obtains a polyphonic quality without imitative and fugal treatment.
Kz[[er and Sc}\weltzer give [css weiglﬂ to the Buxtehuc[e inﬂuencc
and kzlieve l’l\at in the }’ive—part GravementBacl\ was more
stimulated by the ltaltan motet style.

‘*—Joscph Braunstein

About the Performance and Recording

Anton Hetller (1923 =il 979) was one of the great organists of
[1\'5 time. He was a[so renowne(l asa ](ey[marcl improviser in tI\e
tradition o[ Bac]’l Pn’msz“, as evidenced in many o[ 1112 mcor&inss he
made for Vanguarc{ C[asslcs

Born in \Aenna, ]m stu&ie& composition anc[ I(eyhoarc[
per[ormance at the Vienna Conservatory and in 1945 became a
pro(essor o[ organ at t[1e \Aenna /A\caclzmy in tl]e Aapartment of
cImrc]x music. Continm’ng to concretize, l\is [)ri[[iant (ecl’miqua anc{
interpretive artistry, on [)otlt tIIe organ and the harpsicl]orc[,
esbauisl\ec{ Iu'm as one of the foremost pzr{ormers and recor(ling artists
og t}le era. /A\s a composer, ]’ﬁs worl( won increasing az{miration in
European circ[es an& was per[ormu{ in \/enice, Ear(s, an:{ Lpndon, as
well as at various [esn’va[s.

Het[[zr l\a& a unique conception of the sound he wanted to l\zar
for any speci(ic repertoire, and he chose the instrument that would best
bring that conception to life. For the performance on this recording, he

se[zcled the organ at the St. Mary Church at He[singlvorg in
Sweden.

ORIGINAL RECORDING INFORMATION

Recorded at St. Mary's Church, Helsingborg, Sweden, 1964
Origina[ Recorc{ing B‘oc[ucer: Dr. Kar[ \X/oUeltner
On’g[nal Recording Engineer: Peter \x/i“emoes

Original LP Release: BG 674/ 70674

On’gina[[y Released on CD: OVC 2005

SA-CD REMASTERING INFORMATION

S/\*CD Proclucer an({ Remix Engineer: David Bal<er

SA*CD Mastering Engineer: .]en \X/y[zr

SA—CD AutI]on‘ng Engineer: \X/oody E)rupitaksuk

Original Two Track Recording Remastered May & June 2004 at

i Sony Stu&ios, New %rk City

Tapes Used: BG—70674 A & B, marked “Stereo Orig(na[”.
Additional material audited from tapes marked HM 73
“Origlna[“.

\/anguard C[assics’ SA—CD remastering seeLs to make the finest
quality copy of the original master tape. No additional channels will
be added tn the creation of the SA-CD cutting master. During this
remastering process, a new master was a[so creatzc[ {or tl\e standarcl

CD Iayer o( tI’m SA—CD, 50 {isteners enjoying t[\e CD [ayer wi[[

also hear the music in increased c[an’ty and warmth.

PI\OtO Crz&it: TI]z Main Organ at Saint Mary’s C}turcl],
Helsingbors, Sweden.
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PROGRAM NOTES
From the origina[ LP nz[zase

AIL[\ouSL the date of the Prelude and Fugue in E minor,
BWV 548, can not be zxact[y determined it is assumed that
Bach composed this extraordinary piece in Leipzig between 1729
and 1734, when he had L)egun the ascent to the l]\'gl\ peal<s of his
last contrapuntal works. Speaking of this work, Spitta contended
that on[y the Jesignah’on LLorgan sympl\ony in two movements”
wou[c[ Lva ac[equatz to give an l'c{ca o[ its grandaur anc{ power.

