 
Bach editions, and their interpretative choices were preserved in their recordings.14 

Other organists rose to positions of influence as teachers and recording artists by the middle 
of the 20th century. André Marchal and Helmut Walcha both recorded Bach’s expressive setting 
of the chorale ‘O Mensch bewein’ dein’ Sünde gross’, providing a good litmus test for assessing 
agogic nuances used by organists to create singing lines. Both recordings were made c1950, and 
they demonstrate tasteful phrasing created by slight irregularities in rendering the written note 
values. André Marchal recorded ‘O Mensch bewein’’ at Saint-Eustache in Paris in April, 1948 
(Aural Example 12).15 His tempo is sedate yet steady until the indicated broadening at the end, 
encompassing 5:49 of playing time. (In comparing LPs and digital recordings, absolute speed 
becomes more reliable as an indicator of tempo.) 

Helmut Walcha recorded the complete Bach organ works twice, first in mono (1947–52) 
and then in stereo (1956–71).16 Both of his recordings of ‘O Mensch bewein’’ are faster than 
Marchal’s. Although made about a decade apart, they proceed at almost identical tempi, 
resulting in playing times of 4:31 and 4:34. The earlier recording uses a light quintadena timbre 
for the ornamented chorale, while in the later one, the right-hand solo line is heard on a rich 
Cornet. Walcha’s faster pace creates a more flowing line than Marchal’s, although he does not 
bend the rhythm as much as Marchal. Neither does Walcha take extra time to breathe at phrase 
endings or to increase tension at high points of the melody (Aural Example 13). 

These mid-20th-century performances of Bach’s chorale writing illustrate how small rhythmic 
liberties can shape an ornamented melodic line. Walcha became the leading proponent of a 
neo-baroque playing style that reacted to the excesses of late romanticism by cultivating steady 
tempi and a keen sense of articulation. In a lively Bach piece such as the F major Toccata, 
Walcha lets the music speak for itself, with little rhythmic flexibility beyond a slight broadening 
before the final Neapolitan 6th chord and a large ritardando in the penultimate bar (Aural 
Example 14). His two recordings of the Toccata are remarkably consistent, both clocking in at 
																																																								
13 Bernard Gavoty, ‘Marcel Dupré’, in Les Grands Interprètes (Geneva: Kister, 1955), p. 28. 
14 This is explored more fully in my article, ‘Cycles of Interpretation in Recordings of Bach’s Organ Music’, in The 
Organ in Recorded Sound: An Exploration of Texture and Timbre, ed. Kimberly Marshall (Göteborg: Göteborg Organ 
Art Center, 2012), pp. 45–51. 
15 A digital remastering of the recording was released in 2011 as André Marchal: First Recordings. Paris, 1936 & 1948 
Arbiter Records 135. 
16 Deutsche Grammophon released the mono recordings in February of 2004 as a boxed set of 10 CDs, ASIN: 
B0000U1NH4. The stereo LPs were digitally remastered by Archiv Produktion and released in a collector’s edition 
of 12 CDs in October of 2001, B00004SAAX. 
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9:30. They present the musical score with no romantic indulgences and at a significantly slower 
tempo than did organists recording in the 1920s and 30s (although this may be because of the 
time limitations on ‘78s). 

Walcha’s Bach playing was characterized by precise rhythms, clear timbres, and crisp 
articulations. Not coincidentally, these factors were highly prized in the development of 
modern recording, as described by Philip: 

Recorded performances from the early part of the century give a vivid impression of being 
projected as if to an audience. They have a sense of being ‘put across’, so that the precision and 
clarity of each note is less important than the shape and progress of the music as a whole. They 
are intended to convey what happens in the music, to characterise it. The accurate reproduction 
of the musical text is merely a means to this end. 

In the late twentieth century, the balance has shifted significantly. The accurate and clear 
performance of the musical text has become the first priority, and the characterization of the 
music and its progress is assumed to take care of itself… Detailed clarity and control have 
become the priority in modern performance, in the concert-hall as well as in the studio.17 

Philip’s generalization goes a long way towards explaining the success of Walcha and his 
disciples, with their clean, ‘objective’ approaches to Bach’s music. The neo-baroque playing style 
at the organ corresponded to the changing soundscapes made possible by recordings after 1950. 
Playing in strict time with precise articulations became a hallmark of enlightened Bach 
interpretation during the second half of the 20th century. 

After 1970, there was a tendency for tempi in recordings of Bach’s organ works to become 
faster and for articulations to become more pronounced. This can be heard in recordings made 
by the British-American organist E. Power Biggs. His interpretation of Bach’s F major Toccata, 
BWV 540, recorded in 1972 (Aural Example 15), moves at a slower tempo than those of 
recordings from the 1920s and 1930s, identical to the tempo adopted by Helmut Walcha in the 
1950s and 60s. Biggs’ performance features the control and transparency prized by the neo-
baroque movement and made possible by improved recording methods. His registrations are 
very bright, with 2' stops and mixtures; he also alternates between manuals at several points in 
the Toccata. Yet despite his neo-baroque sparkle, Biggs is not averse to taking rhythmic liberties. 
He slows down dramatically to introduce the first and third trio sections (in d [4:38] and g 
[7:05]). Before the recapitulation of the arpeggiated motive in C (8:08), he adds registration and 
accelerates.18 He broadens to prepare for the final Neapolitan 6th chord (8:54–9:00), and he 
makes a large rallentando to emphasize the closing chords of the piece. Although Biggs chooses 
the same two places as Walcha for broadening at the toccata’s end, he takes more time at each, 
and his forward movement beforehand is reminiscent of the rushing rhythmic spontaneity 
heard in the earliest recordings of the toccata. 

As the 20th century progressed, tempi for both slow and fast Bach movements tended to 
accelerate. Marie-Claire Alain, who recorded Bach’s complete œuvre three times during her long 
career, reflected the influence of the neo-baroque aesthetic. In her second Bach set, from 1978–
80, she delivers a bravura performance of the F major Toccata in 8:05.19 The only significant 
rallentando is in the final three chords, although she broadens slightly before each section of 
pedal downbeat and upbeat manual chords. In her third intégrale, Alain’s interpretation of the 

																																																								
17 Philip, Early Recordings, pp. 230–1. 
18 It is possible that this effect results from an edit, as there is a significant jump in the registration at the point 
where the tempo quickens. 
19 Johann Sebastian Bach: Complete Works for Organ, performed by Marie-Claire Alain (Erato Disques, 1986; music 
recorded 1978–80): CD 2, Track 7. 
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Toccata, recorded in 1994 on the famous Müller organ at St. Bavo, Haarlem, does not change 
noticeably.20 Again, there are slight broadenings to articulate the sectional structure, with a 
major ritardando only at the end. The timing is 8 seconds longer, probably to accommodate the 
larger acoustic. 

Whereas the earliest orchestral recordings tended to exaggerate the slowness of slow passages 
and the speed of fast ones, preserved recordings from the 1920s and 1930s of Bach’s organ 
music do not exhibit great fluctuations between fast and slow tempi within one work, probably 
because this is not warranted by the style of the pieces. There is, however, a tendency to create 
vitality through quick speeds that is not completely explained by the short time limitations 
imposed by recording ‘78s. The surging, rapid tempi employed by Thalben-Ball in Bach’s F 
major Toccata and by Mignan in the D minor Fugue would become rare in the heady years of 
the neo-baroque, with its emphasis on control and clarity. Still, digital recording and editing 
techniques at the end of the 20th century made it possible for organists to maintain clear 
articulations while also accelerating their Bach performances. 

Organists like Ton Koopman push the speed in Bach’s organ music, yet not so much that 
there is not room for rhythmic flexibility. Koopman’s 1983 recording of Bach’s F major Toccata 
on the Rudolf Garrels organ at Grote Kerk Maassluis lasts only 7:30, a tempo almost worthy of 
Thalben-Ball, especially when considering that Koopman is playing in a much larger acoustic 
(Aural Example 16). Despite the fast pace, however, Koopman broadens at several structural 
points throughout the Toccata, and there is usually some acceleration each time he starts the 
arpeggiated ritornello. This may be a conscious attempt to sound spontaneous or to articulate 
structure (or perhaps it results from editing). 

Compared to recordings of Bach’s organ music, those of his orchestral music are similar in 
the accelerating tempi they generally adopt during the second half of the twentieth century, 
sometimes also with more rhythmic nuance than heard in earlier interpretations. The 1990 
recording of Bach’s Third Orchestral Suite by Roy Goodman and the Brandenburg Consort is 
faster and more rhythmically flexible than orchestral performances from c1960.21 One of the 
most extreme examples of a rapid execution of Bach’s orchestral music is heard in Musica 
Antiqua Köln’s exuberant recording of the third movement of Bach’s Brandenburg Concerto 
no. 3, BWV 1048 (Aural Example 17). The fast tempo permits no rhythmic shaping, leaving 
the listener breathless, as if the phrases of music were pushed together into one long exhale. 
Had such a performance been captured on an LP in the 1960s, one might think that the 
turntable was set to turn at too high a speed. This is surely the non plus ultra of accelerated 
tempi in Bach interpretation. 

