19 The Background to Organs in 13800

The chief differences between an average organ of 1790 and one of 1340,
wherever it was, were that the later organ was bigger and that its builder
had pmbably attempted a few colour stops of his own invention (Clara-
bellas in England, overblowing flutes in Italy, fancy free reeds in Baltic
countries, etc.), very likely introduced or enlarged the Swellbox, and
generally roughened the tone even when on paper the stoplist itself
looked highly traditional (e.g. the Riickpositiv at Utrecht Cathedral in
1826—31—see Plate 38). Pedal 16° tone, for example, was throughout
. Europe as crude in comparison with that of Schnitger or Silbermann as

1" § Rossini’s use of the double bass was crude in comparison with Purcell’s
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or Couperin’s use of the violone: it was there simply for strong founda-
tional tone. There were still national characteristics to the fore, however.
Colour stops were as unfamiliar to the Scandinavian builders as Swell-
boxes were to the Dutch or full pedals to the English. In other countries,
notably France, Spain, Austria, Bavaria, Prussia, Saxony, Bohemia and

Poland, major happenings outside music not only pushed organ-building ;

into the stage wings but gave builders new opportunities to rethink and

replan when Europe settled down in the 1320s.

In addition to political events, several church movements had the
“‘effect of dampening the ardour of late baroque organ-builders. In
Austria, the reforms of church music instigated by Josef II during the
1780s encouraged not only Freemasnnry and other cults but led to a
simplification of church services. Simple organs very different from the
large monastic extravaganzas of St. Florian (1770) and Heiligenkreuz
(1802) suddenly became usual. In countries occupied by the marauding
French, only a few organs were destroyed; more destruction was to be
found in France itself, where in the main regions an anti-clericalism and
a reorientated economy meant total hibernation for the French organ
immediately after the Poitiers instrument was completed. After the
worst period 1789-92, the Revolutionaries used many churches for
humanistic-patriotic purposes, finding the organs only too useful for
those purposes. In southern Germany and Hapsburg countries it was the
dissolution of the monasteries, particularly after the concerted attempt
of 1803, that most affected organ traditions. Almost overnight, the most
glamorous setting and the richest clients were denied to builders. In
Spain and Portugal, no sooner had Napoleon’s soldiers gone and, as in

France, a myopic reaction_set in, than the church found its funds
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156 The Background to Organs in 1800

reappropriated in the so-called desamortizacion of 1830. Scandinavia
produced some advanced ideas in this interregnum period, not so much
in Denmark (where a Brustwerk was made for the organ of St. Anders,
Copenhagen as late as 1898) but in Sweden, where cultural ties with
catholic or central Germany often resulted in an organ that owed more
to Silbermann’s successors than to Schnitger or the Hanseatic Werk-
prinzip builders. In addition to these factors, however, the organ of 1800
was also subject to ideas of a more directly musical kind, and it would
be difficult to understand the nineteenth-century organ without recogniz-
ing their influence. b |1 48L0 0
One of these ideas was the theory of resultant tones, known to the
better thinkers since at least Shakespeare’s period and widely familiar
since Tartini’s (1692—-1770). G. J. Voglertravelled through Europe in the
1780s and 179os trying to prove that 16’ + 10}’ + 62’ =32’ and
playing an instrument of his own design (the orchestrion, a one-man
band with one of the many greekified names current at the time). Low
quints had been found in Bohemia and Silesia since the seventeenth
century, and it would not be necessary to discuss Vogler at all were it
not that writers of this century have often credited him with notions
improved upon by the key German builders of the next generation,
chiefly Moser, Sauer and above all Walcker. e
A second musical influence was the growing conviction that the organ
was indeed a kind of one-man orchestra, an assumption betrayed in the
writings of most authors by at least 1790, from London to Leipzig,
Seville to Gouda. Obviously, organ manuals have always differed from
each other 1n one respect or another, but the inference that one manual
. corresponded to the strings of the orchestra, another to the brass and a
| third to the woodwind was essentially nineteenth-century in origin.
- Similarly, although seventeenth-century theorists usually remarked that
the organ was a compendium of all instruments, and although organ
transcriptions of instrumental or vocal music are as old as the solo
repertory itself, there is an important change of direction in nineteenth-
century 1deas of organs: the orchestra itself had become much more
standardized, its instruments were gradually being improved tech-
nologically—i.e. the natural idiosyncrasies of old instruments, intelli-