Space [orbids presenting even a short ana[ysis of the preluc{c
in wlu’c}x t]\rze musica[ ic{eas (/\, B, BI) are manipu[atz&. B and
B1 are descendants from A This entire structure can be described
as (oHows: A—B*AMBI—B~A~BI~B-BI—B—/A\. ’H\z fuguc,
running through 231 measures, s the boldest and technically most
c{i{({cu[tBac}l ever pcnnec{. [t discloses three clear—cut divisions: A
(meas. 1-59) —B (s0-172)—A (173-231). While the A
section presents two elaborations in the subject, the fugal process s
stopped in the B division which occasionally alludes to the fugal
theme without subjecting it to fugal treatment. [t is from the
extended B section, which szeming[\/ interrupts the customary (uga[
procedure that the nickname The Wedse was dertved. Yet Bach’s
procedure was neit[nzr an ar[)itrary act nor C{l& it constitute a
vio[auon o( le [aw o( llxe [ngue. He actuany aime& at uendins
together the fugue and the pattern of the da capo aria. Thus the
“wedsge” is not a dividing factor but an element of synthesis and a
s\/mbo[ of supreme cra{tsmans]u’p,

The Prelude and Fugue A major, BWvV 536, has come
c{own to us in two versions o( w}n‘cl'\ t]m ear[izr one, preszrve({ in
autograph, originatzd presumauy in Arnstadt (I 7= 706)
while the later one which is extant in several contemporary copies

appears to be the result of a revision which Bach in all likelthood

undertook only in Weimar. The revision was thorough. Almost
every measure shows alterations and tmprovements. The fugue

ortgina”y in 3/8 time was rewritten in ? aml \l\ormwd lvy (lxree

|
measures at the end. ’
The light and bright quality of the prelude is matched by the |
[yrica[ and paslora[ character o[ llw [uguc. Wliicll is |'e[.\lu{ to tl\c
pre[udc t[]roug[’l the s1mp[e triadic (isumuon: of l;m counter voices. ;
ComposeJ in \x/‘zimar 1716/1 7h the C minor Passacas[(a i
s Ul e osgen e el i Ui o

A[thoug[\ tI]z manuscript indicates the poc,qlw([lty of playx‘ng lI\e i

piece on 1116 Larpsickord ororgan (Cem[m [o ossfa Orgnnu) itis

obvious that a l'\arpsichord with peda[ is on[y an insullicient token
or maLesI\i[t [or tI]a power[u[ organ. I
Tlm word passacag[ia is derived from the Span(gI\ p.umca[e

or pasaca”c wlu‘c[] Jenotes a music p[ayek{ orsung on l[w street or

in short music for a serenade. Originally it was a quick piece

most[y but not zxc[usive[y in time with guitar accompaniment. At

the turn of the IétL‘ century the guitar passacag[ia was transformed l

into the variation passacag[ia for Ley[voanl instruments.

Thz variation [orm on a basso ostinato of four or C\'SIIL
measures in trip[z time was fu“y szz[oped around 1700 and also
introduced into musc for string ensembles and the sonata do
camera. This development was paralleled by the evolution of the
relatec{ Spam’sh Cl]aconne (Ciacona) w}n’c}l, stemming from ’I
America, and with lascivious character ascribed to its guitar from, )
achieved respectalﬂ[lty in the 174\ century. Passacag[ia and )
Clmconnc cannot a{way.s [)e 5epar‘ate({, and Curt Sac]\s l\as
emphasize& that “tl]e seventeenth century used the two terms
without any apparent discrimination.”