Such extremely quick tempi are not found in many Bach organ recordings of the late 20th 
century. Adopting breakneck speeds when playing Bach on large instruments in large acoustics 
precludes the clarity that is so highly prized by audiophiles and sound technicians. Most late-
20th-century organists continue in the tradition of sprightly pulses and clear articulations for 
energetic pieces like the F major Toccata. A different approach, perhaps in reaction to the 
mainstream, has been to adopt slower tempi that allow time for agogic accents to emphasize 
downbeats and syncopations. This type of interpretation is heard in Wolfgang Rübsam’s 1995 
recording of Bach’s F major Toccata for Naxos (Aural Example 18). The moderate tempo 
contrasts greatly with the vast majority of contemporary performances, where the virtuosity of 
the Toccata is heightened by a quick pace. Rübsam’s interpretation sounds somewhat pedantic 
to ears accustomed to the advanced neo-baroque. It lacks the bravura normally associated with 

																																																								
20 Bach: Works for Organ, performed by Marie-Claire Alain (Erato Disques/Warner Classics): CD 12, Track 2. 
21 See the discussion of these recorded performances in Marshall, ‘Cycles of Interpretation’, pp. 47–8. 
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this work. His relatively slow speed and exaggerated phrasings seem intended to bring out the 
contrapuntal intricacy of the canons and arpeggios, details that are obscured in some 
performances by the driving rhythmic momentum. 

The proliferation of recordings in the digital era would predictably make it difficult to 
generalize about rhythm in late 20th-century interpretations of Bach’s organ music. For the F 
major Toccata, seven recordings are available for streaming through the Naxos database, and 
over 50 recordings of the piece can be heard immediately on the website 
https://www.spotify.com. Similar results hold for the other major organ works of Bach, 
offering a rich range of organs and interpretations. Interestingly, most of the recorded 
performances of the F major Toccata made within the last 25 years display restraint with 
regards to rhythmic flexibility. Absolute tempi are usually within half a minute of 8:30, and the 
amount of rubato or agogic accents is similarly small in the vast majority of these. The 
fluctuations in Koopman’s recording and the agogics in Rübsam’s are strikingly different from 
the norm. 

The rhythmic consistency of late 20th-century Bach recordings may result from the 
globalization of organ study with influential performer/teachers, creating large followings for 
historically-informed approaches to performing Bach. In tandem with this has been the 
rediscovery and modern emulation of historical instruments that favor these interpretations. It 
is hard to imagine a highly trained organist whose performances of Bach have not been affected 
by the movement to articulate rhythm through touch rather than by fluctuating speeds. The few 
‘outsider’ performances demonstrate rhythmic flexibility as either a romantic reaction to 
baroque performance practice or as a mannered extreme of baroque rhetoric. 

The precision of digital recording and the resulting facility of editing have also contributed 
to the crisp regularity heard in most Bach organ recordings today. To achieve perfect accuracy 
without putting undue stress on the organist, it is possible to record short units of a piece and 
to connect them through editing. A recording created in this way cannot convincingly exhibit 
large-scale rhythmic freedom through ritardandi and accelerandi. From the sound editor’s 
perspective, however, the less rhythmic flexibility there is within and between each recorded 
unit, the better. This recording method produces the opposite environment to the one dreaded 
by Rachmaninoff, where a specific live performance is preserved forever, with no later 
adjustments possible. Perhaps the desire for comfortable accuracy has played a role in 
encouraging rhythmic regularity in late 20th-century recordings of Bach’s organ music. 

By contrast, there is a refreshing spontaneity in ’78 recordings that capture performances ‘in 
one take’. Despite their flaws, these early records were cherished by organ lovers as a way to 
experience great organists and instruments that were far away and otherwise inaccessible in 
their daily lives. Listening to them today gives the impression of entering a lost time, when a 
relatively few renowned organists were able to preserve one unique performance so that 
audiences distant in space and time might experience it. It will be interesting to see if the 
immediacy of sound and video recording in the early 21st century stimulates a return to greater 
rhythmic fluctuation in interpretations of Bach’s organ music. 
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List of Aural Examples 
Aural Examples 1 (stop at 4:08) and 2 

 
Anton van der Horst playing Bach’s F major Toccata 
Central Hall, Westminster, 1926 
Columbia DX36 

Aural Example 3 
George Thalben-Ball playing Bach’s F major Toccata 
Compton organ, BBC Broadcasting House at Langham Place, London, 1933 

HMV pre 1936 Catalogue; Index B8127 
http://www.youtube.com/watch?v=3VkOxnNc7ic 

Aural Example 4 
Anton van der Horst playing Bach’s D minor Toccata and beginning of Fugue, BWV 565 
Central Hall, Westminster, 1926 
CA 8025 

Aural Example 5 
Anton van der Horst playing Bach’s D minor Fugue, BWV 565 
Central Hall, Westminster, 1926 
CA 8025 
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Aural Example 6 

 
Gustave Bret playing Bach’s D minor Toccata and Fugue, BWV 565 
Fréjus Cathedral, 1928 
HMV DB4812 

Aural Example 7 
Fritz Heitmann playing Bach’s D minor Toccata and Fugue, BWV 565 
Berlin, Kaiser-Wilhelm-Gedächtniskirche 1928 
Ultraphone EP108 

Aural Example 8 

 
Edouard Mignan playing Bach’s D minor Toccata, BWV 565 
Paris, St. Nicolas-des-Champs, 1934 
Parlophone E11090 
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Aural Example 9 

 
Louis Vierne playing Bach’s Fantasy in G minor, BWV 542 
Paris, Notre-Dame, 1928 
Odeon 171075; Reissued in 1930 in the UK by Parlophone XXP6T2T and in 1981 in the set 
(5 LPs) Orgues & Organistes Francais en 1930, EMI La Voix de Son Maître, 2C 153–16411/5. 
Mp3 file available for download from the International Historical Organ Recording Collection 
http://www.ihorc.com/ihorc/IHORC-18/IHORC-18_-_Louis_Vierne_-
_The_complete_recordings.rar 

Aural Example 10 

 
Edouard Commette playing Bach’s Fantasy in G minor, BWV 542 
Lyon, Cathédrale St. Jean, c1930 
Columbia 02746 (LX 386/7) 
https://www.youtube.com/watch?v=FxMxyGybXLk 
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Aural Example 11 

 
Edouard Commette playing the Andante from Bach’s Italian Concerto, BWV 971 
Lyon, Cathédrale St. Jean, 1938 
Columbia DFX 233 

Aural Example 12 
André Marchal playing Bach’s ‘O Mensch bewein’ dein’ Sünde gross’, BWV 622 
Paris, St. Eustache, 1948 
https://play.spotify.com/album/64YKipLLpyTCD9FxcHhXLv 

Aural Example 13 
Helmut Walcha playing Bach’s ‘O Mensch bewein’ dein Sünde gross’, BWV 622 
Cappel, Germany, 1950 or 1952 
Bach: Organ Works / The 1947–1952 Recordings (10 CDs), Deutsche Grammophon (February 
2004) ASIN: B0000U1NH4.  
https://play.spotify.com/artist/7B6snlfpfMKPul0nyep8aZ, Disc 9, Track 13 
Walcha’s stereo recording of ‘O Mensch bewein’ can be heard at 
https://play.spotify.com/album/5tTENzT5myltwH4264XP4g, Disc 7, Track 24 

Aural Example 14 
Helmut Walcha playing Bach’s Toccata in F major, BWV 540 
Cappel, Germany, 1950 or 1952 
Bach: Organ Works / The 1947–1952 Recordings (10 CDs), Deutsche Grammophon (February 
2004) ASIN: B0000U1NH4.  
https://play.spotify.com/artist/7B6snlfpfMKPul0nyep8aZ, Disc 2, Track 3 



	

	 152 

 

Aural Example 15 
E. Power Biggs playing Bach’s Toccata in F major, BWV 540 
Freiburg Cathedral, Germany, 1972 
Bach: The Four Great Toccatas and Fugues, Sony/BMG,  
https://play.spotify.com/artist/32R0HxKDGYfnWueXYps3lf, Track 3 

Aural Example 16 
Ton Koopman playing Bach’s Toccata in F major, BWV 540 
Grote Kerk, Maassluis (Rudolf Garrels, 1732), 1983. 
The recording can be heard at https://www.youtube.com/watch?v=skF9PTSywfg 

Aural Example 17 
Musica Antiqua Köln playing Bach’s Brandenburg Concerto no. 3, BWV 1048 
http://www.youtube.com/watch?v=20tau1ngCtY 

Aural Example 18 
Wolfgang Rübsam playing Bach’s Toccata in F major, BWV 540 
Southern Adventist University, Collegedale, Tennessee (Heiller Memorial Organ, John 
Brombaugh, 1986), 1995 
 J. S. Bach: Kirnberger Chorales and Other Works, vol. 2; Naxos, 1995: Track 1. The recording can 
be heard at https://play.spotify.com/album/3GVCmN2A4cInTvyMjagJDO, Track 1 



	

	 153 

Bibliography 
Adams, David. ‘Modern’ Organ Style in Karl Straube’s Reger Editions. Amsterdam: VU University 

Press, 2007. 

Allihn, Max (Johann Gottlob Töpfer). Die Theorie und Praxis des Orgelbaus. Weimar: Voigt, 1888. 

Anderson, Christopher. Max Reger and Karl Straube: Perspectives on an Organ Performing Tradition. 
Burlington: Ashgate, 2003. 

Bach und die Nachwelt, ed. Michael Heinemann and Hans-Joachim Hinrichsen (vols. 1–3); 
Joachim Lüdtke (vol. 4). Laaber: Laaber-Verlag, 1997–2005. 

Binder, Hermann. Orgeln in Siebenbürgen. Kludenbach: Gehann-Musik-Verlag, 2000. 

