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Introduction ‘

We are pleased to present our readers with the fourth issue of the annual Folia Organo-

logica. The coronavirus pandemic has continued to impede scientific research in different
areas of knowledge. Organologists also have a difficult access even to archives. Furthermore,
movement is considerably limited. We are therefore all the more pleased to be able to pub-
lish another issue of our journal in which we present works written by organologists who have
not yet featured in the previous issues. On behalf of the editorial office | would like to greet
our present and new readers. The end of this year has been special for Folia Organologica,
as our annual was included in the list of ranked scientific journals, which was announced by
the Ministry of Education and Science in Poland on 1st December 2021. Our belief that organs
and organ music require scientific research and multidimensional publicity was reflected in
this official view. To further professionalise the journal, we have thus decided to make it avail-
able in Open Access, supporting this with appropriate author declaration forms. Finally, we
are pleased that another academic database has noticed our annual. | am thinking of Index
Copernicus. All this motivates us to continue our activities and develop further actions. We
would like to thank everyone for words of support, positive assessments, as well as for all
feedback concerning Folia Organologica. We are open to all kinds of suggestions which will
allow our journal to become a forum for the exchange of ideas about organs and organ music
throughout Europe and beyond.

On18th May 2021 in the community of Silesian organologists, we held another academic
conference organised in Opole in the series Silesian organs. Its organisational procedure was
proceeding with great difficulty due to the pandemic. Yet, every such meeting and exchange
of ideas are highly motivating for further work. One can read a review about the Opole confer-
ence in the current issue which also comprises articles, reviews, discussions and other sec-
tions in accordance with the prearranged plan of the journal. The music supplement contains
acomposition sent from Prague by Professor Jaroslav Tdma.

We invite you to read this fourth issue of the journal, anticipating that it will be kindly re-
ceived. We hope that the year 2022 will bring us back to normal functioning in all areas of life,
including science and art.

Grzegorz Pozniak
Editor-in-Chief of Folia Organologica
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Budowa organow w Komprachcicach
w 1937 r. w Swietle dokumentow firmowych
i parafialnych

The building of the 1937 organ in Komprachcice
as the documents in the company and church

archives reveal it
Wolfgang J. Brylla

ORCID: 0000-0003-0840-3333

ZIELONA GORA

ABSTRACT

Not much has been known about the Komprachcice organ made in 1937 until now. The main purpose
of this contribution was to fill this research gap, which was associated with an attempt to reconstruct
the process of building the instrument and outline its historical context. By analyzing the available
materials and documents preserved in the parish archives in Komprachcice and the archives of one of
the most famous organ-building companies of the 19th and 20th centuries, "GFSteinmeyer & Strebel,
Orgel- und Harmoniumbau" based in Oettingen, it was possible to reproduce the subsequent stages
of work on the construction of the organ from the moment of determining the technical conditions

through the following implementation phases. The exact query also cleared up some unclear points
related to the construction of the organ in the Komprachcice Catholic Church, which since then, after
necessary repairs, has been used by the faithful to this day. The research also allowed to identify an
earlier unknown designer of the church in Komprachcice and an employee who did not appear in the
G.E Steinmeyer archives.

inmeyer & Strebel, Orgel- und Harmoniumbau z Oettingen w bawarskiej Szwabii, bardzo ak-

tywna m.in. w regionie berlinskim, na wschod od Odry i Nysy byla praktycznie nieznana.
W ciagu prawie péltorawiecznej dziatalnosci na obecnych ziemiach polskich postawita zaledwie
cztery instrumenty: trzy catkowicie nowe (Swinoujscie, 1927, 30 gt.; Poznan, 1929, 10 gt.; Kom-
prachcice k. Opola, 1937, 31 gt.) i jeden w zabytkowej szafie (Wroctaw, 1924, 36 gt.). Wszystkie
one powstaly w okresie miedzywojennym. Trzy z nich byly oparte na trakturze pneumatycznej,
a jedne (Komprachcice) na trakturze elektrycznej. Materialéw dokumentujacych ich powstawa-
nie nie zachowalo si¢ wiele. Te, ktore przetrwaly, przechowywane sg gléwnie w archiwum firmy
(obecnie muzeum) oraz w zbiorach komprachcickiej parafii, gdzie zachowata sie teczka zawie-
rajaca, niestety, niekompletng korespondencje dotyczaca organéw. Te dokumenty wraz z tymi
przechowywanymi w Oettingen staly sie podstawa rekonstrukeji procesu uzgadniania szczego-
16w ostatecznego ksztaltu muzycznego i plastycznego nowego instrumentu w Komprachcicach'.

J edna ze stynniejszych XIX- i XX-wiecznych niemieckich firm organmistrzowskich, G.E Ste-

! Szczegblne podzigkowania dla Paula Steinmeyera z Oettingen i ks. prob. Winfrieda Watoly z Komprachcic za udostep-
nienie materialéw archiwalnych. Gdyby nie ich zyczliwos¢, to ponizszy artykul nie mogtby powstac.
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1. Stéw kilka o firmie (H. Fischer, 2011)

W 1847 1. Georg Friedrich Steinmeyer (1819-1901), po naukach i praktykach u Aloy-
sa Thoma, Josepha Antona Bohla, Franza Salesa Hechingera i Eberharda Friedricha
Walckera, zalozyl w Oettingen, w bawarskiej Schwabii, warsztat i zapoczatkowal trwajaca
153 lat rodzinnag tradycje organmistrzowska. Zaklad rozwijal si¢ bardzo ekspansywnie.
Z biegiem lat powstawaly nowe zabudowania, w ktérych pracowato do siedemdziesieciu
0s6b. Do 1899 r. Georg Friedrich zbudowal 679 organdw, z ktérych najwiekszymi byty
postawione w katedrze w Spirze (Speyer; 1883, 70 gl.). Jego nastepca zostal syn, Friedrich
Johannes Steinmeyer (1847-1928). Za jego kierownictwa do przedsigbiorstwa przystapit
syn bytego wspotpracownika, Wilhelm Strebel (1873-1939), i w 1921 r. utworzono firme
G.E Steinmeyer & Co. (Steinmeyer & Strebel). Firma oprocz organdw budowala tez fishar-
monie. Do $mierci wiasciciela (w 1928 r.) miata ich zbudowa¢ ponad 6000. Szczytowym
osiagnieciem zakladu byla budowa najwiekszych na $wiecie organéw koscielnych. Licza-
cy 208 gtosow instrument stanat w 1928 r. w kosciele $w. Szczepana w Pasawie (Passau).
W 1909 r. firma zbudowala swoje pierwsze organy z traktura elektryczna, ktora pdzniej
byta dlugi czas jedyna stosowang. Friedrich wprowadzit tez na state ulepszone wiatrowni-
ce kieszonkowe, opracowane przez Friedricha Witziga - dlugoletniego wspotpracownika.
Fischer (2011: 96) podaje, ze patent zostal udzielony 29 czerwca 1896 r. Mimo sumien-
nego researchu w czasopismie ,,Zeitschrift fiir Instrumentenbau” (,,ZfI”), ktére prowa-
dzito dzial informujacy o patentach (Anmeldungen - zgloszenia, Ertheilungen — decyzje,
Illustrierte Patent-Uebersicht - ilustrowany przeglad patentéw), nie znaleziono zadnej
wzmianki o tym rozwigzaniu. Réwniez poszukiwania archiwalnych patentéow w Deut-
sches Patent- und Markenamt (Niemieckim Urzedzie Patentowym) nie daly pozytywnych
rezultatow. Po $mierci wlasciciela (1928 r.) firme przejal najstarszy syn, Hans Karl Stein-
meyer (1889-1970), ktory zawodu uczy! si¢ w rodzinnym zakladzie i u Johannesa Klaisa.
Po odbyciu jednorocznej stuzby wojskowej, w 1913 r. wyjechal do USA, gdzie praktyko-
wal u Hook ¢ Hastingsa, Ernesta Skinnera, nota bene wynalazcy elektropneumatycznej
traktury, i w firmie Welte & Sons, gdzie byl zatrudniony na kierowniczym stanowisku.
Z powodu wybuchu pierwszej wojny swiatowej pozostal w Stanach Zjednoczonych (do
1920 r.) i rozpoczal samodzielng dzialalno$¢ organmistrzowska w Toledo, w stanie Ohio.
Po powrocie do Oettingen dofaczyl do zarzadu firmy. Pod jego kierownictwem firma
zbudowala okoto 700 organdw, w tym tak znaczace dziela, jak: w katedrze w Trondheim
(1929, 139 gt.), kosciele $w. Lukasza w Monachium (1932, 72 gl.), $w. Wawrzynca w No-
rymberdze (1937, 157 gl.) czy w Kosciele Pamigci Protestu w Spirze (1938, 106 gt.). Dzieki
niemu firma rozpoczeta tez budowanie organéw z wiatrownicami klapowo-zasuwowy-
mi. Jak juz wspomniano, byla to firma rodzinna, w ktdrej pracowali tez bracia Johan-
nesa, jak: konstruktor i wynalazca Ludwig (1870-1939), fenomenalny intonator Albert
(1874-1941), kreslarz i projektant prospektow Gottlieb (1867-1950) czy kierownik dziatu
produkgji fisharmonii Wilhelm (1868-1915). Nastepca Hansa zostal w 1967 r. jego syn,
Fritz Steinmeyer jun. (1918-2008), ktéry zbudowal okofo 240 nowych organdw, z reguly
sredniej wielkosci. Po nim firme w 1993 r. przejat kuzyn, Paul Steinmeyer (1933-2019),
ktéry w 2001 r. prawa do firmy przekazal Karlowi Géckelowi, ktéry prowadzi jg juz jako
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i Alte und neue Kirche in Gumpertsdorf (Comprachtschiitz)

| I1.1. Rycina z epoki przedstawiajgca stary ($w. Marcina) i nowy ($w. Franciszka) kosciot w Komprachcicach