In tl’]e C minor Enssacag[ia, Bach cleviatcs [rom Iu‘s precursors

in that he introduces the cight—measure theme alone. Andre Pirro,

the renowned french Bach scholar, has shown that the first four
measures of the theme were derived from a little passecaille by
PR e
end of the I()Ll] century, whose music available in two books (1687
and I7I4>, Bach presumauy knew. Ratson's sroum{ is on[\/ four
measures long ancl Bacl\ realizac{ tl]e potentia[itics o( tl\e tlmm:z i[ itis
prolonged in the opposite direction or, put precisely, if the rising line
of the me[ocly ts matched Lvy (a“ing steps. Baclx surrounded the
mc[oc[y with an aura o( solzmnity and this quality is strict[y
maintained. The theme is never suleectz& to r}nyt]um‘c modilication
anc{ remains x’mmutalﬁlz in twenty variations, with two exceptions.
A[ler it l1as appeare& n l]‘le a[to in \Xar. XH] Il is in({icaled in tI\e
{ouowing two variations in {igurations and arpeggios with the
change of the harmony on the weak beat. The theme returns to the
pec{a[ in Var. XVI This the three preccc{ing variations that lack the
pedal L\ms (orm an intermezzo an({ wit[] t}]e entry o[ d\c Iédl
variation tI\e [)acic moo(l seems to C]lanse [rom seriousness to
defiance. The motion increases in the following variations and
tension is building up. Steadily mounting the strain demands a
release which is u[timafc[y effected in a (uguc of 125 measures. The
ostinato me[o&y now vacomes tI\e tlmma /ugatum wlu‘c[], provic[u{
with counterpoint in }\ammering zig!\th—notes and Howing
sixleenll\*noles, appears on cJ\‘Herent clegrees o[ l[\e C minor
tona[ity. Summing up the prccz&ing melodic and contrapunta[
events, t]w [uguz wx’tl] tlm {ir\a[ turn to C major is tlle apot}\zosis o(
the variation chain of the passacag[ia.

The Fantasta in G mafor, compose(‘[ in Arnstadt in 1705/6
orin Weimar where Bach had gone in 1708 as organist and
Kammermu;icas, poses a Ln’[)[iograp]\(ca[ riddle on account of its
E"enc!\ tempo ('n(ll'caLions: T;"cs vivement — vacment o

LGtemznt. [t is the on[y such case in Bacl]ys entire instrumental

s ol ool s mtho el lmtass vl
(I]e Cantata No. 41 “Nun I<omm c[er l\zx’c{cn I’ sz’[an&“ (\x/eimar
1713-14). Hermann Keller offers an explanation in his excellent
sn’c{y o( Bacl\'s organ music. Bac[], in ]1\'5 Wimar years (1708*
I7I7). not on]y studied ltalian ensemble music but also works of
Frenc[\ composers. He copx’ec{ among of[]ers the Lr’vre Jyarsues Ly
Nicolas de Grigny (c. 1670-1703 ), organist at Rheims, which
appcarzd in1712. The stu&y of French organ music mis[]l have
promptac{ Bacl1 to use E"enc[] expression.

Qur piece has nothing in common with the contrapuntal 1¢th
century fantasia which is one of the ancestors of the [ugue. e is
tmprovisatory in character. /At the same time for all its style of
extemporization, the fantasta c[ear[y slwws a tI]ree*secliona[ design.
The center of gravity lies in the extended middle division (157
measurcs) which i framed L)y 3[itlen’n3 passages of virtuosic
character.

PI\i[ipp Spilla sees in lIu's (anlasi.a lI\e inﬂuence o[ Buxtelmz{e to
a degree never reached by any other of Bach's works. “With
insatml;[e enjoyment I]e (BaJ\) repealts t]\ose ({ouuec{ suspensions,
clxor&s o( t}lz m’nth, dimimslmc{ interva[s, wiJe*sprzad harmom‘es,
me[odic pI]rasas raptuously ascenc[ing ancl outsoaring one anotl]er*
an entranced Ae[iglﬁ in the ocean of sound that never pauses to ask
wl]at t[\e end wiH be.“ Gott[w[( FroLscImr in }n‘s monumenta[
Geschichte des Orgelsprels und der Orgelkomposition (1935) also
stresses tl\e inﬂuence o{ Buxtehuc{c, resorting to t}\e term c[arczza,
which indicates tied notes with dissonances and unprepeaec{
suspensions. e interprets the Gravement as an “enormous
(lurezzaﬂ wilI1 l\ax'monic comp[exitics ancI po[yp]\onic concentration,
Tue Bac}\ combines here harmonic and po[yp[]onic writing, yet it is
at the same time highly remarkable that the unexcelled master of

(uga[ tcc}lm’que Jispznses with [uga[ writing in the Fantasia and




FINDING THE STORIES
Master Tapes + Chicken Soup = A Label’s Journey to Find liself

“There's a story with cach of these tapes,” Maynard Solomon
told me when we inspected the now half~empty tape vault that used
- A~ SRR S £ R
“lesz are Seymour’s c}ziuren,“ I’n’s V\{i[z Bar[ to[c[ me as we
introduced ourselves, a slight hint of mist in our breath, in the barely
heated vault.