Bossert, Christoph. Die verlorene Spur, audio book. Baden-Baden: SWR Organum 
Musikproduktion, 2001. 

———‘Der Klangstil des Orgelbauers Johann Adam Ehrlich im Kontext des spätbarocken 
Orgelbaus in Süd- und Mitteldeutschland’. Jahrbuch Musik in Baden-Württemberg 10 (2003): 
pp. 249–62. 

———‘Die Singularität des süddeutschen Klangprinzips innerhalb der europäischen Klangstile 
nach 1670 als Wurzel der romantischen Orgel’. Acta Organologica 32 (2011): pp. 35–50. 

Braasch, Jonas. Orgelregister mit Durchschlagzungen: Geschichte, Konstruktion und akustische 
Eigenschaften. Berlin: Logos Verlag, 2004. 

Buitenen, Bart van. ‘Das Orchestrion des Abt Vogler und dessen Erbauer Johannes Pieter 
Künckel’. In Georg Joseph Vogler: Umbrüche im Orgelbau, Band II, Bericht über die Tagung der 
Internationalen Arbeitsgemeinschaft für Orgeldokumentation (IAOD) in Stockholm (Mai/Juni 2003), 
ed. Uwe Pape. Berlin: Pape Verlag, 2007. 

Busch, Hermann J. ‘Friedrich Ladegast – Meister der alten Schule’. Ars Organi 53 (2005): pp. 
144–53. 

Busch, Hermann J., and Martin Herchenröder. ‘France’. In Twentieth Century Organ Music, ed. 
Christopher S. Anderson, pp. 140–70. New York: Routledge 2012. 

Busoni, Ferruccio. The Well-Tempered Clavichord by Johann Sebastian Bach: Revised, Annotated and 
Provided with Parallel Examples and Suggestions for the Study of Modern Pianoforte-Technique. New 
York: G. Schirmer, Inc., n.d. [1894?]. 

Cavaillé-Coll, Cécile and Emmanuel. Aristide Cavaillé-Coll: Ses origines, sa vie, ses œuvres. Paris: 
Fischbacher, 1929. 

Curtis, Gordon D. W. A Provincial Organ Builder in Victorian England. Farnham: Ashgate, 2011. 

Decrette, Didier. ‘Le grand-orgue historique de la Chapelle Royale de Dreux’. La Flûte 
Harmonique [special issue] no. 27/28 (1984). 

Dienel, Otto. Die moderne Orgel: Ihre Einrichtung, ihre Bedeutung für die Kirche und ihre Stellung zu 
Sebastian Bach’s Orgelmusik. Berlin: Verlag des Bibl. Bureaus, 1891. 

Dipert, Randall. ‘The Composer’s Intentions: An Examination of Their Relevance for 
Performance’. Musical Quarterly 66, no. 2 (1980): pp. 205–18. 

Douglass, Fenner. Cavaillé-Coll and the Musicians: A Documented Account of his First Thirty Years in 
Organ Building. Raleigh: Sunbury Press, 1980. 



	

	 154 

Eggebrecht, Hans Heinrich. ed. Orgelwissenschaft und Orgelpraxis: Festschrift zum 
zweihundertjährigen Bestehen des Hauses Walcker. Murrhardt-Hausen: Musikwissenschaftliche 
Verlagsgesellschaft, 1980. 

Erikson, Külli, ‘Walcker-Orgeln in Estland mit zugehörigem Orgel-Katalog und Abbildungen’. 
Master’s thesis, Internationaler Masterstudiengang OrganExpert. Staatliche Hochschule für 
Musik, Trossingen, 2010. 

Eschbach, Jesse. A Compendium of Known Stoplists by Aristide Cavaillé-Coll 1838–1898. Vol. 1 of 
Aristide Cavaillé-Coll: Aspects of his Life and Work. Paderborn: Peter Ewers, 2003. 

Fabian, Ernst. ‘Meine Ansichten über die künstliche Aliquottöne’. Die Orgel- und Pianobau-
Zeitung 4 (1882): pp. 413–14. 

Falkenberg, Hans-Joachim. Der Orgelbauer Wilhelm Sauer 1831–1916: Leben und Werk. 
Lauffen/Neckar: Orgelbaufachverlag Rensch, 1990. 

Fauquet, Joël-Marie. César Franck. Paris: Fayard, 1999. 

Fellot, Jean. ‘Cavaillé-Coll et l’école d’orgue française’ In Orgues Historiques (booklet 
accompanying the recording of the Cavaillé-Coll organ in Saint-François-de-Sales, Lyon), vol. 
11, pp. 13–30. n.pl., 1965. 

Fidom, Hans. Diversity in Unity: Discussions on Organ Building in Germany between 1880 and 1918. 
Diss. Dieren: KNOV, 2002. 

———‘Het kleine reuzenorgel van Nederland: Een mijlpaal in de Europese orgelgeschiedenis’. In 
Orgelreform in Nederland: Het orgel van de Grote of Martinikerk te Doesburg, ed. Willem Jan 
Cevaal, pp. 15–112. Zutphen: Walburg Pers, Rijksdienst voor de Monumentenzorg, 2003. 

Fischer, Hermann. Die Orgelbauerfamilie Steinmeyer. Berlin: Pape Verlag, 2011. 

Fischer, Hermann, and Theodor Wohnhaas. ‘Eberhard Friedrich Walcker (1794–1872)’. In 
Orgelwissenschaft und Orgelpraxis: Festschrift zum zweihundertjährigen Bestehen des Hauses Walcker, 
ed. Hans Heinrich Eggebrecht, pp. 160–97. Murrhardt-Hausen: Musikwissenschaftliche 
Verlagsgesellschaft, 1980. 

Fischer, Urs. Der deutsche Orgelbau in der zweiten Hälfte des 19. Jahrhunderts. 
Michaelstein/Blankenburg: Institut für Aufführungspraxis, 1993. 

Frandsen, Mary E. ‘Gottfried Fritzsche (Frietzsche) at the Dresden Court, 1628–29’. The Organ 
Yearbook 41 (2012): pp. 91–114. 

Gavoty, Bernard. Les Grands Interprètes. Geneva: Kister, 1955. 

Giesen, Matthias. ‘Arnold Schönberg und die Orgel’. Das Orgelforum 7 (June 2005): pp. 12–35; 
and 8 (February 2006): pp. 6–19. 

Goehr, Lydia. The Imaginary Museum of Musical Works: An Essay in the Philosophy of Music. 
Oxford: Clarendon Press, 1992, rev. ed. 2007. 

Gurlitt, Willibald. ‘Die Frankfurter Paulskirchen-Orgel von 1827’. Frankfurter Zeitung, Stadt-Blatt 
no. 5 (7 January 1940). Also published in Zeitschrift für Instrumentenbau 60 (1940): pp. 89ff. 

Hambraeus, Bengt. Aspects of 20th Century Performance Practice: Memories and Reflections. Stockholm: 
Royal Swedish Academy of Music, 1997. 

Harlow, Randall. ‘Recent Organ Design Innovations and the 21st-century “Hyperorgan”’. 
http://www.huygens-fokker.org/microtonality/literature.html. May 2011 (accessed 
December 30, 2015). 

Haselböck, Martin, ed. Franz Liszt, Sämtliche Orgelwerke, vol. 7. Wien: Universal, 1984. 



	

	 155 

Heinemann, Michael. ‘Bach: Liszt’. In Bach und die Nachwelt, vol. 2, 1850–1900, ed. Michael 
Heinemann and Hans-Joachim Hinrichsen, pp. 127–62. Laaber: Laaber Verlag, 1999. 

Herchenröder, Martin. Struktur und Assoziation: György Ligetis Orgelwerke. Schönau an der Triesting: 
Edition Lade 1999. 

———‘From Darmstadt to Stockholm: Tracing the Swedish contribution to the development of a 
new organ style’. In The Organ as a Mirror of Its Time, ed. Kerala J. Snyder, pp. 303–21. New 
York: Oxford University Press, 2002. 

Hinrichsen, Hans-Joachim. ‘Die Bach-Gesamtausgabe und die Kontroversen um die 
Aufführungspraxis der Vokalwerke’. In Bach und die Nachwelt, vol. 2, 1850–1900, ed. 
Michael Heinemann and Hans-Joachim Hinrichsen, pp. 236–44. Laaber: Laaber-Verlag, 
1999. 

Huybens, Gilbert. Aristide Cavaillé-Coll: Opus List. Lauffen/Neckar: Orgelbaufachverlag Rensch, 
1985. 

Jacob, Werner. ‘Der Beitrag von Bengt Hambraeus zur Entwicklung der neuen Orgelmusik’. In 
Orgel im Gottesdienst heute (= Drittes Colloquium der Walcker-Stiftung 1974), ed. Hans H. 
Eggebrecht. Stuttgart: Musikwissenschaftliche Verlagsgesellschaft, 1975, pp. 97–106. 

Jullander, Sverker. ‘“As if Created for the Modern Organ”: Aspects of Sigfrid Karg-Elert’s Bach 
Transcriptions for Organ’, Part I, The Organ Yearbook 43 (2014): pp. 114–41; Part II, The 
Organ Yearbook 44 (2015): pp. 103–19. 

Jutten, Odile. L’Enseignement de l'improvisation à la classe d'orgue du conservatoire de Paris 1819–
1986 d’après la thématique de concours et d’examens. Villeneuve d’Ascq: Presses Universitaires 
du Septentrion, 1999. 

