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ABSTRACT
TONAL DESIGN OF THE
AMERICAN ORGAN: 1910-1969
By
James Raymond Sharp

Although organ design has been discussed a
gregt deal in organ circles, little in the way of a
broad historical survey has been forthcoming concern-
ing the American instrument. The various changes
which have come about in the past sixty years have
been dealt with largely in piecemeal fashion and the
observer is left with fragmented accounts of organ
design in America.

The purpose of this study is to give an
account of the changes in tonal design as they occurred
after the first decade of the twentieth century.
Attention is focused on the various builders who most
significantly altered the course of American tonal
design, and their contributions are analyzed in re-
lation to those of their contemporaries. Specifica-
tions are quoted and examined in order to illustrate,

insofar as possible, the basic approaches of American



James Raymond Sharp

organ builders.

This thesis is supplementary to three public
organ recitals given on July 23, 1967; June 2L, 1968;
and May 6, 1969, in which the following compositions

were performed: Jehan Alain, Choral Dorien; J. S.

Bach, Prelude and Fugue in D Major (BWV 532), Toccata

and Fugue in F Major (BWV 540), Dies sind die Heiligen

zehn Gebot (BWV 678), and Schmucke dich, o liebe

Seele (BWV 65l1); Dietrich Buxtehude, Macnificat primi

toni; Nikolaus Bruhns, Prelude and Fugue in G Ma jor;

Jean Francois Dandrieu, Plein Jeu, Trio, and Basse de

Trompette; Hugo Distler, Partita: Nun komm der

Heiden Heiland; Cesar Franck, Choral in B Minor;

Girolamo Frescobaldi, Toccata quinta (Book II, 1637),

Toccata per 1l'Elevation (Mass of the Madonnsa), and

Canzona seconda (Book II, 1637); Paul Eindemith,

Sonate III; Felix lMendelssohn, Allegretto (Sonata IV);

W. A. Mozart, two Kirchensonaten (K. 245 and K. 328);

Jan Pieter Sweelinck, Fantasia chromatica; Leo

Sowerby, Toccata; and Ralph Vaughan Williams, Bryn

Calfaria, Rhosymedre, and Hyfrydol.
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INTRODUCTION

When one considers the philosophies of tonal
design at work in American organ building in 1969, one
is confronted with a myriad of possibilities. Differ-
ing concepts are discernible, and it is possible to
find builders whose sources of inspiration my be
separated by as much as two hundred years. In addition,
it 1s evident that tonal design and related problems
have undergone significant and far-reaching changes
since 1910. The process of change has been slow and
has involved many individuals, both organists and organ
builders. The facts surrounding these new tonal ideas
have often been clouded because organ builders gen-
erally are more concerned with carrying out their aims
than in writing about them.

It is the intent of this thesis to clarify
the events and ideas which combined to bring about
changes in the tonal design of the American organ.
Particular attention is paid to those organ builders
whose work was most significant. Stop lists have
been selected to illustrate the various trends and

changes which have occurred. Many specifications



have been studied, and the stop lists cited have been
carefully chosen as representative. Stops are listed
in three columns for those of narrow scale, wide
scale, and reeds, respectively. A further division
of narrow-scaled stops is made for strings and
principals, respectively. A discussion of each dis-
position is presented in order to point out its sig-
nificant characteristics and relationship, where

applicable, to other instruments.



CHAPTER I

FUNDAMENTALS OF TONAL DESIGN IN THE CLASSIC ORGAN

The Basic Principles

The upsurge of interest in the tonal design of
organs in the United States during the past thirty-five
years has been remarksble, One needs only to compare
pages of professional periodicals of the years 1920
and 1960 to see this. It seems undeniably true that
by far the most interest in such matters centers
around the problem of a tonal design which will satisfy
the demands of literature for the organ, which is
diverse in many ways.

It also seems reasonable to assert that the
basic movement in reform of tonal design in the
American organ has been, however slow-moving, a
return to the fundamental principles of design epito-
mized by French and German organs of the late seven-
teenth and early eighteenth centuries, for it has become
increasingly clear that organ building reached a very
mature tonal level during that period.1 Almost all

current American organ builders have in one way

1William L. Sumner, The Organ (London:
Macdonald and Company, 1958), p. 201.



or another reassessed their own approaches to tonal
design in relation to the fundamentals inherent in the
old European organs of that time,

In order to have a complete perspective on this
movement it is necessary to formulate some ideas concerning
these basic principles. The choice of French and German
organs as most representative may be justified by the fact
that the organs of those countries most consistently and
completely exhibit the principles of design which brought
the instrument to one of its highest artistic expressions.
On the other hand, it is apparent that the organs of the
Latin countries followed somewhat different paths
during that period. This does not mean that radically
different aesthetic ideas were at work in these
countries. On the contrary, certain fundamentals of
design which are found in the North European organs
are also found, albeit at times in truncated form, in
instruments of the Latin countries. Nevertheless, the
organs of Spain and Italy exhibit characteristics peculiar
to their own cultures which render them less satisfactory
for purposes of illustrating basic premises.

Representative of the tonal design of organs
built in North Germany and Holland is the instrument
in the Michaelskerk, Zwolle, The Netherlands., This
splendid organ, built in 1718 by Arp Schnitger and
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his son, Franz Caspar, is certainly one of the most

complete tonal designs of the period.

Since it has

remained relatively unaltered through the years, it

affords the observer a comprehensive and accurate

picture of organ building at that time.

tion of stops is as follows:

Hoofdwerk
16' Prestant 16' Quintadena
8' Octaaf 8' Roerfluit
Iy Octaaf Iy' Speelfluit
2' Prestant 2 2/3' Nasat
IT Ruischpijp
IV Mixtuur
IIT Cymbel
Rugwerk
8! Prestant 8' Quintadena
Ii' Octaaf 8' Roerfluit
2' Superoctaaf L' Fluit
IV Scherp 2 2/3 Quintfluit
JII Cymbel II Sesquialter
Bovenpositief
8' Prestant 8' Holpijp
8! Viola L' Holfluit
ly* Octaaf 2' Woudfluit
2 2/3' Quinta 1 1/2'" Sifflet
2' Superoctaaf II Terzian
V Scherp
Borstwerk
l4' Prestant 8! Fluitgedekt
2! Superoctaaf It' Roerfluit
IV Mixtuur 3! Spitsfluit
2' Gemshoorn
1' Nachthoorn
II Sesquialter

The disposi-
16' Trompet
8' Trompet
8' Vox Humana

16!
81

Fagot
Schalmei

Viool di
Gamba

Dulciaan
Regaal

2

John Fesperman, The Organ as Musical Medium

(New York:

Coleman-Ross Company, inc., 1962), pp. 59-60.



Pedaal
16' Prestant 16' Subbas 32! Fagot
8! Octaaf 81! Holpijp 16' Basuin
ly' Superoctaaf 2' Vlakfluit 8' Trompet
VIII Mixtuur L' Trompet
2' Cornet

A description of the tonal effect of this
instrument depends not only on the stops themselves but
also has to do with the construction and layout of the
organ. A survey of various organ cases built in the
seventeenth century reveals that the placement and
location of the pipes were precisely thought out and
executed., Studies of representative specifications
show that there is a definite correlation between the
placement of a division and its tonal relationship to
the other divisions within the total design.