Steinmeyer Orgelbau Inh. Karl Géckel. Tym samym dzialalnos¢ firmy zostala definitywnie
zakonczona. W jej zabudowaniach powstalo Orgelbaumuseum Steinmeyer. Znakiem roz-
poznawczym korespondencji firmy byla winieta, ktéra byta graficzng reprodukeja tablicy
oltarza gandawskiego przedstawiajacej muzykujacych przy pozytywie aniotow.

2. Komprachcice?

Komprachcice na przetomie XIX i XX w. liczyty okoto 1000 mieszkancéw. Po pierwszej
wojnie $wiatowej, w zwigzku z budows jezior turawskich (1933-1939), ktére mialy umoz-
liwi¢ regulacje poziomu wody na Odrze, do wsi przesiedlono czes¢ mieszkancow z zalewa-
nych terenéw. Wplyneto to na podwojenie liczby mieszkancow (w 1939 r. wie$ zamieszkiwato
okoto 2100 mieszkancéw). Dla tak znaczacego wzrostu liczebnosci wiernych dotychczasowy
drewniany kosciotek pw. §w. Marcina z poczatku XVIII w. okazal si¢ za maly. Ks. Franz Nie-
dzballa, nowy proboszcz, po pracy wikariuszowskiej w Berlinie (urodzony 28 listopada 1897 r.
w Raciborzu-Starej Wi, $wigcenia kaptanskie przyjal 2 marca 1924 r. we Wroclawiu; probosz-
czem w Komprachcicach byt w latach 1935-1940, potem we Wroclawiu, gdzie tez zmarl 19
pazdziernika 1952 r.) przystapil niezwlocznie do dziatant majacych doprowadzi¢ do budowy

* Niemieckie wersje nazwy miejscowoséci: Comprachtschiitz, Gumpertsdorf.
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nowego, obszerniejszego kosciota. Jego projekt zostal zaméwiony u Theodora Ehla (Archl)
(1876-1946 Halle) z Bytomia. Ten urodzony w Opolu architekt, studiujacy we Wroclawiu
i Berlinie (www1), specjalizowal si¢ w budownictwie koscielnym, cho¢ byt takze autorem kil-
ku budowli przemystowych i do uzytku publicznego. Z jego pracowni wyszty projekty m.in.
kosciotéow w Ziemiecicach, Bytomiu (np. Chrystusa Kréla), Dobrzeniu Wielkim, Luboszy-
cach, Zabrzu-Mikulczycach, Bodzanowicach, budynki Urzedu Miejskiego w Olesnie, szkoly
w Bytomiu czy hal fabrycznych huty ,,Batory” (www2). Dla Komprachcic przygotowat projekt
w stylu pruskiego modernizmu. Kosciot zostal konsekrowany i poswiecony $w. Franciszkowi
z Asyzu 6 grudnia 1936 r. Majac juz duza $wiatynig, proboszcz, bedacy pod wrazeniem wspa-
niatych berlinskich organéw, wymarzyt sobie podobnej jakosci instrument w swoim kosciele.
Po porade i pomoc zwrdcil si¢ do przyjaciela, Johannesa Bukowskiego - o ich bliskiej zazyto-
$ci $wiadczy dopisek Bukowskiego na liscie Fritza Steinmeyera do Bukowskiego z 10 lutego
1937 1. przestanego do ks. Niedzballi (Arch2) - zapewne Slazaka, organisty kosciota pw. $w.
Sebastiana, drugiej po katedrze pw. $w. Jadwigi $wiatyni katolickiej w Berlinie. Jego tez popro-
sit 0 nadzér w ustalaniu szczegétéw technicznych nowych organéw. W efekcie rozwineta sie
ozywiona wymiana korespondencji pomiedzy Komprachcicami, Berlinem a Oettingen.

3. Przygotowania do inwestycji

Przed skontaktowaniem si¢ z bawarskg firmg Bukowski sformutowal swoja 0gélna wizje
organdw, ktéra w pierwszej kolejnosci (na pewno) rozestal do Gebriider Rieger w Mokrem
(Mocker) i Paula Berschdorfa w Nysie. By¢ moze tez do innych, ale brak na to potwierdzen.
W styczniu 1937 r., po wplynieciu od nich ofert, zwrdcit si¢ jednak do znanej mu firmy Ste-
inmeyera, gdyz, jak pisal (Arch3), w gérnoslaskich katolickich kosciotach napotyka sie gtow-
nie na organy wspomnianych firm, a on widzialby pewng odmiang w postaci organdw firmy
Steinmeyer: Ich wiirde mich sehr freuen, wenn gerade Ihre Firma den Auftrag erhalten wiirde. In
Oberschlesien kommt man in den kath. Kirchen nur die obengenannten Orgelfirmen. Ich bin der
Ansicht, dafs es fiir Ihre Firma von hohen Werte sein wiirde, eine Orgel in einer kath. Kirche in
der Umgegend von Oppeln zu erbauen. W zwigzku z tym poprosil o przestanie na jego rece, jak
i do Komprachcic, niezobowigzujacego kosztorysu. Sugerowal jednoczesnie, aby przesytka do
ks. Niedzballi zawierala tez stosowny pakiet materiatow reklamowych (w tym katalog). Prosit
o podanie rdznic w cenie pomiedzy organami o trakturze pneumatycznej a elektropneuma-
tycznej, uwzglednienie w ofercie nowej instalacji elektrycznej, baterii akumulatoréw i stacji ta-
dowania, a takze o propozycje rozdzialu proponowanych przez siebie gloséw na trzy manuaty.
Dopytywat si¢ tez, czy po dokonaniu przedptaty zostanie natychmiast zabezpieczony material
dla tych organéw. Prosit o szybka odpowiedz, gdyz w lutym miano podja¢ decyzje o ich budo-
wie i ich wykonawcy. Na koniec Bukowski poinformowal, ze ks. Niedzballa byl wikariuszem
w kosciele mariackim (Liebfrauenkirche) przy Wrangelstrale w Berlinie, gdzie staly wlasnie
pie¢dziesiecioglosowe organy Steinmeyera z 1914 r. (H. Fischer 2011: 503).

W odpowiedzi z 5 lutego (Arch4) firma przystala zadane kosztorysy i dyspozycje, przy

czym byly ich dwie; w drugiej przewidziano jedna transmisje wiecej, co spowodowalo nie-
znaczng obnizke ceny. Propozycje dotyczyly instrumentu dwumanuatowego. Opracowujac

10 ’ FOLIA ORGANOLOGICA




ARTICLES

G.F.STEINMEYER & CO. =wwniomn

(Steinmeyer & Strebel) Telsgramm-Adrasie
Orgelbay Ottingen -Bayern
Orgel- und Harmoniumbau Santrenten

Stegr-Sparkoue Drtiagen
Bayer, Versimabonk Filisle

OTTINGEN-BAYERN UND NURNBERG  strstogen . suicsons.

nebenstelle Nirdlingen

Postucheci-Konto: Amt

Brief hrift: Stei yer & Co., Ottingen-Bay Nirnberg Nummer 21405
Hochwiirden OTTINGEN-BAYERN, 251957
Herrn Pfarrer Niedzballa H.St/G.

Gumpertedor{
Kreis Oppeln C.-S.

Hochwiirdiger Herr!