Karg-Elert, Sigfrid. ‘Vorbemerkung’. In Fantasie und Doppelfuge A moll von Joh. Seb. Bach: Nach 
dem Klavier-Original für Orgel frei bearb. von Sigfrid Karg-Elert. Berlin: Carl Simon, 1911. 

Klaiber, Karl Friedrich. ‘Orgelbauer Walcker von Ludwigsburg’. Daheim 5 (1869): p. 415. 

Kleemann, Gotthilf. Die Orgelmacher und ihr Schaffen im ehemaligen Herzogtum Württemberg unter 
Hervorhebung des Lebensgangs und der Arbeit des Orgelmachers Johann Eberhard Walcker (1756–
1843). Stuttgart: Musikwissenschaftliche Verlags-Gesellschaft, 1969. 

Klein, Gregor. Textbook Documentation of 28 Cavaillé-Coll Organs on 7 LPs (with an introduction by 
Kurt Lueders). Düsseldorf: Motette Ursina M 10760, 1987; reprint, 2002. 

Klotz, Hans. Das Buch von der Orgel. Kassel: Bärenreiter, 6th ed., 1960. 

Knecht, Justin Heinrich. Vollständige Orgelschule für Anfänger und Geübtere, vol. I. Leipzig, 1795. 
Facsimile reprint, ed. Michael Ladenburger. Wiesbaden: Breitkopf & Härtel, 1989. 

Kolodziej, Benjamin A. ‘Twentieth-Century Organ Music in the Christian Liturgy’. In Twentieth 
Century Organ Music, ed. Christopher S. Anderson, pp. 308–37. New York: Routledge, 2012. 

Kopf, Robert. ‘Der Orgelbauer Johann Adam Ehrlich’. Unpublished thesis (Diplomarbeit). 
Staatliche Hochschule für Musik, Trossingen, 2006. 

Koschel, Alexander. Im Wandel der Zeiten: Die Ladegasts und ihre Orgeln. Friedrichshafen: Fagott, 
2004). 

Kothe, Bernhard (Johann Julius Seidel). Die Orgel und ihr Bau: Ein systemisches Handbuch für 
Organisten, Orgelrevisoren und Kirchenvorstände. Leipzig: Leuckart, 1887. 

Kümmerle, Salomon. Encyclopädie der evangelischen Kirchenmusik, vols. 1–4. Gütersloh: 
Bertelsmann, 1888–95. 

Kuntze, Carl (Johann Julius Seidel). Die Orgel und ihr Bau. Leipzig: Leuckart, 1875. 



	

	 156 

Lafargue, Yves. ‘Le Positif jaloux du Récit: étude sur l’application de la boîte expressive au 
clavier du Positif: Pour une approche de l’orgue symphonique français’. L’Orgue, no. 250 
(1999). 

Lehr, Karl. Die moderne Orgel in wissenschaftlicher Beleuchtung. Leipzig: Voigt, 1912. 

Lewinski, Wolf-Eberhard von. ‘Die Orgel als Elefant oder Königin’. Christ und Welt, no. 22 (1962): 
p. 20. 

Ligeti, György. ‘Pierre Boulez – Entscheidung und Automatik in der Structure Ia’. Die Reihe 4 
(1958): pp. 38–63. 

———‘Die Orgel sprengt die Tradition’. Melos 33, no. 10 (1966): pp. 311–13. 

———‘Was erwartet der Komponist der Gegenwart von der Orgel?’ In Orgel und Orgelmusik heute. 
Versuch einer Analyse. (= Bericht über das erste Colloquium der Walcker-Stiftung für 
orgelwissenschaftliche Forschung 1968), ed. Hans H. Eggebrecht, pp.168–83 (200). Stuttgart: 
Musikwissenschaftliche Verlags-Gesellschaft, 1968. 

———‘Auswirkungen der elektronischen Musik auf mein kompositorisches Schaffen’. In 
Experimentelle Musik, ed. Fritz Winckel, pp. 73–80. Berlin: Mann, 1970. 

Marshall, Kimberly. ‘Cycles of Interpretation in Recordings of Bach’s Organ Music’. In The 
Organ in Recorded Sound: An Exploration of Texture and Timbre, ed. Kimberly Marshall, pp. 45–
51. Göteborg: Göteborg Organ Art Center, 2012. 

———‘György Ligeti (1923–2006)’. In Twentieth Century Organ Music, ed. Christopher S. 
Anderson, pp. 262–85. New York: Routledge, 2012. 

Merlin, Yannick. ‘Orgues et organistes parisiens en Alsace (1860–1908)’. L’Orgue, no. 265 
(2003). 

Metzler, Wolfgang. Romantischer Orgelbau in Deutschland. Ludwigsburg: Walcker, 1965. 

Meyer-Siat, Pie. ‘L’Orgue Cavaillé-Coll de Mulhouse’. Archives de l'Eglise d'Alsace 47, Tome 8 de 
la 3ème série (1988): pp. 144–5. 

Moosmann, Ferdinand, and Rudi Schäfer. Eberhard Friedrich Walcker (1794–1872). 
Kleinblittersdorf: Musikwissenschaftliche Verlagsgesellschaft, 1994. 

Morath, Christoph Reinhold, and Hans Reil. ‘Die Wiegleb-Orgel: Konzept und 
Rekonstruktion’. In Festschrift zur Einweihung der rekonstruierten Orgel von Johann Christoph 
Wiegleb, ed. Egert Pöhlmann, pp. 29–65. Ansbach, 2007. 

Muess, Claude-Rémy. ‘Les orgues et les organistes des églises réformées de Saint-Louis et de 
l’Oratoire du Louvre à Paris 1791–1880’. Bulletin de la Société de l’histoire du protestantisme 
français 127 (1981): pp. 125–77. 

Mutin, Charles. ‘L’Orgue’. In Encyclopédie de la Musique et Dictionnaire du Conservatoire, pp. 
1191–2. Paris: Delagrave, 1925. 

Near, John R. Widor: A Life beyond the Toccata. Rochester, NY: University of Rochester Press, 
2011. 

Newte, J. The Lawfulness and Use of Organs: A Sermon. London, n. p., 1696. 

Oakeshott, Michael. Experience and Its Modes. Cambridge: Cambridge University Press, 1933. 

Peeters, Paul. ‘Die ehemalige Orgel der Nikolaikirche in Utrecht: Restaurieren oder kopieren?’. 
Acta organologica 22 (1991): pp. 391–408. 

———‘Aristide Cavaillé-Coll und Eberhard Friedrich Walcker: Antipoden mit verschiedenen 
Wegen zu einer expressiveren Orgel’. In Deutsche und Französische Orgelkunst und 
Orgelbaukunst – Divergenzen und Konvergenzen: Bericht über das dreizehnte Colloquium 



	

	 157 

der Walcker-Stiftung für orgelwissenschaftliche Forschung vom 3. bis 4. September 2009 
in Amsterdam. ed. Hermann J. Busch and Roland Eberlein. Walcker-Stiftung, 2011. 
http://walcker-stiftung.org/Downloads/Colloquium_2009.pdf. 

Philip, Robert. Early Recordings and Musical Style: Changing Tastes in Instrumental Performance, 
1900–1950. Cambridge: Cambridge University Press, 1992. 

Reichling, Alfred. ‘Zur Frage des “konfessionellen Orgelbaus” im 19. und 20. Jahrhundert’. In 
Die Orgel im Dienst der Kirche: Gespräch aus ökumenischer Sicht. Bericht über das sechste 
Colloquium der Walcker-Stiftung in Verbindung mit dem Pontificio Istituto di Musica Sacra 8.–14. 
Oktober 1984 in Rom, ed. Hans Heinrich Eggebrecht, pp. 271–2. Murrhardt-Hausen: 
Musikwissenschaftliche Verlags-Gesellschaft, 1985. 

Richter, Ernst Friedrich. Katechismus der Orgel. Leipzig: Weber, 1868. 4th ed., ed. Hans Menzel, 
1896. 

Riemann, Hugo. Katechismus der Orgel (Orgellehre). Leipzig: Max Hesse, 1888. 

Rivarde, Achille. The Violin and Its Technique. London: Macmillan, 1921. 

Rößler, Ernst Karl. Klangfunktion und Registrierung. Kassel: Bärenreiter, 1952. 

Roth, Daniel, and Günter Lade. Die Cavaillé-Coll-Mutin-Orgel der Basilika Sacré-Cœur in Paris. 
Langen bei Bregenz: G. Lade, 1992. 

Rupp, Emile. Die Entwicklungsgeschichte der Orgelbaukunst. Einsiedeln: Benziger & Co, 1929. 

[Sauer, Leopold.] ‘Ueber das Crescendo in des Abt Voglers Orchestrion’. Allgemeine musikalische 
Zeitung 26 (1824): pp. 370–5. 

Schlimbach, Georg Christian Friedrich. ‘Vorschläge zur Verbesserung der Orgel’, Berlinische 
Musikalische Zeitung 2 (1806): pp. 161–3. 

Schmid, Ernst Fritz, and Franz Bösken. Die Orgeln von Amorbach. Mainz: Schott, 1963. 

Schubart, Christian Friedrich Daniel. Ideen zu einer Ästhetik der Tonkunst, ed. Ludwig Schubart. 
Wien: J. V. Degen, 1806. 