The physical layout of the five divisions in
the Zwolle organ is shown in Figure 1. It will be
seen that each division, containing all the pipes
playable from a given keyboard or pedalboard, is placed
within its own enclosure which in turn forms a part of
the total scheme (see Figure 2). The physical location
of each division plays a part in the tonal scheme for,
from the standpoint of the listener, the lively
"presence" of the Rugwerk gives quite a different
effect from the more distant Hoofdwerk. The pedal stps

are divided between the two towers which flank the main
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Manuals
(B)
Hoofdwerk
(c)
Rugwerk
(D)
Borstwerk
(E)

Boven-
positief

| Hoofdwerk

Prestant 16’
8uintadenl 16’
ctaaf 8’
Roerfluit 8’
gctalaé' 4’ ,
elfluit 4
I\'g‘;aat 3
Superoctaaf 2’
Cymbel 3 sterk
Ruispijp 2 sterk
Mixtuur 6 sterk
Trompet 16’
Trompet 8’
Vox Humana 8’

" Rugwerk

|
|

restant 8’
guinudenl 8’

oerfluit 8’
Octaaf 4’
Fluit 4’
Quintfluit 3’
Superoctaaf 2’
Sesquialter 2 sterk
Scherp 4 sterk
Cymbel 3 sterk
Fagot 16’
Schalmei 8’

Bovenpositief

Prestant 8’
Holpijp 8
Viola 5’
8uintl 6’

ctaaf 4’
Holfluit 4’
Quinta 3’
Superoctaaf 2’
Woudfluit 2’
Sifflet 1%’
Tertiaan 2 sterk
Scherp S sterk
Viool di Gamba 8’
Trompet 4’

“ Borstwerk

Fluitgedekt 8’
Prestant 4’
Roerfluit 4’
Spitsfluit 3’
Superoctaaf 2’
Cemshoorn 2’
Quintanus 1%’

Nachthoorn 1’

Sesquialter 2 sterk
Mixtuur 4 sterk
Dulciaan 8’
Regaal 8’

Pedaal

Prestant 16’
Subbas 16’
Octaaf 8"
Holpijp 8
Supgtoclnf 4
Vlakfluit 2’
Mixtuur 8 sterk
Fagot 32’
Basuin 16/
Trompet 8’
Trompet 4’
Cornet 2’

Arp en F. C. Schnitger

1718-1721

D. A. Flentrop, Restauratie

1953-1955

—AN\S

Bl
]
2}
J

N l _:A ?-?

WO A W

\\

TRE W W W

Fig. 1.--Organ in Michaelskerk, Zwolle, Holland
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Fig. 2.--Front of the organ in Michaels-
Holland.

kerk, Zwolle,



case, with pipes sounding C, D, E, F#, G#, and A# on
one side, and those sounding C#, D#, ¥, G, A, and B
on the opposite side. The technique of placing
separately encased divisions in different locations
was an important facet of the art, one which was
taken up later by the organ reform movement in

Germany and referred to as the werk-prinzip.

One of the important elements of the tonal
design of these organs is the basing of each division
on a given Principal pitch. Above this basic pitch the
Principal chorus is carried up through stops of
higher pitches, surmounted by the mixture stop(s)
of the division. This is essential toward achieving
a differentiation between divisions. Schnitger and
other builders were very conscious of the need for
variety of sounds and strove to impart this variety
not only to the individual stops but also to the
divisions as well.3

In the Zwolle organ the Hoofdwerk is based
on the sixteen-foot pitch (Prestant); above this
foundation stop are the other Principal registers, the
eight-foot Octaaf, the four-foot Octaaf, and a two-
foot Superoctaaf. Completing the chorus are three
mixtures, Ruispijp, Mixtuur, and Cymbel, each sounding

at successively higher pitches.

3John Fesperman, The Organ as Musical Medium
(New York: Coleman and Ross Company, Inc., 1962), p. 61l.
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The Rugwerk and Borstwerk are based on eight-
foot and four-foot pitches, respectively, with corre-
spondingly higher pitched mixtures. Actually, the
Scherps of the two divisions sound the same pitches
at the lowest key, but the Borstwerk stop has a dif-
ferent breaking pattern so that it sounds generally
higher than that of the Rugwerk.u

The basic pitch of the Bovenpositief is
eight-foot, but its Scherp sounds at a lower pitch
than that of the Rugwerk.5 The pedal is pitched
at sixteen-foot pitch (Prestant), with the chorus con-
tinued through a Mixtuur of eight ranks. Other similar
instruments of this period often had pedal divisions
pitched one octave below the Hoofdwerk, but the
Zwolle organ duplicates the foundation pitch of the
Hoofdwerk on the pedal. It has been suggested that
the absence of a thirty-two-foot Prestant in the pedal
may have been due to the lack of adequate height in

the organ gallery.6

uFesperman, The Organ as Musical Medium, p. 61.

5This writer can attest to the fact of the
interchangeability of Mixture terminology as used by
Schnitger and others, having encountered numerous
instances while inspecting many old European organs.

6Fesperman, The Organ as Musical Medium, p. 61.
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It is important to note that the tone quality
of the pipes also played a role in the differentiation
of divisions. The scaling and voicing of two identically
pitched stops could produce cuite different results, a
technique which the seventeenth-century organ builders
utilized to great advantage.

Complementing the narrow-scaled principal
choruses were families of wide-scaled stops (flutes)
sounding at various pitches from sixteen-foot through
one-foot. Since these flute stops were generally of the
same dynamic level as the principals, they could be
used not only alone or in various combinations of flute
stops but also with the principal stops. Almost all
stops would blend with one another, allowing maximum
possibilities for different qualities of sound in
combining the various registers.

The variety of construction of the flute stops
was considerable, giving a wide range of tone qualities
in that group of stops. As with Principal stops, flute
registers could also vary in scaling and voicing,
further increasing the tonal possibilities of the flutes.
In addition, the use of different types of flutes,

e. g. Roerfluit 8' and Speelfluit L' on the Hoofdwerk
and Holpijp 8' and Holfluit L' on the Bovenpositief,
served to reinforce the practice of differentiating

between divisions.
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A few compound stops of flute quality were
incorporated in the design, the most common being the
Sesquialter (sic) and the Terzian. Although they are
similar in quality, the Sesquialter sounded the twelfth
and seventeenth, while the Terzian often was pitched
higher, at the seventeenth and nineteenth.7

The remaining stops, the reeds, also were

constructed in a variety of ways, which afforded the
builder a wide assortment of sounds. Furthermore,
reeds could be made in fractional lengths, a factor
which affected their tone quality considerably.
Whereas a Principal pipe of eight-foot length would
sound but a single pitch, reeds of eight-, four-,
two-foot, and even shorter lengths could be made, all
of which would sound the same eight-foot pitch.

This would enable the builder to place reeds of a
suitable tone-quality within each division. As an
example, the Principal pitch of the Hoofdwerk in

the Zwolle organ is at sixteen-foot and the lowest
sounding reed in that division is also at sixteen-
foot pitch. Since the pitch of the Rugwerk is at
eight-foot, the builder used a fractional length

reed, the Fagot 16', in order that the more incisive

"Jack C. Goode, Pipe Organ Registration (New
York: Abingdon Press, 19 s Pp. 203-20L.
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sound of that stop would blend better with the eight-
foot principal chorus. In a similar manner the Borst-
werk was pitched at the four-foot level and included
a fractional length reed at eight-foot pitch and a
one-eighth length Regal 8'.

Other factors were at work in this approach
to organ sound. The voicing of the stops, for
example, was of critical importance. Nicking, the
cutting of notches in the metal portions of the windway,
was avoided. This enabled the builder to gain the
maximum harmonic development from each pipe, giving a
certain brightness and clarity to the sound. In
addition, each pipe spoke with transient sounds at the
initial instant of speech. This gave the sound life
and vitality and contributed to rhythmic clarity.8

Voicing techniques produced sounds which
were full and yet mild in character. Harmonic richness
was always present, but there was not a trace of
harshness. As a result, it was possible to combine
stops on these 0ld organs in almost endless ways and
also possible to play for long periods of time without
tiring the ear.

That the same fundamentals of design were applied

8Joseph Blanton, The Organ in Church Design
(Albany, Texas: Venture Press, 1957), pp. 57-50.




to small organs as well is shown in the disposition

of the organ at the parish church in Ludingworth,

Germany.9
Hauptwerk
8! Prinzipal 16' Quintade 8' Trompete
L' Oktav 8t Rohrflpte
2' Oktav L' Rohrflote
III Rauschquinte 3' Nasat
VI Mixtur

IITI Zimbel

Rick-positiv

' Prinzipal 8' Gedakt 8' Vox
. humana
- 2! Oktav IL.' Spielflote
IV-VI Mixtur 2' Waldflote

1 1/3' Sifflote
II Sesquialtera
II Tertian

Oberwerklo
2' Oktav L' Gedackt 8' Regal
IV Mixtur 3' Hohlquinte
Pedal
8' Prinzipal 16' Gedackt 16' Posaune
LL* Oktav 2' Nachthorn 8' Trompete
III Rauschquinte 2' Kornett

V-VI Mixtur

In this instrument the differentiation of pitches

between divisions is carried out consistently, with

9Gotthold Frotscher, Geschichte des Orgelspiels
und der Orgelkomposition (Berlin: Verlag Merseburger,

1966), I, 325.