gently made use of by composérs, were being ironed out—and its music
was more and more composed exclusively for it, in styles and forms

suitable for it alone. Moreover, orchestral tone was heavier in 1800 than
in 1600, and any organ-imitation of it would therefore be farther removed
from natural organ-tone. Thus it 1s that such views as those uttered by
Cavaille-Coll in 1846 (see also Plate 41) should be seen specm?:ally in
connection with the orchestra of his day, an orchestra formulated by
Berlioz. The organist Danjou had written to Cavaillé-Coll as follows

(Delosme 1977, p. 75):
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La seule tendance qu’ait bien clairement manifestée, M. Cavaillé,
c’est celle de perfectionner le mécanisme, d’accroitre la puissance
générale de 'instrument, et de donner a ses jeux le timbre et le caractere
des instruments de ’orchestre dont ils portent le nom

the only tendency very clearly manifested 1s that of perfecting the

mechanism, increasing the general power of the instrument, and

giving to its stops the timbre and character of the orchestral instru-
ments whose name they bear

to which the builder had replied:

C’est bien la, Monsieur, le but des mes efforts et de mes recherches;
vous en avez parfaitement compris le sens . . .

the goal of my efforts and researches is certainly there; you have
understood the direction of it perfectly

A third influence was what are called ‘congregational needs’: a new
organ of 1820 in a new parish church was built chiefly for the sake of
accompanying the congregation in its hymns. For this, 8§’
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difficult to justify in theory—they seem to contradict certain musical
laws. But the better theorists like Wilke (1839) argued with those who
thought that builders made them in order to increase the number of

. wStops, and pointed out their traditional uses. Some of the dislike of
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mutations and mixtures must have been due to the all-too-common
Tierce rank found in chorus mixtures of the period, from London to

~Vienna. Such chorus mixtures had been made by some of the best of the

old builders—for example, Joachim Wagner in the 1730s—but obviously
the rank was open to careless workmanship. The English Tierce-mixture,

miscalled Sesquialtera, had already become the basic chorus-mixture 2
during Renatus Harris’s period, but precisely how Harris voiced it is -

not yet known, since no Harris organ has ever been properly restored. By
1800, the average Tierce-mixture produced neither true Cornet-tone
nor as a chorus mixture would it suit counterpoint. So the result of such
mixtures was to persuade the more advanced builders that they need
not make them, which in turn resulted in such stoplists as the following

(Erici 1965, p. 94):

KARLSKRONA, Trefaldighetskyrkan
P. Z. Strand, 1827

Hw 16.16.8.8.8.8.4.4.2.8
Ow 8.8.8.4.4.8
Ped 16.8.8.4.16

stops. were
thought most suitable. In general, no doubt, mutations and mixtures _
were less well made in 1820 than in 1720, and 1n any case mixtures are
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Mixture-less organs had occasionally been experimented with earlier
(if not by F.-H. Cliquot, as once claimed) but the Karlskrona organ
was more typical of wider movements of its time, throughout Europe
and throughout the whole century.

A fourth influence on organs of the early nineteenth century was
surprisingly insidious: the increasingly wider repertory of music available
to the organist meant a dilution of national or regional styles. Such
English firms as Boosey imported a vast amount of German organ-
music from Leipzig and elsewhere, giving the organist cheap editions of

., competently written but irrelevant and outmoded organ-music. Even"

when seen at its best, namely the international revival of J. S. Bach, this
tendency to widen the repertory meant that organists in England, France,
Spain and Italy so often found their instruments inadequate, and
imported music was thus responsible for persuading organists to have
their instruments rebuilt. On the one hand, the Bach revival never led
to a resurrection of the subtlety and charm of a Silbermann organ, but
on the other neither did it leave local traditions intact in other countries.
In effect, it reduced the value of national organ-types—the Bach revival
is the blggest single reason why there are no Renatus Harris organs
left—and did not replace them with real Bach organs. An even more
curious result of the Bach revival was that it left organists in various
countries convinced that their own organs were ideal for J. S. Bach,
just as he was ideal for their organs. To this day countless English
organists think it pure oversight that Bach never asked for a Swell organ.
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