Wir danken fiir IThre gesch. Zeilen vom 14.ds. und
iibersenden Ihnen nun unsere Zeichnungen Kr. 1111 und 1112. Aus
der ersteren btelieben Sie zu ersehen, daB wir soweit als miglich
die Anderungen beriicksichtigt haben. Zeichnung Nr., 1112 gitt
das Profil des Gesimses in natiirlicher GroBe.

Nackdem Sie uns den Auftrag zur Lieferung des Frospekies
pack der Zeichnung Hr.1106 unter mézlichster Berlicksichtigung
der kleinen Anderungen erteilen, kbnnen wir nun weiterarbeiten.

Der Entwurf des Herr Architektem £ h 1 ist gewik
gut. Um gber die vorgesehene Registerzahl unterzubtringen, miBten
die seitlichen Tiirme etwas erhtht werden, wodurch wohl die von
Herrn Ehl gewiinschte Proportion beeinirZchtigt wird.

Nachdem Herr Schiéfer an dem Entwurf mitgearteitet hat,
diirfen wir wohl annehmen, dag der behdrdlichen Genmehmigung nichts
im fege steht.

Der rechtzeitigen Fertigstellung steht nun nichts mehr
im Wege. Wir bitten nur noch um Eestétigung unseres heutigen
Schreitens.

In vorziiglicher Hochachtung

nbei: G. F. Stejnmey ¢ &Cﬁn
Une.Zeichnungen ﬂi/ =

¥r. 1111 und 1112.
'ﬁvﬁ\:‘ﬁt s b, rJ)L
-

L. 2. Pismo Hansa Steinmeyera do ks. F. Niedzballi z 21 maja 1937 r., w ktorym wymieniony zostat architekt komprachcic-
kiej swigtyni - Ehl (archiwum Orgelbaumuseum Steinmeyer w Oettingen).
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dyspozycje, zrezygnowano z instrumentu trzymanuatowego, gdyz biorac pod uwage wielkos¢
kosciofa, liczba gtoséw musiataby by¢ koniecznie zwigkszona, aby uzyska¢ zadana site dzwie-
kéw. Ponadto przy tej samej liczbie gloséw organy trzymanuatowe sa wyzsze niz dwumanu-
alowe: bei der GrofSe der Kirche in diesem Falle die Registerzahl unbedingt erhohen miifste, und
die gewiinschte Klangstirke zu erhalten. Dazu kdme noch, dafs selbst bei gleicher Registerzahl
ein 3-manualiges Werk hoher zu stehen kime als eine Orgel mit nur 2 Manualen. Zaznaczo-
no, ze koszt tak skalkulowanych organéw jest najnizszy z dopuszczalnego przez Verband der
Orgelbaumeister Deutschlands (VdOD). Steinmeyer stwierdzal, ze nizszej ceny konkurujacy
Berschdorf nie moze zaproponowac (tez byt cztonkiem VdOD), a jedynie Rieger, gdyz jako
firma zagraniczna nie obowiazywaly ja ustalenia zwigzku. W przedtozonych kosztorysach
przewidziano elektryczng trakture, gdyz dziala ona bardziej niezawodnie i precyzyjnie niz
pneumatyczna: weil wir der festen Uberzeugung sind, dafs dieselbe noch zuverlissiger und priizi-
ser arbeitet als die pneumatische. Za tg trakturg przemawiat tez fakt, iz byt zakaz stosowania
olowianych rurek, ktére nalezalo zastgpowaé aluminiowymi. Przy czym koszt instrumentu
o trakturze elektrycznej byl wyzszy zaledwie o 250 marek (Reichsmark). Niezawodnos¢ trak-
tury miafo zapewniac stosowanie pozlacanych srebrnych stykéw i miedzianych przewodow.
Nadawca delikatnie sugerowat szybkie podjecie decyzji i wplaty zaliczki, gdyz to gwarantowa-
to zabezpieczenie potrzebnego materiatu. Odkladanie tego w czasie niosto niepewnos¢, gdyz
nie wiadomo byto, czy wladze panstwowe nie naloza dodatkowych ograniczen w stosowaniu
metali kolorowych.

Przedstawiona oferta skfadata sie z dwoch propozycji (Arch5). Pierwsza, z wiekszg liczba
realnych glosow, byta bardzo szczegétowa. Oprocz zestawienia gloséw, zreszta nie ostateczne-
go, skoro naniesione byly sugestie pewnych zmian (zamiast Krummhorn 8 w I manuale pro-
ponowano Klarine 4, a w I manuale za Sesquialtera 2%’ & 1%’ — dwa glosy: Nasard 2%’ i Terz
13), wyszczegolniono liczbe piszczalek z rozrdznieniem materialu, z jakiego byly wykonane;
zawierala takze szczegotowe informacje o proponowanych wiatrownicach, o ksztalcie stotu
gry, o zastosowanych elementach traktury elektrycznej, miechach, dmuchawie elektryczne;j,
zestawie prostownika i akumulatoréw, transporcie. Kolejnym elementem byly uwagi, z ktd-
rych najistotniejszymi byty: koszt obudowy z prospektem nie wliczono w powyzszy kosztorys,
zleceniodawca musiat zapewnic transport roztozonych organéw od miejsca dostawy koleja do
kosciola, réwniez pomocnika, pokry¢ koszty energii elektrycznej, doprowadzenia instalacji
elektrycznej zasilajacej dmuchawe oraz ewentualnych koniecznych prac murarskich. Okreslo-
no okres gwarancyjny na piec lat. Zaproponowano zasady platnosci: ¥ przy podpisaniu za-
mowienia, ¥ po dostarczeniu organéw na miejsce i pozostale ¥ po ukonczeniu stawiania or-
ganow, przy czym istniata mozliwos¢ zmiany tej zasady. Druga propozycja byla przedstawiona
w formie skrotowej. Zawierala jedynie samg dyspozycje, gdyz pozostate warunki i szczegoty
kontraktu byly takie same. Obie oferty, (w oryginale), zamieszczono w aneksie I.

Bukowski niezwlocznie (7 lutego) (Arch6) poinformowat rade parafialng (Kirchenvor-
stand), aby na podstawie dotychczasowych informacji wybra¢ swiatowej stawy firme Stein-
meyer & Co. z Oettingen w Bawarii. W liscie powtorzyt tez informacje techniczne otrzymane
od firmy, podkreslajac je bardzo pozytywnymi opiniami osobiscie poznanych organow tejze
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firmy w berlinskim kosciele pw. Swietej Tréjcy, tzw. Hindenburg-Gediichtnis Orgel (H. Fischer
2011: 289). Wspomnial tez o pomysle dotozenia w drugim manuale glosu Vox coelestis 8; co
wigzaloby sie jednak ze wzrostem ceny o okofo 350 marek.

Tydzien pdzniej (15 lutego), uzupetniajac dotychczasowe informacje, Steinmeyer dostat
ks. Niedzballi druga propozycje, ktorej koszt byt nieco nizszy (16 240 marek) od pierwszej
(Arch7). Zwrdcil tez uwage na problem opieki nad instrumentem w przyszlosci, sugerujac
poszukanie odpowiedniego organmistrza na miejscu, w ostatecznosci we Wroctawiu. Po-
ruszyl tez wazng sprawe sposobu finansowania organéw. Wedtug zapewnien Bukowskiego
parafia mogla jako pierwszg rate wplaci¢ 7000 marek zaliczki, a w ciggu roku dalsze 5000
marek, tak ze do konca roku sptacono by 12 000 marek. W tej sytuacji reszte firma sklonna
byla odroczy¢, jednak od 1 stycznia 1938 r. bylaby ona oprocentowana na 2%.

Z kolejnego pisma Fritza Steinmeyera do Bukowskiego (Arch8) wiadomo, Ze jego sta-
rania uwieniczone zostaly sukcesem - rada parafialna przed 26 lutego wybrata firme z Oet-
tingen na wykonawce nowych organéw. Kontynuujac techniczne rozwazania, Steinmeyer
uwazal, ze dodatkowy glos, Vox Coelestis, mozna wbudowa, ale nie widzi potrzeby, gdyz
wczesniej na prosbe Bukowskiego uwzgledniono juz Schwebende Aeoline 8 oraz z uwagi
na fakt, iz w dyspozycji znajduje si¢ juz Unda maris 8’ Tego samego dnia, réwnolegle, zostal
wystosowany list do ks. Niedzballi (Arch9), w ktérym firma, dzigkujac za zaufanie i powie-
rzenie jej budowe organdw, prosi o wiadomos¢, za ktora dyspozycja opowiedziata si¢ rada
parafialna (gdyz Bukowski domniemywa, ze za druga, z 5 lutego 1937 r., ta, ktéra wyceniona
zostala na 16 240 marek) i czy jest zgoda (Bukowski przypuszcza, ze tak) na dodatkowy glos
Vox coelestis za 350 marek. W miedzyczasie parafia otrzymala zestandaryzowane warunki
dostawy, w ktorych zastrzezono prawa autorskie do dokumentacji, okreslono zasady pfat-
nosci, czas dostawy, konsekwencje za nieterminowg dostawe lub odbiér, zobowigzanie do
jak najlepszego wywigzania sie, z wykorzystaniem dobrych materialéw, z podjetego zobo-
wigzania, warunkow gwarancji, zasad odbioru ukonczonego dzieta (Arch10). Cate warunki
(w oryginale) przytoczono w aneksie II.