10In 1959 the writer inspected the Ludingworth
organ and had a lengthy conversation with the organist.
The organ stood as originally constructed and had a
Brustwerk, not Oberwerk, as quoted in Frotscher.
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the Hauptwerk grounded at eight-foot, the Ruckpositiv at
four-foot, and the Oberwerk at two-foot, Here also

the pedal is pitched at the same level as the Haupt-
werk, Corresponding to the manual pitches are the
basic mixtures, Hauptwerk Mixtur at 1 1/3', Ruckpositiv
Mixtur at 2/3', and Oberwerk Mixtur at 1/li'. Reeds are
placed in the divisions as usual, with a plentiful
assortment in the pedal. Flute stops are distributed
at various pitches on all divisions, complementing the
Principal stops. From the design of this smaller
instrument it is clear that the fundamental approach

is identical to that of the Zwolle organ.

The French Organ

Compared to the German organ of the period the
French instrument is at once both similar and different.
Numerous important organs had been built in France
during the fifteenth and sixteenth centuries, a fact
attested to by the survival of several fine cases.
These organs laid the groundwork for the expansion of
resources which characterize the instrument of the
French Classic period. One of the most exhaustive
treatises dealing with the French organ, its construction
and tonal resources, dates from this period: Dom B&dos

de Celles, L'Art du Factuer d'Orgues, published in Paris

in 1766 and 1778. The work describes the art of French
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organ building, giving copious information on matters
such as the construction of the instrument, descrip-
tions of pipe-work, principles of tonal design, as well
as suggestions for combining the stops.11
Typical of French organ building during this

period is the instrument of St. Louis des Invalides,

Paris, built in 1679 by Alexandre Thierry. The

2
disposition of stops 1s as follows:l“
Grand Orgue
16' HMontre 16! Bourdon 8! Trompette
8' Montre 8' Bourdon 8' Vox Humaine
ly' Prestant L' F1lte L' Clarion
2' Doublette 3 1/5' Grosse tierce
V Fourni- 2 2/3' Nasard
ture 1

3/5' Tierce
V Cimbale (sic) 2' Quarte de nasard

V Grand Cornet

Positif
8t Montre 81 BOeron 81! Cromhorne
it Prestant L' Flute 8' Petite Vox
2t Doublette 2 2/3'" Nasard Humaine
IV Fourni- 1 3/5' Tierce
ture 1 1/3' Larigot
III Cimbale
/
Recit 7 Cornet 8' Petite
Trompette
11

Gustave Reese, Fourscore Classics of Music
Literature (Indianapolis: BSobbs-lerrill Company, lnc.,

19577, pp. 75-76.

12Felix Raugel, Les Grandes Orgues des Eglises
de Paris et du Devartement de la Seine (Paris: Librairie
Fischbacher, 1927), p. 57.
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7/
Echo
III Cimbale 8' Bourdon 8' Cromhorne
V Cornet
Pédales

8! Flites 8! Trompette
In essence, the French instrument parallels the
German approach to tonal design. One of the basic
tenets, the differentiation of pitch between divisions,
is carried out in the two main divisions of the French
organ, the Grand Orgue and Positif, which are pitched
at sixteen-foot and eight-foot respectively. Each
division contains Principals from foundation pitch
through one or two mixtures, designated Fourniture and
Cimbale. The scaling of these stops was made somewhat
smaller for the Positif than for the Grand Orgue.
Appropriately, the French builders spared little
expense in the making of organs. Expensive materials
were put into the pipework throughout the organ.
Almost all wood stops were made of oak and the metal
registers were made of tin, including not only those
in the case prospect, but also those inside the case.13

One point of divergence from the typical

German organ is in the expanded use of mutation stops.

13Hans Klotz, Das Buch von der Orgel (Kassel:
Barenreiter Verlag, 1955), p. 129.
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In the St, Louis des Invalides organ there are no
less than three such stovs on the Grand Orgsue and
three on the Positif, These mutations, in addition
to the five-rank Cornet (8', L', 2 2/3', 2', 1 3/5%)
on the Grand Orgue, give a total of eight off-unison
ranks between the two divisions, a larger number than
was usually found in the German instrument.
Of further interest are the reed stops which
were made in a slightly different way from those of
the German style. Shallot openings were wide and
parallel, giving an intensely rich tone with strong
upper partials.lu In this respect the French builders
must have excelled, for their reeds were instantaneous
in speech and possessed a tone which was light but
intense, giving the full ensemble a sense of great power.
On the St. Louis des Invalides organ there are
two chorus reeds on the Grand Orgue, a Trorpette 8!
and Clarion Li'. In all there are seven reeds distributed
over the four manuals. It should be pointed out that

Dom Bédos in his L'Art du Facteur d!'Orgues gave several

suggestions for drawing up the disposition of stops for

an organ; in each case, he called for a substantial

15

number of reeds.

1l*Rober-t: Noehren, "Poitiers Cathedral has Famous
Cliquot Organ Built in 1791," The Diapason (June, 19L.9),
ppo 28-290

15Dom Bédos de Celles, "L'Art du Facteur d'Orgues,"
translated by William L. Sumner, Orgen Institute
Quarterly, VII, No. 3, pp. 29-31.
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Another major difference between French and
German approaches is in the make-up of the third and
fourth manual divisions. In the German scheme these
divisions are given their own completeness and are
kept in a logical pitch relationship to other manuals.
The French organ exhibits a contrasting concept.

For the most part these manuals consist of a few solo
stops, usually sounding from c¢' upwards. In the

St. Louis instrument the Recit consists of a Cornet
stop of five ranks and a Trompette 8', while the

Echo includes a Bourdon 8!', Cromhorne 8!, Cornet of
five ranks, and a Cimbale of three ranks. Both manuals
cormmence at c¢' and extend to 03, indicating they were
intended primarily for treble melodic lines.

Perhaps the most striking difference lies in
the design of the pedal, for while the Germen instrument
displays a complete division, that of the French organ
is usually marked by a paucity of stops. The St. Louis
instrument has only two registers in the pedal, and
other French organs of the period show similar pedal
design.l6

Although numerous French organs utilized

separate cases for the Grand Orgue and Positif, the

16These stops were intended for use in playing
a bass part or a cantus firmus.
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idea of the werk-prinzip approach, so typical of the

German organ, was not carried throush the entire organ.
The Récit and é;ho divisions were placed inside the
case of the Grand Orgue and, in many cases, the pipes
of the é;ho were located below the chestwork of the
Grand Orgue giving a rather muffled and distant sound.17
It is, however, the similarities of the French
and German organs which are most basic to the consideration
of the reform of American tonal design. These elements,
the differentistion of pitch between divisions, the
building-up of complete choruses, and the division of
stops into wide and narrow flues and reeds, are the
fundamentals which provided the point of departure for
American organ builders. Of equal importance is the
general quality of voicing, characterized by clarity
and assertiveness.
From a secondary standpoint, individual
characteristics of these two national styles played
a significant role. In this particular connection, the
French practice of including numerous rmutations,

especially the tierces, and the voicing of reed stops

17E. Harold Geer, Organ Registration in Theory
and Practice (Glen Rock, New Jersey: J. Fischer and

Bro., 1957), p. 245.




to give a brilliant and assertive tone must be mentioned.

The German werk-prinzip and the evident insistence on

a wide tonal range in every division, including the

pedal, are also of great significance.



CHAPTER II

THE AMERICAN ORGAN OF THE EARLY TWENTIEI'H CENTURY

State of the Art

In the two hundred years following the end of
the seventeenth century numerous changes had been brought
about in the organ. The realm of tonal design was no
less affected, and the changes in concepts, new ideas,
and techniques which took place during the nineteenth
century profoundly altered the tonal structure of the
organ.

The magnitude of these changes is shown in a
comparison of the specifications of the organ in the
parish church at Himmelpforten, Germany, built in 162l
by Hans Scherer,1 and the instrument for the Evangelical
Iutheran Friedens Church, Kenosha, Wisconsin, built by

Weickhardt in 1910.°

Himmelpforten Kenosha
Hauptwerk Great
8' Prinzipal 8! Open Diapason
8! Rohrfléte 8t Melodia
Lt Oktave 8! Gambe
li' Spielflote 8! Dulciana
2' Oktave
VI Mixtur
8' Trompete

1I'his instrument was inspected by the writer in
1959. The stops and voicing were largely intact from
the original construction.