’”\is disc is among tl’le {irst o[ a series o{ l]igl\[y regar(le({
\/anguarc{ Classics masters to receive a first—class reissue
treatment—including a restoration of the master tapes. Aurtemis
Recom{s purcl’xased the \/anguard C[assics master tapes from Onga
Record Group in Fel)ruary 2003, At that time, [ undertook a
journey to piece together all of elements that would tell the story of
many o[ tI\esz fine recor&ings.

W[\en we purc}\asec[ the master tapes, we discovered that tlxey
were beautifully organized according to catalog number in a small
room next to Omega's offices. Referred to as “the tape vault”, it was
reauy anold storage closet that held 7000 reel to reel tapes, from a
Seotch Magnetic Tape box that held the original BG 501 master
tape to the DATs and Sony 16305 that became the standard a
decade ago for manu[acturing compact discs.

My first jol) was to create a comp[etz inventory of tl\e tape
collection. This 3Iamorous tasI( meant I was to [)z [oc](zd ina smau
room in a “colorful” (also “seedy”) Upper Wst Side hotel. The
tape vault smelled like Jecaying 35 mm film (t]’\aan to some l)a&[y
clamage(l an(l &ecomposing film stock stacked in the corner since the
zar[y 19905) to count and categorige 7000 master tapes, was
climate—controlled by no apparent heating system and an ancient
in-window air conditioner and protected by a burslar alarm that

was constantly going off (and which we learned had been

Elisconnectecl Iour mont}ls /zarlier). An({ it was evic[ent tI\al. some 0(
these tapes hadn't been touched in a decade.

[ counted an({ catesorizecl for two w:zel(s Juring Lhe co[desl
February in [ive years. While | did find the job occasionally
[ascinating an&l was amazec{ [)y tlw vastness o[ t}\is arc[ﬂve, a(ter tl\e
el el e e sl el
morning around 11:30 when the L)ar‘:)eque restaurant direct[y
underneath the \/anguarc[ tape vau[t [)egan cool(ing L]m chicken
dishes that were its lunch spectal, and [ basted for hours in a chicken
flavored steam room.

Wiith the death of Seymour Solomon and the scattering of
\Kanguad zmp[oyezs, the idea of maintaining corporate memory
became important to continuing to run the company. During his last
ten years, t}m stagwould fo”ow t[]e instructions o[ t[]z (ouncler, waH(
into tl\e tape vau]t, Srab t[\e necessary tapes, ancl tkat wou[c[ Lz t}\e
process of creating a new master. Without a human hard drive to
consu[t, ‘we not on[y nzz&e& to housz t}\e tapes, Lut we nzedecl to
categorize tlxem O fulure use cou[d be zHiciznt A datahase system
was devised in March 2003, and this process was [)egun
immediately. Despite our initial estimates that it would take two
months to complete, this task took fourteen months.

Muc[] o{ t}le origina[ aerorIc, though savzd in enormous
envelopes [)y l]le Omega sta[(, was utter[\/ unusable due to dust and
Jecay over time. Most o{ these znve[opes had not been loucl\e& in
many, many years, ancl moving Ll\em Stl'rre(J up a Jecade o{&ust ancl
gave me to a temporary case of * Vansuard black lung” that hung on
fora montl\. Seymour So[omon’s persona[ collection of\/anguald
LPs u[timatz[y hecamz the most valuable artwork resource. His wifz
Rarl provz& enormous[y Senerous wilh I\er time ancl szemec[ to hide

oot e o O 1T e

The photo library might still be hiding in plain sight, if [ had
not ta]<en awrong turn anc[ znc{zcl up in Seymour So[omon‘s stuc{y
instead of the kitchen of his apartment in November 2003.
Considered [on3 lost after the sale of the company in 1986, we
resignzd ourselves to worI(ing witlwut a pl’\oto arcl‘u‘vz [rom
\/anguarc[’s Mty years of existence. Howevzr, upon wa[ldng into
Seymour's study, his wife mentioned that there were some old boxes
Lhal sI\e hadn’t gone t}u—ouglx in years under his desk. I started to 30
tL\rougP\ some o{ t}\em an(‘l [ouncl o[cl c[ippings and not mucL e[sz.
Tl\en I pu[[e(l out two o[d laoxes an& {ouné a couecn’on o[ o[d pl\otos,
both persona[ and pro[zssiona[ from the late 19505 t}\rougln the ear[y
197, In some circumstances, there are very important pl’wtos that we
will l:egin inc[uding in our reissues x’mmec{iahz[y.