Segurado, João. Never Heard Before: A Musical Exploration of Organ Voicing. Gothenburg: Art 
Monitor, University of Gothenburg, 2015; https://gupea.ub.gu.se/handle/2077/38181. 

Seidel, Johann Julius. Die Orgel und ihr Bau: Ein systematisches Handbuch für Cantoren, Organisten, 
Schullehrer, Musikstudirende, etc., sowie für Geistliche, Kirchen vorsteher und alle Freunde der Orgel 
uknd des Orgelspiels. Breslau: Leuckart, 1843. 

Shuster-Fournier, Carolyn. ‘Les orgues de salon d’Aristide Cavaillé-Coll’. L’Orgue, Cahiers et 
Mémoires, no. 57–58 (1997). 

Stinson, Russell. The Reception of Bach’s Organ Works from Mendelssohn to Brahms. New York: 
Oxford University Press, 2006. 

Straube, Karl. Alte Meister des Orgelspiels. Leipzig: Peters, 1904. 

Swan, A. J. and Katherine. ‘Rachmaninoff: Personal Reminiscences, Part I’. Musical Quarterly 
30, no. 1 (1944): pp. 1–19. 

Töpfer, Johann Gottlob. Die Orgelbau-Kunst nach einer neuen Theorie dargestellt und auf 
mathematische und physikalische Grundsätze gestützt. Weimar: Hoffmann, 1833. 

Varèse, Edgard, and Chou Wen-Chung. ‘The liberation of sound’. Perspectives of New Music 5/1 
(1966): pp. 11–19. 

Volz, Rosemarie. ‘Johann Adam Ehrlich (1703–1784) und Sohn Johann Anton Ehrlich (1742–
1824) – zwei kunsterfahrene Orgel- und Instrumentenmacher’. Württembergisch Franken: 
Jahrbuch des historischen Vereins für Württembergisch Franken 79 (1995): pp. 181–222. 



	

	 158 

Walter, Joachim. ‘Die Schulze-Orgel der Marienkirche zu Lübeck’. Unpublished thesis 
(Diplomarbeit). Musikhochschule Lübeck, 1990. 

Williams, Peter. The European Organ 1450–1850. London: Batsford, 1966. 3rd ed., 1978. 

———The Organ in Western Culture, 750–1250. Cambridge: Cambridge University Press, 1993. 

———The Organ Music of J. S. Bach, 2nd ed. Cambridge: Cambridge University Press, 2003 [1st ed. 
1980]. 

Wollny, Peter. ‘Abschriften und Autographe, Sammler und Kopisten’. In Bach und die Nachwelt, 
vol. 1, 1750–1850, ed. Michael Heinemann and Hans-Joachim Hinrichsen, pp. 27–62. 
Laaber: Laaber-Verlag, 1997. 

Zachariassen, Sybrand. ‘Modernt orgelbygge’. Göteborgs-Posten, April 27, 1937. 

 



	

	 159 

Contributors  
 

Benny Andersson was born in Stockholm. His musical background came from his father and 
grandfather; both enjoyed playing the accordion. At the age of six Benny got an accordion of 
his own. His father Gösta and his grandfather Efraim taught him Swedish folk music. At the 
age of ten he took one or two piano lessons but found it rather boring. He left school at the age 
of fifteen and began to perform at youth clubs. From 1964 to 1968, Benny was the keyboard 
player of the popular Swedish rock’n’roll group Hep Stars, for which he composed a number of 
songs, including the number one hit ‘Sunny Girl’. In 1972, Benny Andersson formed, together 
with Anni-Frid Lyngstad, Björn Ulvaeus and Agnetha Fältskog, the group ABBA, which would 
go on to sell an estimated 400 million records until 1982. Together with Björn Ulvaeus, Benny 
has created the musicals Chess (1984), Kristina från Duvemåla (1995), and Mamma Mia (2001). 
Andersson believes folk music to be an essential heritage of any nation, which must be kept 
alive and continuously developed, and to that end he has collaborated since 1987 with the 
Swedish folk music group Orsa Spelmän, with whom he has recorded five CDs. Since the late 
nineties he mostly plays with his band, Benny Anderssons Orkester (Benny Andersson’s 
Orchestra) with Helen Sjöholm and Tommy Körberg on vocals. In 2002, Benny Andersson was 
awarded the title of Professor by the Swedish Government, and in 2007 he was elected a 
member of the Royal Swedish Academy of Music. He has received honorary doctorates from 
the Faculty of Arts at Stockholm University (2008) and the Faculty of Humanities and Social 
Sciences at Luleå University of Technology (2012). 
 
Christoph Bossert, organist, composer, researcher and pedagogue, studied in Stuttgart with 
Werner Jacob, Kenneth Gilbert, Ulrich Süße and Helmut Lachemann, and in Fribourg, 
Switzerland, with Luigi Fernando Tagliavini. He has held teaching positions at the 
Musikhochschule Stuttgart (1986–91), the School of Church Music at Esslingen (1987–92), the 
Musikhochschule Trossingen (1991–2009) and the Hochschule für Musik Würzburg (since 
2004). He was appointed Professor of Organ in 1991 and Director of Church Music in 1997, 
and holds an honorary doctorate at the Academia Artis Musicae Napocensis in Cluj, Romania. He 
directed the first International Week for New Organ Music at Trossingen, which in 1998 gave 
rise to the John Cage Organ Art Project in Halberstadt. In 2000, he initiated, under the 
auspices of the Vatican, the conference The Organ as European Cultural Heritage, which he 
chaired. In 1999–2004 and 2006–11, he organized two concert series with the complete organ 
works of Max Reger performed by students of European music academies.  Since 2008, he has 
presented his Bach research, in collaboration with Professor Michael Kapsner, Weimar, at the 
International Bach Seminar Arnstadt, and since 2011 he is the founding leader of the 
International Society for Musico-Theological Bach Research. Dr Bossert has been responsible 
for the new conception of the international organ competition within the Nuremberg 
International Organ Week (ION), and in 2011 and 2013 he was the chair of the jury of this 
competition. In 2016 he opened and led the Rehweiler International Music Academy on his 
private property. The winner of numerous international prizes, he is active all over the world as 
a recitalist and teacher of master classes. 
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Kevin Bowyer studied with Christopher Bowers-Broadbent, David Sanger, Virginia Black and 
Paul Steinitz. In his early career he won first prizes in five international organ competitions and 
his 1987 world premiere of Kaikhosru Sorabji’s two hour solo Symphony for Organ, considered 
‘impossible’ ever since its publication in 1925, helped to cement his reputation as a player of 
contemporary music and music of extreme technical complexity. In June 2010 he premiered 
Sorabji’s Second Symphony for Organ (1929–32) in Glasgow and Amsterdam – at nearly 9 hours 
duration, the longest notated organ work of all. He has played solo and concerto concerts in 
most of the major venues and festivals. Tours abroad have taken him throughout Europe, 
North America, Australia and Japan. He has released a great number of solo CDs, many of 
which have won awards. These include many landmark recordings of contemporary music as 
well as the complete organ music of J S Bach (on 29 CDs) and music by Alkan, Brahms, 
Schumann, Reubke, Hindemith, Schoenberg, Messiaen, Alain, etc. He teaches at St. Giles 
Organ School, and has lectured and given master classes in many countries. He is Organist to 
the University of Glasgow. The Sorabji Organ Works Project, supported by Glasgow University 
Trust, resulted in a critical edition of all three of the Sorabji organ symphonies, completed in 
October 2013, as well as live performances of all three works. Among his writings can be 
mentioned the article ‘Twentieth Century European Organ Music – A Toast’ (2000). 
 
Hans Davidsson studied church music and organ at the School of Music, University of 
Gothenburg, from 1978, and received his diploma as an organ soloist in 1984, studying with 
Rune Wåhlberg. He also studied organ and early music in Amsterdam with Ton Koopman and 
Jacques van Oortmerssen. In 1991 he became the first PhD within the artistic branch of 
musicology at the University of Gothenburg, with a three-volume dissertation (text, music 
edition and double CD) on the organ works of Matthias Weckman. From 1986 to 2001, Hans 
Davidsson taught the organ at the School of Music at the University of Gothenburg (professor 
from 1988), and he was the Artistic Director of the Göteborg International Organ Academy 
(GIOA) from the start in 1994 to 2009. He is the founder of the Göteborg Organ Art Center 
(GOArt) at the University of Gothenburg, begun in 1994. From 2001 to 2012 he served as 
Professor of Organ at the Eastman School of Music, University of Rochester, and project 
director of the Eastman-Rochester Organ Initiative (EROI). In 2007, he was appointed 
Professor of Organ at the Hochschule für Künste in Bremen, Germany, where he is also the 
director of the Arp-Schnitger-Institut für Orgel und Orgelbau. In 2011, he was appointed 
Professor of Organ at the Royal Danish Academy of Music in Copenhagen, where he started 
his work in the autumn of 2012. He performs and teaches at major festivals and academies 
throughout the world. He has made many recordings, including the complete works of 
Dieterich Buxtehude at the North German Baroque organ in Örgryte New Church in 
Göteborg, on the Loft label. He has been a visiting researcher at the University of Gothenburg, 
and is currently Artistic Advisor for the Göteborg International Organ Academy. In recent 
years, he has worked extensively with multi-artform performance perspectives, in particular 
organ and dance. 
 