2The Diapason (January, 1910).
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Brustwerk Swell
8' Holzgedackt 8! Open Diapason
L' Spitzflote 8' Stopped Diapason
2! Prinzipal 8' Salicional
2' Waldflote L' Flute Harmonic
1 1/3' Nasat 8! Cornopean
II Terzian 8! Oboe
IIT Scharff
8' Regeal
Pedal Pedal
16' Subbass 16' Open Diapason
8! Prinzipal 16' Bourdon
L' Oktave 81 Octave (16')
2' Nachthorn 8' Flute (16')
VI Mixtur
16' Posaune
2' Kornett

The difference in tonal design between the two
instruments is striking, particularly in regard to
the distribution of pitches. The Himmelpforten organ
shows the customary German reliance on complete choruses
in 211 divisions and differentiation of pitch between
manuals, but any semblance of chorus is absent from the
Kenosha instrument. Indeed, there is an obvious pre-
ponderance of eight-foot and four-foot stops on both
manual divisions, while the pedal shows only two inde-
pvendent registers., The Himmelpforten organ speaks with
great precision of speech, clarity, and brilliance, but
the design of the Weickhardt instrument reveals a certain
thickness and heaviness of tone.

The observer may ask what had brought about
changes of so radical a character. The process of change
had taken different paths in the various European

countries, as well as in America. lMeny foreign influences



were felt in varying degrees in the United States,
although the gradual emergence of English ideas as the
primary influence had the greatest effect.

It is possible to see the gradual dissolution

of the old werk-prinzip approach through the eighteenth

and nineteenth centuries. DNore and more eight-foot

registers were introduced to the general design; at

the same time mutations were less numerous and mixtures

were composed of fewer and fewer ranks.3
The emphasis on clarity gradually gave way to

a desire for dynamic variation and greater variety of

unison tone. The conceptions of the Romantic era brought

about profound changes in the organ in order to make

the instrument capable of the artistic demands of the time.

The Barker Lever freed the builder from the restriction

of lower wind pressure. This in turn gave builders

the ability to produce stops of great power, which

demanded more wind than had previously been possible.

In addition, the number of stops on any given division

was no longer limited; organists began to have at their

control any number of stops. Along with this came

numerous devices for changing registers such as free

combinations, collectives (combination pistons), and

3Poul-Gerhard Andersen, Organ Building and
Design, translated by Joanne Curnutt (London: George
Allen and Unwin Ltd., 1969), pp. 247-252.
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crescendo pedals., The result was larger, louder

organs, more stops and more “gadgets" for the control
of such instruments. Periodicals often referred to
large new organs as monsters.u The attempt to make
the organ a one-man orchestra was in full sway.

In the United States the influence of English
builders had always been strong. Many of the earliest
organs in thils country had been iImported from England,
and those built in the United States were, in many

5

cases, by men of English tutelage. One of the most
notable builders, David Tannenberg, created many fine
instruments during his life's work in this country,

a few of which are still preserved. His organs

show some influence of the past glories of the
instrument, as a glance at some of the specifications
will reveal.6 Unfortunately, the work of these early
American builders was lost in the overwhelming surge
of nineteenth century ideas, and the instrument was

swept along the same paths as in the European countries.

By the end of the century the concept of the organ as

u"Large Monster for City Hall, Portland,
Oregon," The Diapason (April, 1911).

5

6William H. Armstrong, Organs for America
(Philadelphia: University of Pennsylvania Press,
1967), pp. 83-112.

Fesperman, The Organ as Musical Medium, pp. 5-6.




a chorus instrument was gone.

and dark,

Organ tone became thick

and upper-work sppeared with less frequency.

Scales grew larger, and heavier wind pressures were in

vogue.

Clifford Demarest expressed the view of many

organists in an article in The Diapason which included

a stop list of what he considered to be an ideal organ.

The stop list is given below:

7

Great
8' Gamba 8! Flute 8! Trumpet
81 Gemshorn
16' Open Diapason L' Flute
8' Open Diapason Harmonique
8' Open Diapason
Ii' Octave
2' Fifteenth
Swell
8' Aeoline 16' Bourdon 8t Oboe
8' Salicional 8' Hohlflote 8' Cornopean
8' Vox celeste 8! Gedeckt 8! Vox
8t Viole L' Flauto Humeana
dtorchestra Traverso
L' Violino 2' Flautino
8' Open Diapason
IIT Dulciana NMixture
Choir
16' Dulciana 81" Concert 8' Clarinet
8' Dulciana Flute
(161) 8! Quintaden
8! Muted Viol LL.' Chimney Flute
2' Piccolo
8' Open Diapason
Tc11fford Demarest, "Tone Colors in the Organ,"

The Diapason (September, 191lL), pp. L-5.
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Pedal
16' Dulciana 16' Bourdon 16' Troribone
(Ch.) 16! Gedeckt
16! Violone (Sw.)
8! Flute

16' Open Diapason
16' Open Diapason
(Gt.)
8! Octave

Demarest wrote that the diapasons should
be ". . . full, dignified, and pervading." Claiming
that mixtures were merely shrieking devices, he
lauded American builders! efforts to eliminate them
in lieu of ". . . useful, artistic foundation tone."

He asserted that mixtures were used as a means of
cutting corners on expenses and lamented the fact that
people could not seem to be able to tell the difference
between noise and pure tone.

The solitary compound stop in Demarest's
disposition was a soft (according to his own suggestion)
Dulciana Mixture, which did not break throughout its
entire compass. The lack of chorus is apparent in
this instrument. Indeed, the orchestral concept is
most evident with the emphasis placed on the variety
of stops of differing tone quality. Strings appear on

all manuals; flutes and diapasons are scattered about

the design, generally at eight-foot and four-foot pitches.

8Ibid.
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Conspicuously absent are mutations, an
obvious victim of the orchestral approach. The
concept was clear--tone color was thought of in
terms of orchestral counterparts. Tone qualities
were created by various types of stops sounding at
unison or octave pitches. The idea of producing
sounds through use of the harmonic-corroborating
stops (mutations) was rejected.

It is of interest to note the presence of
two eight-foot diapasons on the Great. This practice,
which gives massiveness to the overall sound, was
rather consistently carried out by other American
builders.

The Austin organ, built in 1918 for the Saint
James Church, Barrington, Massachusetts, is illustrative
of the fact that most builders concurred with the pre-

mises set forth by Demarest. The disposition is as

follows:9
Great
16' Double Open 8! Flauto 8' Harmonic
Diapason Ma jor Tuba
8' Horn Diespason 8' Gemshorn
8! Principal L' Waldflute
Diapason
lj' Octave

9"Austin Builds for St. James Church," The
Diapason (November, 1918), p. 16.
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Swell
8' Viole 16' Bourdon 8' Oboe
d'orchestra 8' Rohrflute 8' Cornopean
8' Viole Celeste I' Flauto
8' Echo Salicional traverso

2' Flageolet
8' Open Diapason

Choir
8' Dulciana 8' Concert 8' Clarinet
Flute
8' Geigen Princi- 8' Flute Celeste
pal L' Flute d'amour
Echo
8' Viole 16' Lieblich 8' Horn
Aetheria Gedackt 8' Vox Humana

8' Vox Angelica 8' Gedackt (16')
L' Fern Flute
8' English Diapason
Pedal
16' Violone 32' Resultant 8' Tuba
16' Bourdon Profunda (Gt.)
16' Open Diapason 16' Lieblich
Gedackt (Ec.)
8! Gross Flute
8' Flute Dulce (Ec.)
The pervasiveness of eight-foot tone is
clearly evident in the design of this instrument. From
a total of thirty-two manual stops only one sounds
above four-foot pitch, the Flageolet on the Swell.
Similarly, there are no stops above eight-foot pitch

in the pedal. There is an abundance of orchestral

stops with no apparent relationship one to the other.
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Not a single mutation is present; neither are there
any mixtures., With such a tonal design it is apparent
that the manuals have no functional tonal relationship
to each other.