And the last resource looked the least important but ended up
I\aving tlm most impact. Aslwas paclq’ng a group 0{ fl[ing cakinets, I
was amaze& to find corrzsponc[znce between Seymour and _]oseph
Szigeti, Gustav Leonhardt, Mischa Elman, as well as detailed
correspondzncz and hundreds of cables between Maynar(l and
Seymour So[omon. pac](e({ witL tiny details that convey Szymour‘s
true [ee[ings aLout rzcordings, artists anc{ Lusinzss. I triozc[ to {inc[ every
pertinent detail, like someone searching for gold nuggets in a stream.
From my immersion in tl’u’s ﬂoo& o( innocuous c{etai[, I createc[ a
portrait of a man | never met, but whose life work has also become
mine.

TIans as a[ways goes to one of \/anguarzl's [ine engineers,
DaVi(l Bal(zr, who mal(cs sure tl’xat, &espitz temptations, tllat we strive
to cIo tI’\ings the right way. Andour dsztailzc[ and thousht[u[
discussions have {zd us to the wnc[usion tl1at allering tlu‘s recor&ing
and creating a Luge, surround—sound experience, would do two
things we weren t happy with. The first would be to substantially

increase our [ise price and the second wouu be that we wou[c[n‘t

really be improving the recording, just altering it, similar to taking a
mono recording and creating a [al«z stereo recorc{ing. T}\at czrtainly
has been done before, but we decided to take a stand and politely but
[irm[y decline to c}\anse a {I\ing. So what you are lmaring is the most
accurate rzpm(luction o[ tl\e master tape possi[)[e at tI“'s time.

(A sad note to this final parasrap}\: Just as we neared the
comp[eh‘on o( our [irst \/anguar(l Classics SA*CD re[eases, Davul

Baker passed away on July 14, 2004, unexpectedly at age 58.)

Is This Volume 1 or 22

When putting togztl’\zr the materia[s for this reissue, a proUzm
arose immediately—why ts Volume ¢ listed as Volume 17 And why
is Volume 1 not the Volume 1 listed in our recorc{ing index? And
wl]y is no Volume 1 noted on the Volume 1 P jacl(e(? Devoted
\/anguar& [o[[owers and collectors—whose letters and emails were
the chiding factor in our decision to reissue tll‘ZS'Z Hei[[er
rzcor&ings—am a[ways eager to point out 5uc]1 errors.

The Organ Werks of J.5. Bach, Vol. 1 was assigned to the first
recording of Bach's organ music that Heiller recorded for Vanguard,
Bach—Vivalds: Organ Works, BG 637 (mono)/BG 5049
(stereo) after the title was released. The original LP packaging for
this til[e I\as no indication of any volumes to come in the future.

The issue of The Organ Works of J.S. Bach, Vol 915 BG-¢74
(mono) and BG 70674 (stereo) was referred to on the on‘gina[ tape
Loxes anc[ racorc{ing “mam’x casz“ as Tl\z Organ \X/orle o[ _]S
Bach, V&L, 1. [nternal documents at Vanguard also reler to this as
Volume 1. But when it was issued on LL) it was very clistinct[y issue&
as \/olumz 2. And tlw recorc[ing re[erred to as Volume ¢ was issued
to the public on LP as Volume 3 (BG 675/70673).

On our cover, we have skirted the issue by simply listing the

wor](s. \X/e I’\ave, I\owever, p[acz& tl\e LP cover on tlw [)&cl( o( Ll’m




pacl(aging to I'lelp a“ay any con[usion. But tl\en again, we l\ave
T | o of e ORI chaging
offer complete disclosure and probably create just a bit more

confusion. >/ou can a[ways send us your t]’\oug}\ts at

c[assicsf@artemisrecords.com.