Hans-Ola Ericsson, the initiator and project leader of Organ Acusticum, studied composition 
and organ mainly in Stockholm and Freiburg but later also in the USA and in Venice. Most 
influential among his teachers have been Klaus Huber, Brian Ferneyhough, and Luigi Nono. In 
1989 Hans-Ola Ericsson was appointed chaired professor in the church music and organ area at 
the School of Music in Piteå at Luleå University of Technology, Sweden. In 1990 he was 
instructor at the summer course for new music in Darmstadt and was awarded the prestigious 
Kranichsteiner Musikpreis. He has held guest professorships in Riga, Copenhagen, Helsinki 
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and Amsterdam, as well as lectured and performed at a large number of leading organ festivals 
and academic symposia worldwide, persistently campaigning for the quality of new music and 
its right to be heard. In 1996 Hans-Ola Ericsson was appointed Permanent Guest Professor at 
the Hochschule für Künste in Bremen, Germany, and in 2011 Professor of Organ at McGill 
University, Montreal, Canada. Hans-Ola Ericsson has given concerts throughout Europe as well 
as in Russia, Japan, Korea, the USA, and Canada. His numerous recordings include a highly 
acclaimed complete recording of Olivier Messiaen’s organ music. He has worked extensively 
with composers such as John Cage, György Ligeti, Bengt Hambraeus, and Olivier Messiaen on 
the interpretation of their organ works. He frequently serves as jury member in international 
organ competitions. In later years, a number of compositions by Ericsson have been premiered, 
among them the organ mass The Four Beasts’ Amen for organ and electronics, Höga visan – en 
kyrkoopera (Song of Songs – a Church Opera), and Stabat Mater for women’s choir, four 
clarinets and two percussionists. Besides his artistic and pedagogical activities, Ericsson is deeply 
involved in different projects of organ restoration or innovative organ building. Hans-Ola 
Ericsson is a member of the Royal Swedish Academy of Music and received the Swedish Society 
of Composers interpretation prize in 1999. He has been Principal Guest Organist of the Lahti 
Organ Festival in Finland (2002–05) and artistic consultant for the Bodø International Organ 
Festival in Norway (2005–11). 
 
Hans Fidom is Extraordinary Professor of Organ Musicology at the VU University Amsterdam 
and musicologist for the Orgelpark in Amsterdam. He studied musicology at the University of 
Amsterdam and organ musicology at the Free University of Amsterdam, completing his studies 
at the University of Groningen in 1993. In 2002 he graduated as PhD at the VU University 
Amsterdam, with the dissertation Diversity in Unity, on socio-musicological aspects of the 
German organ scene between 1880 and 1918. Hans Fidom is a board member of the Royal 
Association for the Music History of the Netherlands, examiner for the Dutch School for 
Organ Experts and member of the Dutch College of Organ Experts. He was editor-in-chief of 
the magazine Het Orgel from 1996 until 2006. From 2000 until 2007 he was a member of the 
International Improvisation Competition Foundation Haarlem. He was vice-president of the 
Music Committee and member of the later Main Committee of the Art Council Groningen 
(advisory board of the local government of the city and province of Groningen). Furthermore, 
he was the chief editor of the encyclopaedia Het historische orgel in Nederland. His book on Dutch 
organs in the early 20th century is widely recognized as a standard work. 
 
Jean Guillou developed a strong affinity to the organ at an early age. He began his organ studies 
at the Paris Conservatoire with Marcel Dupré in 1945 and additionally took courses in 
compositional analysis with Olivier Messiaen and harmony with Maurice Duruflé. In 1955, He 
was appointed Professor at the Istituto de Musica Sacra in Lisbon. In 1958, Guillou took up 
residence in Berlin before returning to France on his appointment as titular organist in the 
principal church of St Eustache in Paris. He taught organ improvisation in the annual master 
classes in Zurich from 1970 to 2005. Guillou became one of the leading international organists 
due to his technical ability and capacity for improvisation, and has also gained an international 
reputation as a pianist. He is the author of a variety of books on music and has been in great 
demand as an organ-building consultant. He has provided designs for a number of well-known 
instruments such as the organs of the Tonhalle in Zurich and the Auditorio de Tenerife. His 
compositions include symphonic works and compositions for smaller forces such as the fantasy 
Alice aux pays de l’orgue [Alice in Organ Land] for organ and narrator. Guillou’s often technically 
highly demanding organ compositions can be categorised as standing between the poles of a 
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poetically deeply felt message and a dynamic development. Besides works for organ solo, 
Guillou has also composed seven organ concertos with orchestra. He has augmented the organ 
repertoire with a large number of transcriptions of orchestral works. Guillou is the recipient of 
awards such as the Prize of the Liszt Academy in Budapest (1982), the International Performer 
of the Year Award (1982) and the Diapason d’Or and Prix Choc du Monde de la Musique 
(1991). 
 
Martin Herchenröder studied organ with Ludger Lohmann and Wolfgang Stockmeier, music 
theory with Dieter Gostomsky, and composition with Jürg Baur and Hans Werner Henze at the 
Cologne Musikhochschule, and engaged in supplementary studies in musicology and German 
at the Cologne University. In 1994 he was appointed professor of music theory at the Siegen 
University in Germany in the fields of research and teaching, including composition, 
orchestration, music theory, 20th century music and organ music. In addition, he taught at the 
Cologne Musikhochschule from 1992 to 2009. He has been invited to various universities and 
schools throughout Europe and North America, including the University of British Columbia 
in Vancouver and Eastman School of Music, University of Rochester, NY, where he is working 
as a guest professor since 2008. Martin Herchenröder’s compositions have been performed in 
Europe, Asia, and America, recorded on CD and broadcast by many European and American 
radio stations. He has received commissions from German cities and orchestras, various 
institutions in Europe and the USA, and by the WDR Radio and Television at Cologne. He is 
the recipient of awards for his works (e.g. Deutscher Musikrat). Herchenröder also performs 
and records as a solo organist, with accents on the compositions of J. S. Bach and works of the 
20th century, with many first performances. His main musicological publications deal with 
contemporary organ music (book on György Ligeti’s organ works), contemporary music, and 
music theory. 
 
Gunnar Idenstam is an international concert organist, composer and folk musician. He comes 
from a background of classical music, but has a ‘distant love relationship’ with the folk and 
symphonic rock of the 1970s. Today he has brought these influences into the context of organ 
music when he builds bridges between French cathedral tradition, symphonic rock and Swedish 
folk music. To develop the wide-ranging music he creates and performs today he studied at the 
Royal College of Music in Stockholm and then studied the virtuoso French tradition in Paris, 
under Marie-Claire Alain and Jacques Taddei. He achieved the highest honours in both 
countries. In 1984 he was the first – and to date, the only – musician from northern Europe to 
win the prestigious international competition in improvisation, the ‘Grand Prix de Chartres’. 
Since 1986 he pursues an international career as a concert organist. His arrangements of 
orchestral works by Ravel (Bolero, La Valse) and Debussy (La Mer) are greatly admired at 
recitals at home and abroad. Those works are included in his latest solo CD on BIS Records. In 
2012 he was awarded the prestigious ‘Performer of the Year’ prize by the Royal Swedish 
Academy of Music. The prize was presented to him by His Majesty King Carl XVI Gustaf. In 
June 2013 he received the Litteris et Artibus – a royal medal for recognition of eminent skills in 
the artistic field. Idenstam is a member of the Royal Swedish Academy of Music since May 
2013. The concert film Organist Idenstam – Licence to Dance was broadcast on Swedish television 
in 2015 and is now ready for international distribution. 
 
Sverker Jullander is Professor and Chair of Musical Performance at the School of Music, Luleå 
University of Technology, Sweden. After graduating in church music and obtaining his organ 
soloist diploma, he continued his studies in Cologne with Michael Schneider and in Amster-
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dam with Jacques van Oortmerssen. Between 1978 and 2001 he served as organist and choir-
master at churches in Gothenburg and Borås, Sweden. He taught organ playing and organ 
pedagogy at the School of Music, University of Gothenburg, from 1985 to 2006. His PhD 
dissertation of 1997 deals with issues of performance practice in the organ works of the 
Swedish composer Otto Olsson (1879–1964). A founding member of Göteborg Organ Art 
Center (GOArt) at the University of Gothenburg, he was its Director of Research and Publi-
cations from 2001 to 2006, when he was appointed to his present position. Between 2009 and 
2012, he was also Director of Doctoral Studies and the Faculty of Fine, Applied and Perform-
ing Arts at the University of Gothenburg. Sverker Jullander has given organ recitals in many 
European countries, in addition to CDs and radio appearances. As a performer and musicolo-
gist, he specializes in the organ and church music of the 19th and early 20th centuries. His scho-
larly activities include numerous internationally published articles and book chapters, in add-
ition to editorship of scholarly publications. He has lectured widely in Europe and the USA. 
From 1999 to 2002 he was editor-in-chief of the Swedish organ journal Orgelforum. Dr Jullander 
is the leader of the research project ‘Room for Interpretation’, funded by the Swedish Research 
Council, and Chair of the Research Committee of the Royal Swedish Academy of Music. 
 