The Barrington organ illustrates another
facet in the tonsl design common to most instruments
of the period--that of having a Choir division designed
for suitable accompaniment of the other divisions.
Noel Bonavia-Hunt has pointed out the process by
which the third manual developed into an assortnent
of quiet stops suitable for that purpose. Further-
mnore, in many organs a group of highly colorful stops
was included to make the Choir a collection of both
soft, accompanying voices and color registers for solo
use.10 The Choir manual of the St. James Church organ
with five stops at eight-foot pitch is typical. Many
volumes of music were printed during the period which
called for extensive solo use of such stops. This
instrument amply demonstrates its suitability for such
tasks.

Further evidence of orchestral thinking is

seen in the various books dealing with the problems

1ONoel Bonavia-Hunt, The Church Organ
(London: William Reeves, 1967), pp. 91=92.
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of transcribing orchestral rmsic for the organ.

Hubert F. Ellington devotes a significant portion

of his book to a description of the principles govern-
ing techniques of transcribing. Going into elaborate
detail he includes numerous works and discusses the
appropriate stops to use in order to achieve an artistic

result.11

Obviously an organ full of Oboes, French
horns, Strings, and Flutes would be most suitable.

In The Making of Sound in the Organ and in the

Orchestra, Hermann Smith examines the physical factors

at work in the production of sound from organ pipes and
attempts to draw parallels with various orchestral instru-
ments.l2 Numerous other books and articles provide evi-
dence that orchestral thinking was widespread among
American builders. This should not be surprising,
especially when the typical organ recital of the day
would devote a portion of the program to orchestral
transcriptions. Theatrical effects were common and

recitalists often produced dramatic improvisations such

11Hubert F., Ellington, The Art of Transcribing
for the Organ (New York: H. W. Gray Company, 1922),
Pp. 30=112.

12Hermann Smith, The Making of Sound in the Organ
and in the Orchestra (New York: Charles Scribner's
Sons, 1911), Passim, chap. iii.
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as The Thunder Storm, complete with lighting effects.l3

One further consideration of significance is the
fact that the organ as an instrument was in greatest
use in connection with the church. Sunday after Sunday
the organ was used as a liturgical instrument, playing
hymns, providing interludes, and accompanying anthemns.
Use of the instrument for insipid interludes and back-
ground music for prayers hardly inspired builders and
organists to design the type of organ that embodied
the ideals of chorus, clarity, and brilliance. On the
contrary, what served their purposes most admirably was
the type of organ based on an orchestral approach.

The practice of enclosing divisions within a
swell box was also in full sway. This box enclosed
the stops on 211 sides save one, which was fitted with
louvers that were controlled by the organist at the
console., Since its invention in the early eighteenth
century it hed been applied to one or more divisions.
As the Romantic era progressed, the swell box also
gained favor. Some organists advocated its application
to every division in the organ. George Ashdown Audsley,
the noted British organ expert, was one such advocate,
writing:

Whilst we do not expect a storm of opposition
to the proposal to extend the application of the

13Barbara Owen, "American Organ Music and
Playing, from 1700," Organ Institute Quarterly, X,
No. 3 (1963), 7-13.
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swell box to such divisions of the organ as the
Choir and Solo, we are prepared to meet with a
whirlwind of objections--unreasonable and illogical
for the most part--against the proposal we have to
urge to apply the swell box to both Great and Pedal
organs.

Emphasizing his statement, he continued:

There is no more reason in making any division

of the organ unexpressive and invariably uniform
in the strength of its tones, than there would be
in destining any division of the Grand Orchestra
to deliver its sounds at one unvaryi&& strength
and without any expression whatever.

The justification of certain aspects of organ
sound 1s again made on the basis of the orchestra. An
examination of dispositions of the period indicates,
however, that not even experts such as Audsley were able
to convince the majority of organ builders, for the most
common practice was to enclose the Swell, Choir, and
Solo, while leaving the Great and most of the Pedal un-
enclosed.,

Organ builders, freed from past limitations,
devoted their attention wholeheartedly to new mechanical
devices., Various key actions and windchest designs
were invented or improved. Couplers, sub-couplers, and
super-couplers, which made possible the coupling of an

entire manual to other manuals and to the pedal, were

widely used. Electro-pneumatic action enabled builders

, 1uGeorge Ashdown Audsley, The Art of Organ
Buildin% (2 vols.; New York: Dodd, HMead, and Company,

’ I, LI-B’LI-(? .
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to place the organ in unusual locations and at great

distances from the performer.

Joseph Blanton quotes from a printed program
for the dedication of an organ in a large New York
City church:

The console rests on a large elevator and it
can be elevated or lowered, as desired, Despite

the large number of electric wires that connect
the console with the different divisions of the

organ system, it is possible, by means of a flexible

cable thirty feet long, to roll the console out
on the floor of the Chancel so as to face the
congregation when concerts are being given or
other events make this desirable,

The term "organ" is a misnomer, as such
wonderful and unique tonal effects can be secured
that it is more like a great modern orchestra,
and perhaps the most marvelous thing is that all
six of these organs--even the remote Echo organ--
is [sic) under the control of a single performer.
This mechanism seems positively human, actuated by
unseen power, far away from the organist, yet
absolutely under his control, it interprets his
touch and feeling.

Electric cables run in various directions and
multiple switches, motors, etc., are used, and
while we are looking at this intricate mechanism,
the organist begins to play and this inanimate
matter is endowed with life and motion; valves
open and close, pneumatic engines expand and

contract, all in immediate response to the lightest

touch.

An instrument so modern and so complicated
demands the employment of an artist of exceptional
ability. ©No ordinary player would be capable of
holding it within bounds and compel it to obey his
will, to thrill either Eg its soft cadences or by
its elemental grandeur.

15Joseph Blanton, The Organ in Church Design
(Albany, Texas: Venture Press, 1957), DPe 54-55.
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Similar articles and comments on new organs
indicate a wide-spread preoccupation with such mechanical

matters.l6

Builders were constantly striving toward
meaningful new devices., W. L. Sumner gives a list of
inventions by American organ builders: i’

Je T. Austin

A universal chest to provide constant wind
pressure

Robert Hope-Jones
Sforzando mechanism to cause the swell shutters
to close tightly as soon as a note or chord
was begun

E. M. Skinner

A "whiffle-tree" action box to operate the
swell shutters

W. E. Haskell
A means of producing an open flue tone from
pipes of half-length, using a smaller diameter
tube, closed at one end, in the pipe

A device to produce Saxophone, Tuba, and
Clarinet tone from flue stops

These experiments were not confined to mechanical

matters, as the orchestral registers indicate. Builders

16While touring in England in 1959 the writer

was shown several instruments by Henry Willis IV, one of
which had an attachment for a device similar in size and
shape to a rectangular cigarette holder. By squeezing
the device between his teeth the organist could control
the swell shutters,

1Twi111am L. Sumner, The Organ (London:
MacDonald and Company, 1958), pp. =196,
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sought new tone colors and applied new techniques to
scaling and voicing which had not been used in the
past. One such stop common to many organs was the
Diapason Phonon. This register was a large-scale
specimen of great volume. It most commonly appeared
on the Great at eight-foot pitch. A roll of metal
or leather surrounded the upper lip of the pipe, which
resulted in a dull, round tone of little harmonic
development. It served as a solo stop which provided
the maximum power at the fundamental harmonic.18
Other stops of a similar nature were usually
present in ample number. This is shown by the specifi-

cation of the E. M. Skinner organ built in 191l for the

Finney Memorial Chapel, Oberlin College, Oberlin,

Ohio:1?
Great
16' Diapason 16' Bourdon 16' Ophicleide
8' Diapason 8! Philomela 8' Tromba
8! Second 8! Claribel Ij' Clarion
Diapason Flute
L' Octave L' Flute
2 2/3' Twelfth
2' Fifteenth
IIT Mixture
Swell
16' Dulciana 16' Bourdon 16! Contra
8! Salicional 8! Spitzflote Posaune
8' Voix Celeste 8' Clarabella 8! Posaune
8' Aeoline 8! Erzaehler (161)
18

Ibid., po 2870
19Te Diapason (July, 191k), p. 1.
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8' Unda NMaris 6' Gedeckt 8' Fluegel
Lt Flute Horn
8' Open 2' Flautina 8' Vox Humana
Diapason L' Clarion
Lt Octave
Choir
16' Gamba 8' Concert 16' Fagotto
Flute 8' Clarinet
8! Geigen 8! Kleine 8' Orchestral
Principal Erzaehler Oboe
8' Quintadena
L4, Flauto
Traverso

2' Piccolo

Solo
8' Gamba 8' Philomela 16' Fagotto
8! Gamba 8' Harmonic (Ch.)
Celeste Flute 8' Clarinet
(Ch.)
8' Orchestral
Oboe (Ch.)
8' French Horn
8' Tuba
Mirabilis
Echo
8' Cor de 8' Vox Humana
Nuit
Pedal
16' Violone 16' Bourdon 32' Bombarde
16' Gamba 16' Echo 16' Posaune
8' Cello Lieblich 18' Ophicleide
. (Echo) ! Tromba
2, DIEPESON 15 /31 Quing L' Clarion
Diapason 8' Gedeckt
16' Second 8 Stlllk
Diapason Gedeck?
8! Octave

This general design was cormon for the period,

with a heavy preponderance of eight-foot and four-foot
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tone. As was usually the case with Skinner's organs,
the instrument displays quite a large variety of stops
of string and reed quality inspired by the orchestra.
Despite the fact that there was very little in the way
of upper work, the Great did contain a diapason chorus,
albeit diminutive, including a three-rank mixture.