Nie wiadomo, na ktéra dyspozycje ostatecznie si¢ zdecydowano, ale podpisano kon-
trakt, w ktérym w miedzyczasie, w wyniku dalszych konsultacji z Bukowskim, zmieniono
nieco zestaw gltosow, co skutkowalo jego uniewaznieniem i podpisaniem nowego. 22 marca
Steinmeyer, przesylajac swoja uniewazniong oraz nowa umowe, prosil o odestanie starej
i podpisanej nowej (Arch11). Oryginat jest nieznany.

O ile od strony muzycznej wszystko zostalo dopigte, to problemem do rozwigzania
pozostal ksztalt i forma szafy organowej. Inwestor poproszony zostat o nadestanie skory-
gowanych rysunkow (plandw) tej czesci kosciota, w ktorej znajdowal si¢ chor organowy,
gdyz te wczesniej przekazane okazaly sie nieprzydatne (Arch12): Mit der uns zugesandten
Zeichnung konnen wir leider nicht viel anfangen. Organmistrz zasugerowal, aby naniesione
byly nan wymiary empory i przewidywane miejsce usytuowania instrumentu. Dodal tez,
ze niezwloczne otrzymanie tych materiatéw pozwolitoby na szybkie ukonczenie inwestycji.
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Proboszcz, nie zwlekajac, wywigzat si¢ z prosby i dlatego juz 9 kwietnia Steinmeyer mogt
poinformowa¢ Bukowskiego (Arch13), ze mimo opisu na rysunku sugerujacym istnienie
dwdch empor, przyjeli, ze jest tylko jedna i na niej postawione zostang organy. Watpliwo-
$ci budzily jeszcze lokalizacje dmuchawy, baterii akumulatoréw (okreslonej jako Traktur-
dynamo) i ich fadowarki (prostownika). Z planéw wynikalo, ze za organami znajdowaty
si¢ na dwodch kondygnacjach dwa pomieszczenia przewidziane na réznego rodzaju spo-
tkania parafialne. Organmistrz sugerowal, aby dolne jednak przeznaczy¢ na wspomniane
urzadzenia. Jeszcze nierozwigzanym problemem pozostawat prospekt. Firma przygotowata
projekt oznaczony numerem 463, zachowany w archiwum parafialnym (Arch14). Propo-
nowana szafa organowa miala miec¢ szerokos¢ 7 m i gtebokos¢ 2,4 m. Przy takim zatozeniu
przewidziane przez architekta miejsce okazalo si¢ niewystarczajace dla budowniczych. Nie
ustalone tez byto umiejscowienie stotu gry. Jako najodpowiedniejsze wykonawca sugerowat
miejsce posrodku szafy organowej, przy jej $ciance. Jednak na zyczenie mogli go umie-
$ci¢ przy balustradzie — w tym przypadku konieczne bytoby wykonanie specjalnego kanalu
w podtodze, ktory skrytby wiazke przewodow laczacych stot gry z organami. Kolejng nie-
ustalong kwestia byto usytuowanie organisty wzgledem oltarza: tylem czy przodem. Jako
ze wczesniej strona finansowa szafy organowej byta nie poruszana, Steinmeyer dotaczyt do
listu zestawienie materiatowe i kosztowe proponowanej obudowy organéw (czyli projektu
nr 463) (Archl5). Szafa, wykonana z drewna $wierkowego, wyposazona w stosowne prze-
kazniki, kondukty, wiatrowniczki i posrebrzane pylem aluminiowym piszczatki prospek-
towe, wraz z kosztami transportu i montazu koncowego wyceniona zostata na 1290 marek
(zob. aneks III).

| I1.3. Projekt prospektu nr 463. (archiwum Orgelbaumuseum Steinmeyer w Oettingen).

Kopie tego listu wraz projektem prospektu otrzymat tez ks. Niedzballa (Arch16). W do-
datkowym pismie poinformowano go o wysokosci organdw (6 metrow) i dofaczono jeszcze
rysunek organéw wrysowanych w projekt kosciota. Odbiorce poproszono o wyrazenie opinii
i ewentualne przedstawienie kontrpropozycji. Aby jak najszybciej rozstrzygnac watpliwosci,
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| I. 4. Wersje projektu nr 463. (archiwum Orgelbaumuseum Steinmeyer w Oettingen).

Fritz Steinmeyer zaproponowal osobiste spotkanie z Hansem Steinmeyerem, ktéry mial by¢
w Berlinie 19 kwietnia (tak jak ks. Niedzballa).

Po spotkaniu, ktore uplynelo w przyjaznej atmosferze, ustalono zmiane wygladu szafy or-
ganowej, a wlasciwie jej piszczalkowej nadstawy. Przesylajac nowy projekt o numerze 1106,
przekazano jednoczes$nie, ze o ile koszt prospektu, w ktérym piszczalki postawione sg w jed-
nym rzedzie, wynosi 1290 marek, to w uktadzie dwurzedowym juz 1605 marek, gdyz zwiekszo-
na musiafa by¢ liczba piszczatek - do 152 (Arch17). Z listu wynika tez, ze w trakcie rozmowy
poruszona jeszcze zostata sprawa ewentualnego przedtuzenia kabla sterujacego, tak aby stot
gry ustawi¢ bokiem. Przy akceptacji tego pomystu kabel musiatby by¢ przedtuzony o 5 m, co
wigzaloby sie z dodatkowym kosztem okoto 75 marek (5 m x 200 zyt + robocizna). Steinmey-
er odnidst si¢ tez pozytywnie do propozycji organisty wbudowania jeszcze jednej transmisji
pedatowej 8-stopowego glosu, a gdyby to byto mozliwe, takze glosu 2-stopowego. Transmito-
wano by Gedecktbass z glosu Stillgedeckt z drugiego manuatu i Fl6te 2’ z Blockfléte 2’ z tego
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__é}_«gwrﬂqa@;;f'_ Toil i boreds samego manuatu. Koszt tej
~Emienonic operacji to 180 marek. Do-
datkowo potwierdzone zo-
staly ustalenia uczynione 17
marca z Bukowskim: wigcz-
niki wolnej kombinacji wy-
konane zostana jako prze-
taczniki uchylne, a w pierw-
szym i drugim manuale oraz
w pedale wbudowany zosta-
nie (bez dodatkowych kosz-
! a1k AT tow) po jednym nadmiaro-
= . wym wylaczniku registrow
{ - (tzw. vakaty). List konczy sie
‘ zapewnieniem postawienia
= ey | S—— - | organdéw do konca wrzesnia,
o ile w ciagu najblizszych
dni nadejdzie ostateczna
o decyzja.

14 maja ks. Niedzballa
odpowiedzial na powyzsze
listy. Nie znamy szczegotow.
Z reakcji Steinmeyera moz-

gl 2 3t 1953 na si¢ domysla¢, ze zasuge-
IL. 5. Projekt prospektu nr 1106. (archiwum Orgelbaumuseum Steinmeyer rowano delikatng zmiane
w Oettingen) dotychczasowego projektu
prospektu (tzn. nr 1106) (Arch18), gdyz jako podstawa dalszych uzgodnien pojawity si¢ pro-
jekty o numerach 1111 i 1112 (profil gzymsu w naturalnej wielkosci). Rysunki znajduja si¢
w archiwum firmowym (Arch19). Zauwazono, ze przygotowany przez architekta Ehla projekt
byt niewatpliwie dobry, tylko aby w nim pomiesci¢ przewidziang liczbe gloséw, konieczne
byloby podniesienie bocznych wiez, co zaburzyloby wizje architekta. Z listu dowiadujemy
si¢, niejako mimochodem, ze przy ostatecznej wersji projektu szafy organowej wspdtpracowat
niejaki Schifer, najwidoczniej wspotpracownik Ehla.

Proboszcz odpowiedzial 26 maja, zatwierdzajac projekt nr 1111 (Arch20). Najpewniej
podpisano jakie$ dodatkowe umowy, ale w archiwach ich nie odnaleziono. Wydaje sie, ze tez
w tym czasie ostatecznie ustalono ksztalt obecnej dyspozyciji.