Hampus Lindwall specializes in 20th century repertoire and is renowned as a creative 
improviser. He was the last disciple of Rolande Falcinelli and is Titular Organist of Saint-Esprit, 
Paris, as was Jeanne Demessieux between 1933 and 1962. Born in a musical family in 
Stockholm, he was inspired by his older brother to begin playing the electric guitar at a young 
age and appeared early as a session musician on numerous recordings. Taking a growing 
interest in classical music, he started to play the piano and organ in his teens and studied at the 
Royal College of Music in Stockholm with Torvald Torén, Anders Bondeman, and pianist 
Stella Czajkowski. Under the influence of Rolande Falcinelli, he moved to Paris in 2002 and 
studied at the Conservatoire de Saint-Maur-des-Fossés and the Conservatoire National 
Supérieur de Musique in Lyon with Eric Lebrun, Pierre Pincemaille, and Loïc Mallié. He won 
the 1st prizes in the international improvisation competitions ‘Orgel ohne Grenzen, Air Art 
2003’ in Saarbrücken, Germany, and the ‘Prix Boëllmann-Gigout’ 2004 in Strasbourg, France. 
Hampus Lindwall’s passion for art, cinema and literature has led to various artistic 
collaborations, not only with musicians Palle Mikkelborg, Jesper Nordin, Jason Mayer and 
Massimo Carrozzo, but also with artists such as John Duncan and actress Macha Méril. He gives 
concerts throughout Europe and in the USA. 
 
Kurt Lueders received his B. A. in Music from Yale College in 1972 (as an organ student of 
Paul Jordan and Philip Prince) and has since lived in Paris, where his teachers were Maurice 
Duruflé, Edouard Souberbielle, André Fleury and Stéphane Caillat. He holds diplomas in 
organ from the Schola Cantorum and in theory and choral conducting from the Institute of 
Sacred Music in Paris. In 2002, he completed a doctoral thesis at the Sorbonne on the life and 
works of Alexandre Guilmant. His concerts, recordings, lectures, master classes and magazine 
articles in several countries focus on 19th-century organ aesthetics and repertory; in particular he 
has contributed to the revised versions of the music encyclopaedias New Grove Dictionary of 
Music and Musicians and Musik in Geschichte und Gegenwart. In March 1993 he made his second 
concert and lecture trip to Japan, at the invitation of the Japan Organ Society. Since 1978 he 
has been Vice President of the Association Aristide Cavaillé-Coll and editor of its publications, 
including the specialized journal La Flûte Harmonique. A further activity is the rediscovery of the 
rich musical heritage of the harmonium, through concerts and recordings of solo and ensemble 
literature (Saint-Saëns, Widor, Gounod, Guilmant, Rossini etc.). He is organist at the 
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Reformed Church of the Holy Spirit in Paris, Professor of Organ at the Conservatory of Plaisir 
near Versailles, and Instructor in the Music Department of the Sorbonne University. 
 
Kimberly Marshall is the Patricia and Leonard Goldman Professor of Organ at Arizona State 
University, having previously held teaching positions at the Royal Academy of Music, London, 
and Stanford University, California. She began her organ studies with John Mueller at the 
North Carolina School of the Arts. Her early interest in French music took her to France where 
she worked with Louis Robilliard and Xavier Darasse before returning to North Carolina to 
complete her undergraduate studies with Fenner Douglass. Winner of the St. Albans 
Competition in 1985, she performs regularly in Europe, the US and Asia. Kimberly Marshall’s 
playing is informed by research into obscure repertoire but she is also an advocate for 
contemporary music. Her numerous CDs include early Italian, Spanish and French music, as 
well as J. S. Bach, romantic and modern works. Her PhD thesis, Iconographical Evidence for the 
Late-Medieval Organ (University of Oxford) was published by Garland in 1989. She edited 
Rediscovering the Muses, an anthology on female traditions of music making (Northeastern 
University Press, 1993) and contributed entries for the New Grove Dictionary of Music and 
Musicians (2000) and the Oxford Dictionary of the Middle Ages. From 1996 to 2000, Dr Marshall 
was affiliated with the Göteborg Organ Art Center (GOArt) at the University of Gothenburg, 
Sweden, under whose aegis she organized the conference ‘The Organ in Recorded Sound’ and 
edited the proceedings of this first-ever conference devoted to sound recordings of the organ. 
Her anthologies of late-medieval and Renaissance organ music were published by Wayne 
Leupold Editions in 2000 and 2004. 
 
Paul Peeters studied musicology at Utrecht University, where his main teachers were Maarten 
Albert Vente and Jan van Biezen. He studied organ with Kees van Houten and Jacques van 
Oortmerssen, and attended courses with Klaas Bolt, Harald Vogel, and Jean-Claude Zehnder. 
From 1983 until 1991 he was editor-in-chief of the Dutch organ journal Het Orgel. In 1995 he 
emigrated to Gothenburg and was appointed librarian and coordinator of the documentation 
at the Göteborg Organ Art Center (GOArt), University of Gothenburg. In the years 2004–07 
he served GOArt as its director. He is currently the project leader of the Göteborg International 
Organ Academy and teaches organ building history at the Academy of Music and Drama, 
University of Gothenburg. From its foundation in 1990, he has been a member of the Inter-
national Association of Organ Documentation (IAOD), where he has also served as chairman. 
He is currently completing his doctoral dissertation, entitled French and German Organ Building 
in the 19th Century: Comparative Studies of the Sound Concepts of Cavaillé-Coll and Walcker. 
 
Harald Vogel is recognized as a leading authority on the interpretation of German organ music 
from the Gothic, Renaissance, and Baroque periods. As the director of the North German 
Organ Academy, which he founded in 1972, he teaches historical performance practice on 
original instruments. Since 1994, he has also held a professorship at the Hochschule for Künste 
in Bremen. In 2008, he was awarded an honorary doctorate by the Faculty of Humanities and 
Social Sciences at Luleå University of Technology. Harald Vogel has led many master classes at 
conservatories and universities throughout the world, whereby he has influenced innumerable 
organists and organ builders. As superintendent of church music and organ advisor for the 
Reformed Church, he has been responsible for a large number of historical organs in northwest 
Germany. As an expert in organ building, he has been a consultant for many organ-building 
projects, including restorations and new organs, including the organs at Stanford University’s 
Memorial Church, St. Paul’s in Tokyo, and Gothenburg’s Örgryte New Church. Among 
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Harald Vogel’s many recordings are those on historical instruments made for Radio Bremen 
between 1961 and 1975. Today, these recordings have particular value as historical 
documentations. In 1981, he founded the Dollart Festival, the first European festival for early 
music that crosses national borders. Harald Vogel’s publications include Organs in Lower Saxony 
and The Organ Region of East Frisia. His music editions include the Tabulatura nova by Samuel 
Scheidt. 
 
Peter Williams (1937–2016) was Vice President of the Royal College of Organists (London) 
and Honorary President of the British Institute of Organ Studies. His professorial Chair in 
performance practice at the University of Edinburgh was the first of its kind at a British 
university. In Edinburgh, he was also Director of the Russell Collection of Harpsichords, 
instigator of the Ahrend organ, and Dean of the Music Faculty. From 1985 to 2001, he was 
Arts & Sciences Distinguished Professor at Duke University, North Carolina, and university 
organist. The LittD Cantab was conferred on him in 1982 for publications. A student of 
Thurston Dart (Cambridge) and Gustav Leonhardt (Amsterdam), Peter Williams’s playing has 
mostly been on harpsichord, his writing mostly on organs. His first book was The European 
Organ 1450–1850 (1966). Other publications include The Organ Yearbook (which he founded in 
1969), the organ articles for The New Grove Dictionary of Music and Musicians, the two-volume 
Figured Bass accompaniment, the handbook Bach: Goldberg Variations, the three volume The organ 
Music of J. S. Bach (1980–84; revised edition 2003), and J. S. Bach: A Life in Music (2007). His 
last book, Bach – A Musical Biography, was published in 2016. 
 
Gerald Woehl, founding leader of the renowned organ-building firm Orgelbauwerkstatt Woehl 
in Marburg, Germany, belongs to the third generation of a family of musicians. His teachers 
were the organ builders Walter Haerpfer (knowledge of the French organ scene and French 
organ building), Georges Lhôte (construction and planning of symphonic organs; construction 
and building of reed stops), and Günter Späth (drawing, painting and sculpture). In 1981, 
Gerald Woehl was officially recognized as a restorer of musical instruments and became a 
member of the German Union of Restorers (department of musical instruments). In the same 
year, he founded, together with his wife, the harpsichord and fortepiano builder Monika May, a 
separate restoration workshop for historical keyboard instruments. In 2003, Mr Woehl started 
an additional organ workshop in Potsdam. The encounter with the French organ scene in the 
1960s has been important for his own works, as have current encounters with organists, 
musicians, composers, and artists, which have given new creative impulses. The completed 
instruments have made their mark. His instruments have had a great impact on contemporary 
organ building. The building of the great ‘Bach Organ’ at the Thomaskirche of Leipzig (2002) 
gave a new perspective on the creative work of Bach and the organ building of Central 
Germany. Other recent major projects include the Herz-Jesu-Kirche, Munich (2003), the 
Friedenskirche, Potsdam-Sanssouci (2004), the Eastman School of Music, Rochester, USA (in 
classical Italian style, 2005), the Katharinenkirche, Oppenheim (2006), as well as the 
Nikolaikirche, Flensburg (2009), the Coronation Cathedral, Bratislava (2010), and the Organ 
Acusticum at Luleå University of Technology (2012). Mr Woehl’s particular area of interest 
concerns a wide arch from the music of J. S. Bach to the new music, in particular the organ 
works of Olivier Messiaen and instruments congenial with this music. In addition could be 
mentioned publications on themes of instrument building, studies on the restoration of 
musical instruments, and interesting recordings, by internationally noted organists, of organs 
built by the Woehl firm. 
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Specification of 