The tonal structure of the other divisions, however,
shows a lack of chorus ensemble., They are collections
of colorful but, for the most part, unrelated foundation
stops. It seems unthinkable that in an organ of seventy=-
one stops the builder saw no need to include any pedal
stop sounding above eight-foot pitch.

Of special interest is the relatively large
number of color stops, many of which were invented and
used for the first time in the early twentieth century.
Since this type of register occupied such an important
place in the tonal scheme, a description of a few of the
more interesting and unusual ones is appropriate. This
will afford a deeper insight into the thinking concerning
tone quality in the organ at that time.

The Great organ contained several color stops,
one of which was the Erzaehler. E. M. Skinner claimed
to have been the inventor of the register and several
dictionaries of organ stops support his claim. The

stop itself, commonly found at eight-foot and four-foot
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pitches, is of conical pipes, somewhat more pointed at
the top than the more traditional Spitzflote. 1Its
purpose was to integrate the tones of both bright and
dull stops and of high and low-pitched stops. The
register was voiced so that the lower harmonics were
full and complete and gave cohesion of tone. Stevens
Irwin states that the Erzaehler points up the pitches
of the other stops, without changing their character.20
Another flue stop which builders attempted to
use as the organ counterpart of an orchestral prototype
was the Concert Flute. This stop, usually made of
metal, is an open harmonic pipe (twice the normal length
and pierced with a hole midway along the tube). It
is characterized by a sound which is somewhat louder

21 A

and smoother than its orchestral relative.,
similar register, but of ruch larger scale, is the
Clarabella. This stop gives a thicker tone and appears
most often on the Great organ, as in the Oberlin College
instrument.

Orchestral instruments of the wind section
seemed to have been a particularly strong source of

sounds for the organ builders of the period, as the

large number of such stops witnesses. In the Finney

2OStevens Irwin, Dictionary of Pipe Organ
Stops (New York: G. Schirmer, Inc., 1962), p. 90.

2lrne Skinner Organ (New York: Fay-Leone-
Faurote), p. 17.
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Chapel organ there are several stops of this type
such as the Fluegel Horn, Clarinet, Orchestral Oboe,
and the French horn. Skinner is reputed to have
developed a type of French horn stop which was remark-
ably 1like its orchestral counterpart, even producing
the characteristic "bubble" inherent in that instrument's
attack. Outwardly the pipe resembled a trumpet sur-
mounted by a pyramidal cap which was soldered on.22
Another very common example was the Clarinet,
a register found in many organs, usually on the Choir.
It resembled the Earoqgue Dulzian in appearance and gave
a limpid, round, and full-toned effect similar to the
orchestral instrument. The tonal pallete of the typical
Clarinet is characterized by a strong fundamental, weak
second harmonic, a strong third, and a variety of
higher-pitched harmonics. Perhaps this stop comes
closest toward matching the sound of the orchestral
model.23
The list of registers in the Finney Chapel organ
and the cursory description of some of the more exotic
ones has served to underscore the fact that interest
in orchestral imitations had taken a position of higher

priority than choruses and pure organ tone with the

22George Ashdown Audsley, The Organ of the
Twentieth Century (New York: Dodd, Mead, and Company,
1919), p. LOO.

231rwin, Dictionary of Pipe Organ Stops, p. L8.
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builders of the period. The ingenuity of those organ
craftsmen cannot be denied. Their many inventions were
quite successful from the standpoint of mechanical
matters. It seems clear, however, that the apparent
gains were made at the expense of more fundamental
considerations, those of full choruses, relationship
of stops, blend, clarity, and brilliance. It was
unfortunate for the organ as an instrument that these
basic ideas had gradually been forgotten and lost in
the wave of technical innovations and new techniques.
Perhaps the one individual who had the most
influential (ruinous?) effect on organ building in
the early part of the twentieth century was an
Englishman who immigrated to the United States, Robert
HOpe-Jones.zu His invention, the unit chest, wrought
terrible damage to the tonal design of the organ and
helped make possible the ultimate degradation of the
instrument, the cinema organ.25 Stated simply the

unit chest allows any given stop to be played at any

ZuHope-Jones invented the Diaphone which was
used by the Canadian Govertment for its fog signal
stations. He later modified the device for inclusion
in his organs.

25Surner, The Organ, pp. 230-231.
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number of pitches by means of a multiplicity of
electric wirings. For example, a Bourdon with
ninety-seven pipes is playable at eight-foot, four-
foot, two-foot and one-foot pitches., Wired in
additional ways the stop is also playable on any
manual or pedal, a technique which is called duplexing.
Since different pitches call for differing scales,
however, this technique produces sounds which are

not completely satisfactory and represent a compromise
in the interest of saving space and money.

Unification, often referred to as augmentation,
was increasingly applied to organs. Instruments
actually possessed far fewer pipes than one would
expect from the large number of stop knobs on the
console. The pedal division suffered most from this
practice, since many builders reduced the number of
registers drastically.26

Few organists complained about this new technique,
which appeared to increase the tonal possibilities of
the instrument. Ferdinand Dunkley described the unit
chest and claimed that it was superior in both tone
quality and in possibilities to the older style, which

he viewed as wasteful. He was so convinced of its

26Ernest M. Skinner, The Modern Organ (New York:
H. W. Gray Company, 1917), pp. 1L4-1C8.
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validity that he proclaimed it the " . . . organ of
the future."27
G. R. Peters stated that the unification

technique was valid because of the tremendous reduction
in costs it made possible. Furthermore, he asserted

it was a great help in solving the all-too-frequent
problem of lack of space. He likened unification to

" . « o individual couplers,”" and claimed that since
certaln stops sounded so much alike, they could success-
fully be dispensed with in favor of the unit chest.28

Illustrative of the unification approach is the

Hillgreen-Lane organ built in 1923 for Trinity Com-

munity Church, Grand Rapids, Michigan:z9
Great
8! Dulciana 8' Doppel- 81" Tuba
Ii' Dulcet Flute Mirabilis
(81) i' Harmonic
Flute
16' Open 2' Piccolo
Diapason
8' Open
Diapason
L' Octave
2 2/3' Quint
Swell
8! Viole 16' Bourdon 8' Orchestral
d'orchestra  8' Gedeckt Oboe
8! Viole (161) 8' Vox Humana
Celeste 8' Quintadena

27Ferdinand Dunkley, "Organist Praises Unit
Plan," The Diapason (January, 1910).

28G. R. Peters, "The Duplex Organ," The
Musician, XXIII (November, 1918), 26.

29%The Dispason (July, 1923), p. 15.
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8' Aeoline L F1dte 3
cheminée
8' Open
Diapason
Choir
8' Dolce 8' Concert 8' Clarinet
Flute
8' Geigen L' Flute
Principal d'amour

2' Flautino

Pedal

16' Violin 32' Resultant
(sw,) 16' Doppel-

8! Violin flute (Gt.)
(sw.) 16' Lieblich

8' Dolce Gedeckt (Sw.)
(Ch.) 8' Grosse Flute

(Gt.)