W pierwszych dniach czerwca parafia komprachcicka dokonata wptaty 5000 marek na
konto firmy, co sprawito, ze praca w zakladzie ruszyla pelna parg i - jak zapewnial Steinmey-
er - o ile rozstrzygnieta zostanie dlugo$¢ kabla sterujacego, nic nie stanie na przeszkodzie
wystania w sierpniu organéw do Komprachcic (Arch21). Bukowski zgodzil si¢ na wbudo-
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wanie 2-stopowego glosu do
pedatu.

' Il iy 28 sierpnia, zgodnie
i I‘i.-.- el z weczedniejszymi zapowie-

. LT - dziami, prace w firmie zosta-
L | ‘ i ly zakonczone i organy zafa-
H dowano do wagonu. Zakla-

; o AT AT T dano, ze fracht potrwa okoto
—— — . tygodnia. Informujac o tym

! ' listem z 28 sierpnia 1937 .,

Steinmeyer prosil o ostrozny
wyladunek skrzyn i innych
czesci, o ich ochrone przed
wilgocig oraz sugerowal, aby
czgsci te w calosci sklado-
wacé tymczasowo w kosciele.
Na poniedziatek 6 wrzesnia
zaplanowano  rozpoczecie
montazu organéw, oile cze-
$ci dotrg na czas na miejsce.
Do tych prac oddelegowa-
no dwoch pracownikow:
Stockela, przy czym wedtug
v 1 Fischera (2011: 79) miat sie
[l pisa¢ Stockel i na imie mie¢
Karl, i Reichherzera, ktérzy
P 8 ~ na miejscu mieli si¢ pojawi¢
L B A 4 2 (ko i e o 1 wczesniej, o ile dosta-
T wa sie nie op6zni (Arch22).
Zgodnie z przewidywania-
mi wagon z organami dotart
do stacji docelowej 1 wrze-
$nia (Arch23). Nie udalo
sie ustali¢, jak dlugo trwaly
prace przy ich stawianiu.
Prace zapewne dogladal,
idnd wedlug przekonania Bu-
b kowskiego, miejscowy orga-
nista Gotz (Arch24). Wydaje
sie, ze trwaly one przez caly

L7 Pr “I'k’ osoektun] (archiwum Orgelb : < wrzesien. Teze tg potwier-
.7.Projekt prospektu nr1m2. (archiwum Orgelbaumuseum Steinmeyer . .
‘ w Oettingen). dzalyby dwa listy. Pierwszy

I1.6. Projekt prospektu nr 1111, (archiwum Orgelbaumuseum Steinmeyer
w Oettingen).

Sl
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zostal wystany przez Bukowskiego do Steinmeyera 7 pazdziernika, w ktérym jest mowa
o ,milym” kilkudniowym pobycie w Komprachcicach (Arch25), co mozna ewidentnie po-
wigza¢ z odbiorem i poswieceniem organéw, ktore w tej sytuacji mogto mie¢ miejsce 3 paz-
dziernika. Drugi, wystosowany przez Hansa Steinmeyera 12 pazdziernika (Arch26) do ks.
Niedzballi, informowat o wystawieniu korygujacego rachunku uwzgledniajacego koszty za
dostarczone dodatkowe glosy — Terz i Quinta (koszt gtosu Flachfl6te nie zostal uwzglednio-
ny), za prospekt oraz dodatkowy przewdd sterujacy. Do listu dotgczona byla oferta statego
dogladania instrumentu za dodatkowa oplata. Za 85 marek firma zobowigzywata si¢ raz
w roku przejrze¢ instrument, w trakcie ktorego dokonano by drobnych napraw i przepro-
wadzono korekte strojenia (Arch27). Proboszcz zgodzit si¢, gdyz mimo udzielenia pigcio-
letniej gwarancji przez firme, nie obejmowala ona strojenia. Nie wiemy, czy umowa ta byla
przedluzana.

Oddany i pos$wigcony w pazdzierniku instrument zostal oznaczony opusem 1645. Jego
ostateczna dyspozycja przybrata nastepujacy ksztalt:

Manuat | (C- g3) Manuat Il (C-g3) Pedat (C-f')
(szafa ekspresyjna)
Bordun16’ Lieblich Gedeckt 16’ Subbass 16’
Prinzipal 8 Salizional 8' Zartbass16™
Gamba 8' Schwebend Aeoline 8' Kontrabass 16’
Dulciana 8' Quintatén 8' Prinzipalbass 8'
Konzertflote 8 Stillgedeckt 8' Choralbass 4
Rohrflote 4' Geigen Prinzipal 4' Flachflote 2'
Oktav 4' Nachthorn 4' Posaune 16’
Waldflote 2' Blockflote 2'
Mixtur 12¢' Quinte 2%’ *transmisja z Lieblich Gedeckt 16’
Cymbel1’ Terz 13
Trompete 16’ Krummhorn 8
Trompete 8'
Clarine 4'

Polgczenia: Pedal-Koppel I, Pedal-Koppel II, Manual-Koppel, Unter-Koppel II-I, Ober-Koppel II-1, Unter-Koppel
11, Ober-Koppel II.
Urzadzenie dodatkowe: Pianopedal II.

Rejestry zbiorowe: Tutti, General-Tutti, 2 wolne kombinacje. Tremulant II, Crescendo.

Mimo popierania przez firme idei Orgelbewegung wedtug zasad Alberta Schweitzera, z ktd-
rym byla w $cistym kontakcie, to nie do konca i zawsze je stosowala. Niestety, czgsto musiata
si¢ ugina¢ i uwzgledniac Zyczenia szeroko pojetego inwestora. Tak tez bylo i w Komprach-
cicach, czego ewidentnym dowodem jest ostateczna dyspozycja, w ktorej postromantyczne
brzmienie stapia si¢ z barokowym. Instrument komprachcicki jest przykladem srednich or-
ganow o duzych mozliwosciach brzmieniowych uzyskanych za przystepna cene. I tutaj wida¢
ogromne do$wiadczenie i praktyke organmistrzowska firmy: zastosowata petne ,,supery” tyl-
ko w starannie wybranych glosach; w pewnych glosach piszczatki wykonata z réznych mate-
riatéw (cynku, drewna i 14% cyny) tak je dzielac, aby nie zaburzy¢ brzmienia ani charakteru
glosu i wrazliwosci ludzkiego stuchu.
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’ I1.8. Prospekt komprachickich organdw (foto ,Organmistrzostwo Kamerton - Wiestaw Jelert’, 2018).
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’ Il.9. Stét gry (foto,Organmistrzostwo Kamerton - Wiestaw Jelen’, 2010).
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1.1 Wnetrze stotu gry - przed remontem (foto ,Organmistrzostwo
Kamerton - Wiestaw Jelen, 2010).

I1.12. Czesciowo otwarte wiatrownice upustowe - przed remontem
(foto,,Organmistrzostwo Kamerton - Wiestaw Jelert’, 2015).

Mozna si¢ nie tylko zgodzi¢
z opinig Gabrieli Czurlok, ale
jeszcze ja poglebic, ze jest to nie
tylko jeden z nielicznych instru-
mentéw w dekanacie proszkow-
skim, ale takze w diecezji opol-
skiej, na ktérym mozna wykona¢
szeroki zakres literatury orga-
nowej (G. Czurlok 2011: 184).
Ubolewa¢ trzeba, ze nie sg do
tego wykorzystywane.

Badajac  dzieje organdw
w Komprachcicach, udato si¢ nie
tylko zrekonstruowac procesy/
etapy uzgodnien, ale wprowa-
dzi¢ do przestrzeni naukowej
informacje o gléwnym projek-
tancie komprachcickiej $wigty-
ni, ktéry dotychczas pozostawat
nieznany (Kons 2020). Zatem
przypomnijmy, ze byl nim The-
odor Ehl. Udalo sie tez ustali¢
nazwiska monteréw, z ktérych
jeden, Reichherzer, nie byl od-
notowany w monografii firmy
autorstwa Fischera (H. Fischer
2011: 75-80).
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Przedstawione nizej dokumenty pochodzg z archiwum parafii pw. $w. Franciszka z Asyzu

w Komprachcicach.

ANEKSI

/pieczed/: Oettingen, den 5. Februar 1937.
G.E Steinmeyer & Co.

(Steinmeyer & Strebel)
Orgel- und Harmoniumbau
Oettingen (Bayern) u. Niirnberg

Disposition & Kostenberechnung
zum Bau einer neuen Orgel fiir die
kathol. Kirche zu Gumpertsdorf, O.-S.
2 Manuale C-g*, Pedal C-f
Stimmung: Normalton a‘ = 870 Schwingungen.