“The Finest Organ in the World.”

The other question that arose is w}ly \/anguard treLLeJ all the
way to southern Sweden to create this recording. The materials in the
Vanguard Classics archives were relatively spare on this subject and
did little to lluminate. Anton Heiller made many recordings for
\Anguar& C[assics, Iaut l‘u‘s corraspon({ence with \/ansuarcl was
a[ways strict{\/ business and never veered into p[easantr(es of any
I(inc{. On[y Dr. Kar[ \X/ouzimervs Iettm to Szymour So[omon
indicate “there is a new organ in Sweden that Heiller loves and
wants to 11150,11

Lovers of great European organs will cringe at our ignorance
(an& possi[)[y, arrogance), I:)ecause it tooI< on[y one quic]< internet
searcl1 to Jiscover Ll\at tl\e organ at St. Mary’s Clwrch is considered
one o[ tI]e (inest organs in Europe, and the church mel[ has a I'xistory

o[ commissioning [ine organs anc{ a I’u‘stor\/ o( Iu'r(ng {ine organists.

With a bow to the friendly folk at the Helsingborg Tourist Bureau
(or tl\eir I]e[p, St Mary’s C}\urcl\ is located in He[sinslaorg,
Swec[zn, a city of approximate[y 118,000 residents. The Bureau
I\z[pzcl us Iocatz the web site O(St. Mary’s Cl'\urcl'\, and Le[pe& us to
contact Mats Hu[t](vist, t}\e kead organist at St. Mary‘s Cl\urcl\.
Mr. Hylwist‘s passion and know[ec[ge about tLe Listory ofSL
Mary’s Churcl) also Ioroug[’\t about the best clue to w}ty this
recording was made here.

An appreciation c( the St. Mary‘s Cl\urc}] and tts Iu'story
written L\/ Mn Hu[tLvist Io[[ows in tLesa notes. In [Jn’e[, I quote an

excerpt from a {inz email he sent to me in I‘ZSL’\FL[S to my request for
tnformation on the organ at St. Mary's.

In 1959 there were not many [argc maclmmca[orgam, and
TS el good reputationiSrd N
lle.aa’o[tlle [frm at t/le time, rzgarc{m;{ t/l {s organ as one oz[tlle Zaest lle
had ever built, very much because of its proportions in relation to the
room and the acoustics. In fact, there ts a letter written by Anton
Hetller, where he says something like “Thts must be the best organ
of the wor[c[".’]wou[a’n Yt dare to put it like that - toJay we have a
a’{[[erentperspzctlve = but you can L{e/tn 1'("])/ rcgarc[r’t as one o[t/le
Aesl representatives O[f;le HSCanJl'na vian Gl'ﬂan*movernenfpzriocr’.

The Marcussen organ was originally planned with four
MR 1L ool il reall e NN L
didn 't build the 5We[[or5an on the fourth manual until 1974. In
1980 the “Distant Section” (“IL_EFIIWUI'L ”) from the previous organ
(ADLerman 1928) was connecte({ to tl)e /V’arcus5en organs .[lrst
manual. That means that the first manual now serves both the
“RL’ichositz‘v "and the “Distant Section”. The organ now has 63
stops, 53 in the main organ on the tribune, and 10 in the Distant

Szction at tAe attic.

—Grzg Barkero, \/anguarcl C[as<(cs

The Organs in St. Mary’s Church (Helsinborg)
A Historical Background

It is conceivable that St. Mar\/yc Church a{rea&y had an organ
at the end o[ the 16&] century. \/zry [ill[c ts known about tl\is
instrument, except that it may have been built by the Dutch organ—
Lui[({er Hans Brehus.

In 1641 this organ was renovated lvy Johann Lorentz. The
organist at tl\z time was Jol\anuzs Bux(zlwc[e, [atl’nzr o( D(c{en’ch

Buxtehude, later to gain international fame. Two tnscriptions on

Iragments of wood przservzd from the old organ ga“zry sub—
stantiate this. (This material, along with the old organ from
Helsinbors, can be seen in Torrlosa Church.) Some sources
maintain that prior to this the organ had undergone a minor
renovation in 1628, but there s no evidence to prove this.