16' Open

Diapason

8' Octave (16')

Of a total of twenty-five independent stops
the pedal division commands only one. Duplexing has
allowed the borrowing of stops from the Great, Swell,
and Choir manuals. Unification is even applied to the
Great with the Dulciana sounding at both eight-foot
and four-foot pitch. Recalling the magnificently
endowed pedal divisions of the seventeenth-century
German instruments, the Trinity Church organ seems a
pitiable affair,

The most extensive application of unification
and duplexing was in small organs such as practice
organs. Large or small, however, the extent to which
it reduced the number of independent stops and compro-

mised the tonal integrity of the organ reached alarming
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proportions with many builders.

Perhaps the ultimate application of this
technique was in the cinema organ which flourished
during the early part of the century. Stops of all
qualities were made playable at an almost endless
succession of pitches and were duplexed around the
manuals with little or no restraint. Joseph Blanton
wrote of such organs:

The mighty organs of the motion-theaters had a
ruinous effect on the already decadent American
church organ. The movie-goer became enamoured of
the wails of the Vox humanas and the gushiness of
the tremulous Celestes and insisted on hearing

the same wierd sounds in the church Bervice; need-
less to say, most builders obliged.3

The integrity of the organ could sink no lower.
Tonal design had so degenerated that the principles
which had brought sbout the great instruments of the
past had vanished. There remained only one direction
for organ tonal design, and that was a return to the

principles of the seventeenth- and eighteenth-century

German end French organs.

30Blanton, The Organ in Church Design, p. 5l.




CHAPTER III

1925-1932: INCHOATE REFORM

Reappearance of Mixtures and Mutations

It has always been difficult to make a clear
and definitive delineation between various segments
of an historical process. It is no less true in the
matter of organ tonal design. There are, however,
certain developments in the latter half of the nine-
teen~twenties which suggest that the tonal design of
the organ was being reexamined. It has been shown
that the organ in America exhibited a dismally poor
tonal design around the turn of the century. It is
significant that few American composers of prominence
chose to write music for such an instrument.1

It is necessary to point out that the changes
brought about during this period, while certainly
improving the scheme of the organ, did not reflect a
fundamental reassessment of tonal design. Although
there were certain long neglected elements in design

which were returned to the instrument, they represent

lJohn Fesperman, The Organ as Musical Medium

(New York: Coleman and Ross Company, lnc., 1962), p. 32.

Lb
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additions to an existing approach rather than a
reordering of the basic ideas.

For the most part, advances in tonal design
during these years consisted of the gradual reappear-
ence of mixture and mutation stops. While specifica-
tions of organs built from 1890 to 1925 show an almost
complete absence of such registers, later instruments
reveal that more and more were included gradually.
Professional periodicals began to yield letters and
articles dealing with such matters around the middle
of the thirties. It is apparent that not all organists
and builders shared the same opinions, but there can
be no doubt that changes in thinking were taking place
in some people's minds.

The matter of unification, which had dealt the
organ a serious blow, was one of the techniques which
came under particular attack. Ernest L. Mehaffey was
highly critical of the practice, citing instances in
which pedal divisions contained only one or two ranks
of pipes. He deplored this practice since, in his view,
it left the pedal without any true independence.
Mehaffey laid the blame for such practices at the feet
of organists as well as builders, attributing it to

their desire to cut costs at the expense of the pedal.2

2Ernest L. Mehaffey, "Augmentation and the
Modern Organ," The Diapason (January, 1924), p. 29.
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Edwin H. Lemare, an organist of note, likewise
was highly critical of unification. ™ . . . robbing
Peter to pay Paul," wrote Lemare in pointing out that
the practice left the organ without the proper variety
of sounds. He further noted that unification produced
dead notes which tended to obscure musical lines,
particularly in polyphonic music. Obviously concerned
with a good ensemble sound, he cited the fact that the
scaling of pipes should differ at various pitches,

a situation which was impossible with unified stops.
Lemare was also critical of the concept of substitut-
ing super couplers for upper work. In his opinion,
this was unacceptable, since it would not produce a
proper chorus. Furthermore, he maintained that this
also produced the undesirable effect of dead notes.3

That not all writers and builders shared these
views is shown in an article written by Senator Emerson
Richards, He wrote that judicious unification was in
order., Richards stated such a practice was justifiable
on financial grounds. While defending the theory that
the organ needed proper ensemble groups,he saw nothing

wrong with unifying some stops, particularly in the

3Edwin H. Lemare, "The Evils of Unification,®
The Diapason (March, 1925), pp. 32-33.
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pedal. This, he felt, would not sacrifice too much
in the general design.u

An examination of specifications during this
period shows that the practice of unification and duplex-
ing was on the decline, but at the same time it is clear
that unifying stops in the pedal still held forth in
full sway with many builders. The organ built by the
Reuter Organ Company in 1926 for the Concordia Teachers

College, Seward, llebraska, shows the approach common to

many builders. The disposition of stops is shown below:5
Great
8' Viole 8' Doppel- 8! French horn
d'gambe flute
8! Gemshorn
8! Open L' Flute
Diapason Hermonique
Swell
8' Viole 16' Bourdon 8! Cornopean
d'orchestra 8' Stopped 8t Oboe
8' Salicional Diapason 8' Vox Humana

8' Voix Celeste ' Waldflote
8' Aeoline 2 2/3' Nasard

2' Flautino
8! Open
Diapason
Choir
81 Duleciana 8! Concert 8' Clarinet
8' Unda Maris Flute
I4' Flute

uEmerson Richards, "Senator Richards Answers
Lemare's Article," The Diapason (June, 1925), p. 26.

5The Diapason (September, 1926), p. 30.
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Pedal
8t Violon- 16' Bourdon 16' Trombone
cello 16! Lieblich
(Gt.) Gedeckt (Sw.)
3' Dolce
16' Open Flute (161)
Diapason

Only three out of a total of twenty-seven stops
are allotted to the pedal division. The remaining pedal
stovs are merely unifications from other pedal registers
or duplexes from manual stops. It seems amazing that
in a three-manual organ of perhaps thirty to thirty-
five stops, there would be such a small number of inde-
pendent pedal registers, Furthermore, in many similar
instruments no pedal stop sounding above eight-foot
pitch could be found, a situation which made necessary
the employment of pedal couplers for the playing of
almost any pedal part.

Another consideration which engaged the attention
of organists and builders during this period was the
question of the prover place of mixtures and mutations
within the tonal scheme. lMax Hess, writing in The
Diapason, decried the omission of these stops. His
article set forth a brief history of mixtures and went
into great detail concerning the composition and voicing
of such stops. He insisted that each division needed a
mixture to coriplete its ensemble. For the Choir he sug-

gested a softer voicing of the mixture in order that it
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would blend with the other voices in that division.,
In addition, he was in full agreement with the idea of
returning mutation stops to the organ.

Dr., Kaspar Koch, a noted organist, lauded the
restoration of mutations by some builders. He wrote that
the organ had become a deplorable type of one-man orch-
estra, a collection of nothing more than a large assort-
ment of unrelated solo stops. Dr. Koch exhorted builders
to include proper ensembles, including mixtures, which
he felt were absolutely necessary. Concerning the in-
clusion of string stops, Koch felt they were acceptable,
but cautioned that such stops should be kept apart from
the ensemble, as they tended to obscure the transparency
of the whole ensemble.7

J. E. Pasquet went even farther., He claimed
that no organ builder in the world was building mixtures
properly. Pasquet suggested that mixtures be put on
separate wind chests so that they would not be affected
by super octave couplers. This, he proposed, would en-
able these stops to achieve their true purpose which

was to provide correct upper harmonics, rather than to

make more noise,

6Max Hess, "Mixtures: their History," The
Diapason (December, 1928), p. 39.

7Caspar Koch, "Conservation and Progress in
Tonal Equipment in the Organ," The Diapason (October,
1926), pp. 12-13.

8Other upper work would, however, be so coupled.
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He stated further that the mixtures should be voiced

so as to be useable with a single other stop. This he

claimed would work quite satisfactorily, writing,

", . . combining a soft Swell mixture with the Stopped

Diapason is the nearest approach to a real harp that I

have been sble to make."?
It must be pointed out that, despite the numer-

ous articles and letters by musicians urging the return

of these elements of tonal design to the organ, the

actual inclusion of them in instruments by organ builders

was sometimes a very timid affair. One of the leading

builders of the period, E. M. Skinner, agreed with

these ideas, at least up to a point. His organ for

the Warner Concert Hall, Oberlin College, Oberlin,

Ohio, built in 1926 typifies some of the early attempts

at building a more inclusive type of organ:lo

Great
16' Diapason 8' Flute 8' Tromba
8' First Harmonique (Ch.)
Diapason Iyt Flute ly* Clarion
8' Second (Ch.)
Diapason
L' Octave

2 2/3'" Twelfth
2' Fifteenth
IV Mixture

9J. E. Pasquet, "Are Organ Mixtures Constructed
Properly?" Etude, XLV (July, 1927), L32.

loThe Diapason (October, 1927), p. 2.