Organ Acusticum 
in the Concert Hall of Studio Acusticum, Piteå 

Orgelbauwerkstatt Woehl, Marburg, 2012 

I. Hauptwerk C–c4 
Bordun 32' 
Principal 16' 
Bordun 16' 
Principal 8' 
Flûte harmonique 8' 
Violoncelle 8' 
Viola da Gamba 8' 
Rohrflöte 8' 
Gross Quinte 51/3' 
Octave 4' 
Flöte 4' 
Gross Tierce 31/5' 
Quinte 22/3' 
Octave 2' 
Flöte 2' 
Gross Cornet VIII 
Cornet Progressio V 
Sesquialtera III 
Gross Mixtur VI  
Mixtur IV 
Cimbel III 
Bombarde 16' 
Trompette 8' 
Clairon 4' 
Trompete 16' 
Trompete 8' 
Tuba mirabilis 8' 
Trompette en chamade 8' 
Corno 4' 
Tremulant 
 
II. Positiv C–c4, enclosed 
Quintatön 16' 
Salicional 16' 
Principal 8' 
Gemshorn 8' 
Unda Maris 8' 
Konzertflöte 8' 
Salicional 8' 
Flauto douce 8' 
Gedackt 8' 
Quintade 8' 
Octave 4' 

Hohlflöte 4' 
Salicional 4' 
Nasard 22/3' 
Octave 2' 
Blockflöte 2' 
Violine 2' 
Terz 13/5' 
Larigot 11/3' 
Sifflöte 1' 
Carillon III 
Sesquialtera II 
Mixtur IV 
Cimbel III 
Fagott 16' 
Trompete 8' 
Krummhorn 8' 
Tremblant doux 
 
III. Récit C–c4, enclosed 
Bourdon 16' 
Diapason 8' 
Flûte traversière 8' 
Viole de Gambe 8' 
Voix céleste 8' 
Cor de nuit 8' 
Flûte octaviante 4' 
Dulciane 4' 
Quinte 22/3' 
Octavin 2' 
Tierce harmonique 13/5' 
Septième harmonique 11/7' 
None harm. 8/9' 
Cymbale III 
Bombarde 16' 
Trompette harmonique 8' 
Clairon harmonique 4' 
Basson-Hautbois 8' 
Voix humaine 8' 
Tremblant fort 
 
 
 
 
 

IV. Solo C–c4 
+ = enclosed stop   * = playable 
from other divisions 
Bordun 16' 
+*Gambe 16' 
Bordun 8' 
+*Violoncello 8' 
+*Voix céleste 8' 
+*Viole d'orchestre III 
Doppelflöte 8' 
Flöte 4' 
+*Viola 4' 
Flöte 2' 
+*Violine 2' 
Solo Cornet VI-X 
Solo Carillon IV 
Bombarde 16' 
Tuba 16' 
+*Clarinette 16' 
Tuba mirabilis 8' 
Trompette en chamade 8' 
Trompette 8' 
+*Clarinette 8' 
+*Saxophone 8' 
Corno 4' 
Tremblant fort 
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Pedal C–g1 
+ = enclosed stop 
Infrabass 64' 
Untersatz 32' 
Grand Bourdon 32' 
Salicetbass 32' 
Principal 16' 
Kontrabass 16' 
Subbass 16' 
Violon 16' 
Gedacktbass 16' 
Quintbass 102/3' 
Violoncello 8' 
Octavbass 8' 
Flöte 8' 
Gedacktbass 8' 
Terzbass 62/5' 
Quinte 51/3' 
Octave 4' 
+Viola 4' 
Flöte 4' 
Flûte douce 4' 
Terz 31/5' 
+Violine 2' 
Flöte 2' 
Terz 13/5' 
Quinte 11/3' 
Bauernflöte 1' 
Contra Cornet XI 
Bass-Kornett VIII 
Mixtur VI 
Gross Posaune 32' 
Posaune 16' 
Trompete 8' 
+Fagott 8' 
Bombarde 16' 
Trompette 8' 
+Basson 16' 
Clairon 4' 
Tuba mirabilis 8' 
Corno 4' 
Cornetto 4' 
Trompette en chamade 4' 
Trompette en chamade 2' 
Glocken 4' 
Bass Tremulant 

Harmonics Division 
(planned)  
enclosed, playable from all 
manuals and the pedal, as well 
as via the Chromatic Couplers 
Diapason 16' 
Subbass Quint 102/3' 
Diapason 8' 
Bass None 71/9' 
Bass Tierce 62/5' 
Fourth 59/11' 
Quint 51/3' 
Sixth 412/13' 
Bass septième 44/7' 
Bass Seventh 44/15' 
Diapason 4' 
Flat Ninth 313/17' 
Double None 35/9' 
Bass Mollterz 37/19' 
Double Tierce 31/5' 
Eleventh 210/11' 
Sharp Eleventh 218/23' 
Twelfth 22/3' 
	
Auxiliaries 
Glocken 8' 
Celesta 8' 
Xylophon 8' 
Harfe 8' 
Gran Cassa 
Trommelwirbel 
Paukenwirbel 
Klangplatten 
Graal Glocken 
Glocken Klänge 
Zimbelstern Major (loud) 
Zimbelstern Minor soft) 
Vogelgesang 
Unenclose Positiv 
Classical Wind Supply On 
Variable Wind On 
Registercrescendo On 
MIDI On 
Light AI On 

Couplers 
II–I 
III–I 
IV–I 
I Suboctaves 
II–I Suboctaves 
III–I Suboctaves  
IV–I Suboctaves 
I–II 
III–II  
IV–II 
II Suboctaves  
IV–II Suboctaves 
IV–III  
III Suboctaves 
IV–III Suboctaves 
IV Suboctaves 
IV Superoctaves 
I–P  
II–P  
III–P 
III–P Superoctaves 
IV–P 
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CD Contents 
The CD accompanying this volume contains exclusively live recordings from concerts forming part of the Piteå Organ 
Festival and Symposium, October 2012. Unless otherwise stated, the concerts took place at the concert hall of 
Studio Acusticum, Piteå. 
 
Tracks 1–2 Hans-Ola Ericsson, organ (from inaugural recital, October 13) 
   Modest Mussorgsky (1839–81) From Pictures at an Exhibition 
   (transcribed for organ by Keith John): 
   15. The hut on fowl’s legs: Allegro con brio, feroce 4:17 
   16. The Bogatyr gates in the capital in Kiev: Allegro alla breve. Maestoso. 
    Con grandezza 6:39 
 
Track 3 Kevin Bowyer, organ (from organ recital, October 14) 
   Brian Schober (b. 1951) From Fantasias and Toccatas: Finale 5:43 
 
Track 4 Kevin Bowyer, organ (encore, from organ recital, October 14) 
   Kaki Schifrin (b. 1932) Mission: Impossible (arr. Brian Solomans) 3:02 
 
Track 5 Hans Davidsson, organ (from concert with organ, dance and reading at 
   Norrfjärden Church, October 15) 
   Georg Böhm (1661–1730) Praeludium in a 5:51 
 
Track 6 Harald Vogel, Introduction to Track 7 (from organ recital, October 16)1 1:23 
 
Track 7 Harald Vogel, organ (from organ recital, October 16) 
   Johann Sebastian Bach (1685–1750) O Lamm Gottes unschuldig (Agnus Dei), 
   BWV 656 9:13 
 
Track 8 Hampus Lindwall, organ (from recital with organ improvisations to 
    silent movie City Lights, October 17) 
   Hampus Lindwall (b. 1976) Improvisation 8:05 
 
Track 9 Jean Guillou, organ (from organ recital, October 18) 
   Jean Guillou (b. 1930) Ballade Ossianique no. 1 ‘Temora’, op. 8 14:47 
 
Track 10 Christoph Bossert, organ (from organ recital, October 19, evening) 
   Johann Sebastian Bach (1685–1750) Prelude and Fugue in A minor, BWV 865 8:47 
 
Tracks 11–13 Kimberly Marshall, organ (from organ recital, October 19, noon) 
   Arnolt Schlick (c. 1455–after 1521) From Tabulaturen etlicher Lobgesang: 
   — Maria zart 2:28 
   — Hoe losteleck 3:19 
   — Salve Regina 2:07 
 
Track 14 Benny Andersson, piano, and Gunnar Idenstam, organ (from concert, October 21) 
   Benny Andersson (b. 1946), Björn Ulvaeus (b. 1944), Stig Andersson (1931–97) 
    Dancing Queen 3:16 
 

																																																								
1 A transcription of Harald Vogel’s spoken introduction to the piece is found on the following page. 
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Transcription of Harald Vogel’s spoken introduction to J. S. Bach’s O Lamm Gottes 
unschuldig  (Track 6 on the CD) 
 
‘I would like to announce a little change to the programme. I'm playing, right away now, “O 
Lamm Gottes unschuldig”, the Agnus Dei. And the concept of the registration is such that it 
starts with the plain Principal sounds, the pipes being in the front of this organ, and then it is 
built up with each section, so that every verse has three sections; so, the first two verses have six 
sections [together], and then comes the final verse, where also the plenum is built up, and you 
hear this incredible chain of dissonances at the word “despair” – which is really remarkable in 
the whole oeuvre of Johann Sebastian Bach. And then, the last line is “Give us peace” (Dona 
nobis pacem), and then the full organ plays with the 32-foot Posaune, and so on. So the idea is 
that the loudest voice we should have in this world is: “Peace”’. 
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