Fom 1657 to 1660 the organist of St Mnry‘s Church was
Diderich Buxtehude. In 1662 the organ was rebuilt in North—
German st\/[z and itis I(nown t]]al lI\e wor]< was (nspecte& [)y
Buxle]mcle, wlw lla(l Ly then moved to ] IcLlngor. T[’\e organ—
Lui[c{er on tI‘n’s occasion was Hans C]u'(sloplx l;"(clzscl\ 0[
Ham[)urs‘ w}\o rznovatec[ a series o! important instruments [or
churches in cities bordertng the Sound: 1659 ~ Trinitatis in
Copenl\agen, 1660 — St. Reri in Malmo (,\rcs‘crve(l in Malmo
Museum), 1661 = St. John the Bap((s( n lmmlsl(rona, 1662 —
St. Mary's in Helsinbors, 1663 — St. Mary's in Helsingor.
Alter renovation the organ had twenly four stops divided
between Great—organ, Cholr—orsnn (“I\)m ](pos(t(v") and chla[.

The 1662—organ, incorporating matertal from the late IétL~
century instrument, was in use up until 1849 when it was sold to
TZ)rr[osa ClwrcI’L Par!s o{ tpﬂs organ have been przservzd and are

incorporated in the present tnstrument,

In 1851 a new organ in the Romantic style was inaugurated.
Buile by Blomquist & Lindgren, it had thirty stops, two manuals
and pedals.

BT cal progress durtng the secnl R ITIRGE
B st decales of the 20 ety hadlieeleet on the art of
organ*kuilc{ing [n the early ZUII‘ century the B[omquist organ
was considered old—fashioned and was ousted tn favor of a new,
large, late=Romantic organ in the continental style. It was
comp[eted in 1928 and had three manuals and pz&a]—[)oaré. Ten

o{ the sixty six stops were pL\cml nan ]',\ ho organ in tLe cl\urcl\

attic, Irom w[\zrc lI\c mund was [ed viaa seventezn—mztre—long
duct to an opening in the chancel. This organ, built by Akerman
& Lund, znjoyc({ a very gooJ reputation cluring its lifetime.

In the 1920s, [|owever, other ideals were Leginning to emerge
on the continent. German organ—hui[&ers advocated a return to
simpler, c[ass(m[ h‘]m[\', Tlley wanled to construct organs wLicl\
were musical (nstruments rather than orchestral machines. From this
perspective the /\l(cnnan organ was outmoJe& n’g]’tt {rom the
start.

Evznls in wor[d I\(slory Broug}lt to an :zncI tl\e c{ominancz of
Germany as [.\r as llw dcvz[opment in tl\e ic[eo[og\/ o[ t}le organ
movement was concerned. The new center became Denmark,
where one of the most s(gnificant {irms was Marcussen & Son.
Undzr llw [ldnlk’l‘slllp o[ S\/I:)ran& Zac}\an’assen, these organ—
Builders crentellot Y NI UBINE . of heing hisonea
inspired nevertheless contained innovative elements. In 1959 the
thirty—year—old Akerman organ in St. Mary's had to make way
fora nmgn{l(\‘cnl new instrument built in the spirit of the Dam's}\

organ reform.

The matn organ (1959)

Thisornntao W | 11, S Lo
Zackariasscn {n I\(s capacity of artistic director at Marcussen &
Son. T[w |a\‘m{c was designe& [Jy Ro” Graae in consu[tation witl’l
PG. Andersen. TI\z Sweu—organ from the ortgina[ p[ans was not
added until 1974. The Echo—organ originates from the 1928
organ. The 1959—organ is mec}\anica”y operate&, with the
exception of the pcda[ registration and operation of the Ec}\o—
organ. (E({uorys note: tI’u‘s is the organ heard on this rzcording.)
Mats f /u[[Lvtst
Translation from Swedish: Jean Wagner