Swell
81
81

81
ul
ITI

Choir

161

81

81

81

81

ul

81
Pedal

16!
8t

16!
16!

81
ul

The most obvious
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Salicional 16!
Voix 81
Celeste 8
Diapason 81
Octave 81
Chorus L
Mixture
2|
\'
Gamba 81
Gamba (161')
Gamba L
Celeste 2 2/3!
Dulciana 2!
Unda Maris
Gambetta
(161)
Diapason
Gamba (Ch.) 161
Cello (Ch.) 16!
Diapason 8!
Diapason
(Gt.) 81
Octave (16')
Super L

Octave (16')

16!
81
81

Bourdon
Rohrfldte
Flute
Dolce
Flute 81
Celeste
Flute
Triangulaire
Flautino
Cornet

Concert 81
Flute

Flute 8¢
Nasard

Piccolo

16!
81

ut

Bourdon

Echo Bourdon
(Sw.)

Gedeckt

(16')

Still Gedeckt
(sw.)

Flute (16')

Waldhorn
Cornopean
Oboe

d t'amour
Vox Humana
Clarion

Tuba
Mirabilis
Clarinet

Trombone
Tromba
(161)
Clarion

advance this organ reveals

over past instruments is the inclusion of a full chorus

of diapason tone quality on the Great, including a

four-rank Mixture.

In addition, the Swell incorporates

two compound stops, one of which is a Cornet, the other

a Chorus Mixture of three ranks.

Heretofore, if there
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had been a mixture in the Swell, it was a rather innoc-
uous register with voicing so soft and unobtrusive as
to be practically neutral. Skinner had included two
chorus mixtures that, as indicated by their titles,
functioned as full-voiced members of their respective
ensembles. The specification, however, also reveals
the preoccupation with color stops since there are
three celestes on the organ in addition to the usual
assortment of orchestral reeds.

The orchestral organ, however, was by no means
being replaced, as is shown by organs of the period and
articles by interested parties. H. F. Parks, writing in
Etude, sought to treat the question of registration by
applying colors to the basic tone qualities which he in
turn related to the sections of the orchestra., Parks
dwelled at great lengths on the effects of mixing colors
and described the results in highly colorful, but rather
un-orgenistic terminology.11

On the same topic, J. H. Stewart saw nothing
wrong with the concept of the orchestral organ, though
" . . . within limits," which he neglected to describe
in his article. The key to grasping his concept of

organ tone is in his suggestions for registering the

llH. F. Parks, "The Art of Tone-Coloring on
the Organ," Etude, XLVIII (liay, 1930), 360.
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Prelude and Fugue in E Minor, by J. S. Bach. The great

lengths to which he goes in adding and retiring stops
throughout the work reveal an approach to registration
which is strongly, if not completely, orchestral.12
Indicative of the fact that not everyone
shared the opinions of those who advocated the liberal
use of mixtures and mutations is the Pilcher organ

built for the Hebrew Benevolent Congregation of

Atlanta, Georgia, in 1930. The specification is

given below:13
Great
16' Open 8' Melodia 8! French
Diapason 8! Gemshorn Trumpet
8" First L' Flute
Diapason Harmonique
8' Second
Diapason
L' Octave
2' Super-
octave
Swell
8' Viole 16' Contra 16' Contra
d'orchestra Clarabella Fagotto
8t Viole 8'" Clarabella 8! Cornopean
Celeste (161) 81! Oboe
8! Aeoline 81! Gedeckt 8! Vox
8' Aeoline Lt Flute Humana

Celeste 2 2/3' Nasard (%')
2t Picecolo (L')

127, H. Stewart, "Registration," Etude, XLVIII
(February, 1930), 130-131. -

13The Dispason (June, 1930), p. 2.




81
81

ITII

Choir
16!

81
8!

81
ul
2 2/3"

2!

Pedal

16!
16!
81
16!
16!
8!

51/3"
Ll_t

Diapason
Phonon

Horn
Diapason
Dolce Cornet

Contra
Dulciana
Muted Viol
Viol
Celeste
Duleciana
(161)
Dulciana
(161)
Dulcet
(161)
Dulcet
(161)

English
Diapason

Violone
Contra
Dulciana
(Ch.)

Cello (Sw.)

Cpen
Diapason
Second Open
Diapason

Cpen Diapason
(161)

Quint (167')
Octave (16')

81
81

81
Ll_l

2!

32!
16!
16!
81
81

81

Concert 8' Clarinet
Flute

Flute

Celeste

Quintadena

Flute

d'amour (8')

Piccolo (8')

Resultant 16' Contra

Bourdon Fagotto
Gedeckt (sw.)
(Sw.) 16' Ophicleide
Gross Flute 8' Tuba (16!')
(sw.)

Dolce Flute

(Ch.)

Still

Gedeckt (Sw.)

This organ shows very little change from the

organ of the first decade of the century. Conspicuously

absent are mixtures,

and it must be pointed out that

the two mutation stops which are found on the organ are



the result of unification. In fact, unification is

used extensively throughout the instrument, particularly
in the pedal division, which possesses only five inde-
pendent stops out of some eighteen stop-knobs on the
console.

The leathered Diapason under high wind pressure,
too typical of organs of that period, is present on the
Swell. The large number of orchestral stops and the
almost total absence of independent stops above four-
foot pitch are certainly two of the most obvious
characteristics of this organ. There are twenty-nine
instances of unification and duplexing, twelve of which
occur in the pedal division, a situation which hardly
qualifies the instrument to be classified as an example
of judicious unification. The solitary compound stop
on the organ, the Swell Dolce Cornet, 1s an unbreaking
mixture of 2', 2 2/3', and 1 3/5'. The voicing of
this stop was rather standardized among bullders,
being rather soft and unobtrusive. In any event, it
was obviously not intended to function as an ensemble
mixtur'e.uL

It is obvious that in designing an instrument
of only a small number of stops the designer necessarily

must be more discriminating in his choice of registers.

1LLStevens Irwin, Dictionary of Pipe Organ Stops
(New York: G. Schirmer, Inc., 1%962), pp. (5-/6.
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It is, therefore, easier for the observer to discern
with accuracy the fundamental approach and order of
priorities of the designer. Thorndike Luard dealt with
this problem in an article which appeared in The Diapa-
son. In it he discussed the two fundamental issues as
he saw them--the relative importance of chorus and
variety of sounds. In his suggested dispositions he
revealed himself as belng strongly wedded to the concept

prevalent in the early twentieth century. One of his

specifications is given below:15
Great
8' Dulciana 8' Melodia
L' Flute
8' Open Harmonique
Diapason
Swell
8' Salicional 8' Gedeckt 8' Oboe
81 Voix L' Flute
Celeste d'eamour
8' Diapason
Choir
8' Dulciana 8' Melodia
(Gt.) (Gt.)

8' Unda Maris L' Flute
Harmonique (Gt.)

Pedal

16' Bourdon

15Thorndike Luard, "Designing Plans for Small
Organs," The Diapason (May, 1929), p. 49.
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16' Lieblich
Gedeckt (Sw.)
8" Flute (16')

The specification above reveals complete re-
liance on eight- and four-foot stops. There is some
unification as well as duplexing. In fact, the Choir
consists of a single independent stop, the others being
duplexed from the Great division. Luard also allows
only one independent stop for the Pedal out of a total
of fifteen in the entire organ. The concept of chorus
is obviously absent since there is provision for
principal stops only at eight-foot pitch. The view
that variety of sounds should come only through re-
gisters of different tone qualities and those at eight-
and four-foot pitch is evident.

Another organist who wrote on the subject of
small organs was William H. Barnes, a man who rose to
a position of considerable influence in organ circles
in later years.16 One of his articles began with a
description of the Great division of the old instrument
in the Boston lMusic Hall., The organ had originally
been built by the firm of Walcker of Ludwigsburg,
Germany, in 1863, The instrument displayed many

characteristics of the German Baroque organ, su<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>