Intonation: nach den neuesten technischen und musikalischen Fortschriften, jedes Register gemiss seinem

Charakter: in Gesamtwirkung von Klarheit, Glanz und Fiille.

I. Manual C-g* Anzahl der Pfeifen aus:
56 Tone Holz Zink Zinn 35%
1. Bordun 16° 36 --- 20
2. Prinzipal 8 --- 36 20
3. Gamba 8 --- 36 20
4. Konzertflote 8 56 --- ---
5. Dulciana 8 --- 36 20
6. Krummhorn 8 --- 24 32
Klarine 4
7. Rohrflote 4 --- 12 44
8. Oktave 4 --- 24 32
9. Waldflote 2 --- 12 44
10.  Trompete 8 --- 36 20
11.  Trompete 16° --- 48 8
12.  Mixtur 3-5 fach --- 32 204
13.  Cymbel 1°3 fach - - 168
I1. Manual C-g*
68 Tone
SCHWELLWERK

14.  Schwebend Aeoline 8¢ --- 36 32
15.  Quintaton 8¢ 12 12 44
16.  Salicional 8 - 36 32
17.  Stillgedeckt 8 24 - 44
18.  Geigenprinzipal 4 --- 24 44
19.  Nachthorn 4 --- 12 56

2

20.  Blockflote ¢ --- 12 44
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21.  Liebl. Gedeckt 16° 56 -- 12
22.  Sifflote 1 --- --- 56
23, Sesquialtera 22/3 & 1315 20 92

Nasard
23a. Terz 13/5° --- 24 32
24. ©bee Krummhorn  §°

Tremulant

Pedal C-f*
30 Tone
25.  Kontrabass 16° 30 --- ---
26.  Subbass 16° 30 --- ---
27.  Zartbass 16° transm. aus Nr. 21 --- --- ---
28.  Prinzipalbass 8 --- 30 ---
29.  Choralbass 4 --- 24 6
30. Posaune 16° - 30 -
244 556 1126

Gesamtzahl der Pfeifen aus:

Holz 244
Zink 556
Zinn 35% 1126

zus. 1926 Pfeifen

Anmerkung: Auch bei den Zinkpfeifen werden die Labien, Stimmschlitze, Kerne und Fuf3-
spitzen aus Zinn angefertigt. Korper und Fiifle erhalten einen sauberen und dauerhaften Ueber-
zug von Aluminiumbronze.

Koppel II. - I. Manual
Koppel I. Manual - Pedal
Koppel II. Manual - Pedal

Unteroktavkoppel im II. Manual

NEBENZUGE & SPIELHILFEN

Oberoktavkoppel im II. Manual durchgefiihrt bis g in den Registern Nr. 14-19, 21
und 24 samt 96 Erganzungspfeifen aus Zinn
Unteroktavkoppel II. - I. Manual
Oberoktavkoppel II. - I. Manual durchgefiihrt
L. freie Kombination
II. freie Kombination

Ausloser

Handregister ab
Rohrwerke ab

Walze ab

Tutti
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16.  Pianopedal II. Manual
17.  Generalcrescendo als Walze
18.  Schwelltritt IT. Manual
19.  Zeiger fiir Generalcrescendo

20.  Voltmeter

21.  Schalter Dynamo-Batterie

a). Windladen,

b). Spieltisch,

SONSTIGE TEILE

nach eigener, rein pneumatische Bauart, die sich seit 40 Jahren in allen klimatischen
Verhiltnissen glanzend bewiahrt hat, aus durchwegs alten, luftgetrockneten Holzern
erstellt; Membrantaschen aus feinstem, dauerhaftestem Havannaspaltleder, mit kréftig
belederten, beweglichen Abschlufiventilen.

freistehend, rein elektrisch, das Gehiuse in Fichtenholz, ohne, das Oberteil innen sa-
peli mahagoni furniert und poliert.

Der Spieltisch enthalt im wesentlichen folgende Teile:

«

2 Manual-Klaviaturen C-g* aus bestgetrockneten Holz, die Untertasten mit Celluloid,
die Obertasten mit Ebenholz belegt.

1 Pedal-Klaviatur C-f* aus Eichenholz, mit regulierbaren, stahlernen Federn und
kraftiger Filzfiitterung, vollstandig ruhig beim Spiel.

Registertasten aus geadertem Celluloid. In jede Registertaste sind 2 Porzellan-Platt-
chen eingelassen. Hiervon tragen die grofieren mit Goldrand versehenen Plittchen
die Namen der Register, die kleineren fortlaufende Nummern, die fiir das Registrieren
einen nicht zu unterschétzenden Vorteil bietet.

Die Koppeln und Spielhilfen unter Nr. 1-21 bezeichnet.

Vergoldete Silberkontakte fiir die 2 Manuale, fiir das Pedal und die Register, nach
eigenem System, das ein Versagen vollig ausschlief3t. Vermoge ihrer sinnreichen Kon-
struktion reinigen sich die Kontakte von selbst; sie sind deshalb von grofiter Funk-
tionssicherheit. Das verwendete Material gewdhrleistet eine praktisch unbegrenzte
Dauerhaftigkeit.

Vergoldete Silberkontakte fiir die freien Kombinationen.

Vergoldete Silberkontakte fiir die Koppeln, je 1 Kontaktsammler fiir das Generalcre-
scendo und den Schwelltritt.

Schwachstromkabel bestehend aus blankem Kupferdraht, 2mal mit Seide tiberspon-
nen, zum Teil auch noch emailliert, zur Verbindung der Tasten, Koppeln und Spielhil-
fen im Spieltisch.

Der Spieltisch erhilt ferner Rolldeckelverschluss aus Fichtenholz, verstellbares Noten-
pult sowie eine Organistenbank mit polierte Platte.

Spieltischmafle nach den Normen des Verbundes der Orgelbaumeister Deutschlands.

¢). Elektropneumatische Windsteuerungen fiir 2 Manuale, das Pedal und die Register, durchwegs aus
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zweckmifligen, alten luftgetrockneten Holzern hergestellt und gegen Feuchtigkeits-
einwirkungen 2mal mit Lack iiberzeugen, Simtliche Gewindedréhte sind aus Messing
verzinnt, alle Ventile leicht beweglich.

Unsere Windsteuerungen haben eine vollig ruhige, sichere und prézise Funktion. Da-
bei wird durch die sorgfiltige Konstruktion grofite Dauerhaftigkeit gewéhrleistet. Die
elektrischen Anschliisse bestehen auch hier aus vergoldetem Silberdraht.
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d). Schwachstromkabel zur Verbindung des elektrischen Spieltische mit den Windsteuerungen und
weitern Apparaten, in einer Linge vom 5 m, bestehend aus verzinntem Kupferdraht
2mal mit Baumwolle umsponnen und gewachst; sorgfiltigst isoliert; beste Spezialaus-
fithrung.

e). Schwellkasten fiir das II. Manual. Er umschlief3t simtliche Register diese Manuale, besteht aus star-
kem Holz und erhilt eine entsprechende Anzahl aufrechtstehender, auf Glas laufen-
der, dichtschliefender Jalousien, die in jeder Stellung verharren und durch elektrische
Ubertragung auf leichteste Weise bedient werden kénnen.

f). Elektropneumatischer Schwellapparat fiir das Schwellwerk des II. Manuals von sehr sorgféltiger Kon-
struktion. Der Apparat hélt die Jalousien mit kréftigem Druck geschlossen und oftnet
sie gerduschlos, Er ermdglicht 14 verschiedene Stellungen der Jalousien und damit
eine hervorragend gute Schwellwirkung.

g). Geriistwerk, Raster, Triger, Laufboden etc. in Innern der Orgel.

h). Magazingebldse mit Schopfer aus starkem Holz mit ein- und auswiértsgehenden Falten und eisernen
Ausgleichscheren.

Regulator aus starkem Holz, in kriftiger Belederung. Alle Kanile in gentigender Weite
und bester Verdichtung.

i). Elektropneumatischer Gebldseantrieb fiir Drehstrom, aus folgenden Einzelheiten bestehend:

1 Hochdruck-Ventilator, bewéhrtester Konstruktion, fiir eine Leistung von 21 cbm

Prefiluft in der Minute, direkt gekuppelt mit:

Drehstrom-Motor bei 220/380 Volt, 50 Perioden, 1400 Umdrehungen, 140 mm

WS., 1,5 PS leistend.

Dreh- oder Hebelschalter.

Schallddmpfer mit Aluminiumklappe.

—

—_ = =

Drosselventil zur selbsttitigen Regelung der Windzufuhr Das Drosselventil ist so
eingerichtet, dafl es bei Versagen der elektrischen Stromes auch die Bedienung des
Balges durch Menschenkraft ohne weiteres ermdglicht.

—

Anschluflkasten an den Ventilator
Rohrleitungen zwischen Ventilator und Magazin samt Befestigungsmaterial
Lager und Isolierungen.

k). 1 Umformer-Gruppe zur Erzeugung von Schwachstrom.

1). 1 Schwachstrom-Batterie in Glas- und Holzkasten. Mit ihrer Hilfe kann die Orgel auch bei versagen
des Kraftstroms gespielt werden. Eine einfache Umschaltung auf Batterie geniigt. Selb-
stverstindlich muf dann auch der Balgschépfe durch eine Person bedient werden.

WEITERE LEISTUNGEN
m). Verpackung der Orgel hierorts. Das Packmaterial bleibt unser Eigentum.
n). Transporte zwischen Fabrik Oettingen und Bahnstation des Empfingers.

0). Aufstellung an Ort und Stelle, Intonation und Stimmung.

Preis: RM 16.350.-

Mit Worten:
[:Sechzehntausend dreihundertundfiinfzig Reichsmark:/
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BEMERKUNGEN

L Ein dem Kirchenraum entsprechendes Orgelgehduse samt Prospektpfeifen unterliegt
besonderer Berechnung.

I Der vorstehende Preis gilt in der Voraussetzung, daf3 der verehrl. Auftraggeber folgen-
de Leistungen iibernimmt:

Kosten und Gefahr der Transporte zwischen Ankunftstation und Orgelraum;
Stellung eines tauglichen Handlangers fiir die Dauer der Arbeiten;

Kosten fiir Beleuchtung und elektrischen Strom zum Arbeit der Geblasemaschine;
Die Verbindung der Motore und Anlasser mit dem Kabel sowie Anbringung eines
Schutzkastens tiber die Apparate;

Die Ausfithrung von Maurerarbeiten, wenn aus irgend eines Grunde solche notwen-
dig werden sollten.

1. Die Garantiedauer betrigt 5 Jahre.

V. Lieferzeit: 5 Monate nach Auftragserteilung und Klarlegung aller technischen Einzel-
heiten.

V. Zahlungsweise: 1/3 bei Bestellung

1/3 nach Anlieferung
1/3 nach Fertigstellung
Auf Wunsch kénnen Anderungen vereinbart werden.

VL Nachrechnungen iiber die im Kostenanschlag vorgesehenen Arbeiten werden nicht
erhoben. Es wird ausdriicklich erklart, daf} solche Nachrechnungen keine Giiltigkeit
haben wiirden.

Oettingen, den 5. Februar 1937
/-1 Fritz Steimeyer
Kurzgefafite
Disposition & Kostenberechnung
zum Bau einer neuen Orgel fiir die kathol. Kirche
zu Gumpertsdorf, O.-S.
2 Manuale C-g* Pedal C-f*
L. Manual C-g”,
56 Tone

1. Bordun 16°

2. Prinzipal 8

3. Viola di Gamba 8

4. Dulciana 8

5. Konzertflte 8

6.  Oktave 4

7. Rohrfléte 4

8. Superoktave 2

9.  Mixtur 11/33-5 fach

10.  Trompete 8

11.  Klarine 4
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I1. Manual C-g”
68 Tone
Schwellwerk

12.  Liebl. Gedeckt
13.  Violflote

14.  Unda maris

15.  Quintaton

16.  Koppel

17.  Geigen Prinzipal
18.  Nachthorn

19.  Blockflote

20.  Nasard

21.  Terz

22.  Cymbel

23.  Rankett

24.  Krummhorn

Tremulant
Pedal C-f”
30 Tone

25.  Kontrabass
26.  Subbass
27.  Oktavbass
28.  Choralbass
29. Posaune

Transmissionen

30.  Zartbass
31.  Nachthorn

16°

O 0 0 0

X

22/3¢
13/5°(22/3)
1°3 fach

16

g

16°
16°
g

16°

16 transmittiert aus Nr. 12
2¢ transmittiert aus Nr. 18.

Nebenziige und Spielhilfen, Sonstige Teile, Weitere Leistungen und Bemerkungen wie im ausfithrlichen
Kostenvorschlag.

PREIS:  RM 16.240,-

Mit Worten:

[:Sechzehntausend und zweihundertvierzig Reichsmark:/

Oettingen, den 5. Februar 1937

gez. Fritz Steinmeyer
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ANEKS IT

Lieferungsbedingungen
des Verbandes der Orgelbaumeister Deutschlands E.V.

zum Vertrag zwischen dem Kath. Kirchenvorstand Gumpertsdorf

und der Firma: G.E Steinmeyer & Co. (Steinmeyer & Strebel) Orgel- und Harmoniumbau Oettingen (Bayern)
u. Niirnberg vom: Mirz 1937

fiir: Lieferung einer neuen Orgel fiir die kath. Kirche Gumpertsdorf.

1.
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An Kostenanschldgen, Zeichnungen und sonstigen Unterlagen behalt sich die Lieferfirma Eigentum-
und Urheberrecht vor; sie diirfen Dritten nicht zugéingig werden und sind, wenn der Auftrag dem An-
bieter nicht erteilt wird, unverziiglich zuriickzugeben.

Preisstellung erfolgt in Reichsmark. Jede Zahlung muf3 so geleistet werden, daf3 sie in einem angemes-
senen Verhiltnis zum Lieferwert, bezw. bei Teilzahlungen zum entsprechenden Teilwert der Lieferung
steht. Alle Preise gelten frachtfrei Waggon Bahnhof des Montageortes.

Zahlungsbedingungen: Sofern keine gegenteiligen Abmachungen getroffen werden, ist der Kaufpreis
ohne jeden Abzug mit 1/3 bei Bestellung, 1/3 bei Anlieferung und 1/3 bei Fertigstellung bezw. Ueber-
nahme zu zahlen. Bei Ueberschreitung der Zahlungsfristen um mehr als zwei Monate werden Zinsen
mir 2% tiber Reichsbankdiskont berechnet. Die Lieferungen bleiben bis zur vollen Zahlung des Kauf-
preises Eigentum der Lieferfirma.

Lieferzeit: Diese beginnt mit der Annahme des Auftrages. Die Einhaltung der Lieferfrist setzt die recht-
zeitige Klarstellung aller erforderlichen Einzelheiten voraus. Sie gilt vorbehaltlich unvorhergesehener
Hindernisse, wie Fille hohere Gewalt, Betriebsstorungen sowie verspitete Anlieferung rechtzeitig be-
stellter Bestandteile. Verspatete Lieferung berechtigt nicht zur Geltendmachung von Schadenersatzan-
spriichen.

Kann die in den Werkstitten fertiggestellte Orgel einen Monat nach dem vereinbarten Termin aus Griin-
den, die der Besteller zu vertreten hat, oder wegen héherer Gewalt nicht abgeliefert oder aufgestellt
werden, so hat der Besteller trotzdem die vereinbarten Zahlung so zu leisten, als ob die Anlieferung oder
Fertigstellung zu Ende der genannten Frist von einem Monat erfolgt wire. Er ist jedoch in diesem Falle
berechtigt, 10% der fillig werdenden oder schon gezahlten Beitrage bis zur Anlieferung bezw. Fertigstel-
lung einzubehalten.

Ausfiihrung: Die Lieferfirma macht sich verbindlich, die Arbeit gemafd ihrem Angebot unter Verwen-
dung zweckentsprechender, guter Materialien kunstgerecht und solide auszufithren. Stimmung erfolgt,
sofern nichts anderes vereinbart wird, nach dem internationalen Kammerton: a‘ = 435 Schwingungen.

Gewihr: Fiir die Giite der Arbeit wird bei Erfiillung der vereinbarten Zahlungsbedingungen vom Tage
der Ablieferung an eine Gewahr von drei Jahren in der Weise tibernommen, daf3 etwaige wéahrend die-
ser Frist nachweislich infolge fehlerhaften Materials oder mangelhafter Ausfithrung unbrauchbar oder
schadhaft werdende Teile schnellmoglichst und unentgeltlich ausgetauscht oder fachgemaf3 ausgebes-
sert werden.

Von der Gewihr bleiben ausgeschlossen Schidden infolge natiirlichen Verschleifes, durch Staub, Unge-
ziefer, Nagetiere, auflergewohnliche Witterungseinfliisse, Trockenheit und Feuchtigkeit, ferner Bescha-
digungen, die durch unsachgemifle Behandlung oder Dritte verursacht werden.

Fiir Maschinen kann nur die allgemein @ibliche Gewahr von einem Jahr tibernommen werden. Die ge-
leistete Gewéhr berechtigt nicht zur Zuriickzahlung von Zahlungen. Sie erlischt, wenn der Besteller von
anderer Seite ohne Zustimmung der Lieferfirma Arbeiten oder Veranderungen vornehmen lifit. Die
jeweils notwendig werdenden Nachstimmungen fallen nicht unter die Garantie und miissen besonders
bezahlt werden.

Aufstellung ist im Angebot eingeschlossen, sofern dasselbe nichts anderes bestimmt. Voraussetzung
bildet die fachgemifle Vorbereitung des Orgelraumes und die unbehinderte Arbeitsmaoglichkeit. Durch
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Behinderung entstehende Kosten sind der Lieferfirma besonders zu ersetzen. Etwa erforderliche Ge-
riiste, Leitern, Hebezeuge sowie voriibergehende Hilfe beim Bewegen schwerer Teile und eine dauernde
Hilfskraft sind vom Besteller wahrend der Montage kostenlos zu stellen. Zu Lasten des Bestellers gehen
ferner der Transport von der nichstgelegenen Bahnstation zum Montageort, die Ausfithrung der elek-
trischen Starkstrommontage bis zu den Motoren bezw. Anlassern und etwaiger elektrischer Beleuch-
tungsanlagen, erforderliche bauliche Arbeiten und die Kosten fiir Heizung, Licht und elektrische Kraft
wihrend der Montage.

Verpackung wird, wen nichts anders vereinbart, leihweise iiberlassen. Sie ist pfleglich zu behandeln und
baldméglichst samt Packmaterial und Werkzeugen franko zuriickzusenden.

8. Abnahme: Diese hat unmittelbar nach Fertigstellung der Arbeit auf Kosten des Bestellers zu erfolgen,
und zwar im Beisein eines Beauftragten der Lieferfirma, die auf ihre Kosten einen Sachverstandigen
beziehen darf.

Kann die Ab- bezw. Uebernahme nicht sofort nach Fertigstellung der Arbeit erfolgen, so hat dies die Fal-
ligkeit von Zahlungen keinen Einflufi. Die besondere Reise zur spateren Uebernahme ist der Lieferfirma
gegebenenfalls zu vergiten.

9.  Erfiillungsort fiir Zahlungen und Gerichtstand ist der Wohnsitz der Lieferfirma.

Ottingen, den 10. Mérz 1937.
/-] pieczec i podpis

ANEKS III
KOSTENBERECHNUNG
iiber ein Orgelgehduse fiir die katholische Pfarrkirche zu
Gumpertsdorf
(nach beifolgender Zeichnung Nr. 463)

Untergehiuse aus Fichtenholz, in gestemster Ausfithrung, mit herausnehmbaren Fiillungen aus Gabun-
sperrplatten, Seitenwéinde ebenfalls aus Fichtenholz, mit verschliefbaren Tiiren und
Fiillungen. Simtliche Holzteile ohne Anstrich.

Prospektpfeifen aus aluminierten Zink, samt Prospektwindladen, Relais, Stocken und Rastern.
Aufstellung des Gehduses und Konduktierung des Prospektes.
Preis
einschliefllich Verpackung und Transportkosten bis Station Gumpertsdorf O.S. -------------- RM 1.290
Mit Worten:
[:Eintausend zweihundertundneunzig Reichsmark:/

Anmerkung:
Die Bemerkungen unseres Kostenanschlages von 5. Februar 1937
finden auch auf diese Kostenberechnung sinngeméfle Anwendung.

OETTINGEN, den 9. April 1937
/pigcze¢:/ G.E Steinmeyer & Co.

gez. Fritz Steinmeyer
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SUMMARY

One of the best-known German organ building companies from the 19th and 20th cen-
turies, G.E Steinmeyer & Strebel, Orgel- und Harmoniumbau (H. Fischer 2011), based in Oet-
tingen, the Bavarian part of Swabia, and amongst others very active in the region around
Berlin, was in fact an unknown quantity east of the rivers Oder and Neisse. During its almost
150 years of existence, it built only four organs on the present Polish territory: three comple-
tely new instruments - in Swinemiinde/Swinoujécie 1927 (30 stops), Posen/Poznan 1929 (10
stops) und Comprachtschiitz near Oppeln/Komprachcice 1937 (31 stops) — as well as one in
an old organ case in Breslau/Wroctaw 1924 (26 stops).

The festive inauguration of the new church in Comprachtschiitz on 6 December 1936 rang
in the last phase of purchasing the organ. The parish priest Franz Niedzballa asked a friend
whom he knew from his curacy time in Berlin, the organist Johannes Bukowski, to help him
with the choice of the organ building company and to advise him regarding technical qu-
estions. After he had examined the tenders submitted by Rieger, Berschdorf and Steinmeyer,
Bukowski opted for the latter, for as it has been passed on: “In the catholic churches of Upper
Silesia one only knows the above-mentioned companies. It is my opinion that it would be
a very valuable merit for your company to build an organ in a catholic church in the ne-
ighbourhood of Oppeln”. Therefore, we can assume that the discussions about the details of
the assignment started on 28 January 1937, although the parish council did not yet officially
give its blessing to the decision. The purchase’s details were discussed through mail. Initially,
Bukowski proposed and organ with three manuals, for which he even submitted a tentative
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specification. On 5 February 1937, the Steinmeyer company presented through Fritz Stein-
meyer Sr. a project for a two-manual organ with 30 or 31 stops, electric action and membrane
chests (Taschenladen), for details see appendix no. 1. In both cases, borrowed stops were plan-
ned. The total costs of the first proposal added up to 16,350 Mark, the second, up to 16,240
Mark, was a little bit more favorable. In none of the proposals the case work was included. In
February, the Bavarian company received the order to build the organ, which involved fur-
ther discussions regarding an agreement about the final specification. The organ fagade (no.
463) for 1,290 Mark (see appendix no. 3) became a problem and the aim to decide on a final
version, which had been planned to take place during a personal meeting between the parish
priest Niedzballa and Hans Steinmeyer on 19 April 1937, was not achieved. Thereupon, Stein-
meyer presented other projects (nos. 1106, 1111 and 1112). Not until 26 May project draft no.
1111 was accepted. At the same moment, an agreement about the specification was reached
through mail. It ended up in a compromise between Bukowski’s post-romantic preferences
and the guiding principles of the organ reform which Steinmeyer wanted to implement. The
organ should receive 31 stops, amongst them one borrowed stop (Zartbass 16’ from Lieblich
Gedeckt 16'/M 1II), a set of couplers (the regular manual and pedal couplers, 16’- and 4’-co-
uplers in both M II and from M II to M I), as well as two free combinations. The Steinmeyer
instrument in Comprachtschiitz shows how one could build a medium-sized organ with a hi-
gher-than-average potential for a modest price. In September, two technicians, Karl Stockel
and Reichherzer, whose first name is not listed in the documents, erected the organ. The in-
vestigation of the local church archives also made it possible to identify the architect of the
church - Theodor Ehl. Most likely, the organ was inaugurated on 3 October 1937 in presence
of amongst others Bukowski and the instrument serves the parish, after having undergone
necessary reparations, until the present day.
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organy * budownictwo organowe * Steinmeyer & Co. * Komprachcice
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ABSTRACT

My aim in writing about Piéce Héroique of César Franck is to discuss the aspects of interpretation,
and to cite various recordings, books, papers, my own experience of organ studies with Mme
Odile Pierre in Paris and the numerous times that I have performed this composition in a variety
of musical situations. Another point of discussion will be attaining a spirit of Romanticism rather

than a literal reading of the score when dealing with non-French organs. You will need a copy of

the Durand edition of 1883 for this discussion, and having measure numbers marked ahead of
time will be helpful.

erhaps a good place to start our discussion is to talk about France and the development

of the Cavaille-Coll organ. As of 1793, church music in France was mostly popular

in style, and much of it suitable for the “pub”. Of course there always are exceptions,
but certainly with the birth of Franck and Cavaillé-Coll we will see a higher level of music,
really influenced by the organs. Events such as the introduction of the Barker Lever in the
1830s allowed the possibility for greater expansion of the tonal and technical resources of
the organ, more than ever before. Another turning point was in 1841 with the rebuilding
of the organ of St. Denis by Cavaillé-Coll, which at that point, was his largest organ. Very
important was its expanded pedal division, as Franck had very limited pedal boards to play
prior to this. So in a sense, the organ created the music, in that Franck had a large number
of new resources contained in the instruments for which he wrote. “Pater Seraphicus” was
responsible for the elevation of the level of composing for the organ and the expanded organ
of Cavaillé-Coll surely inspired such works as the Six Pieces of 1862, the Three Pieces of 1878,
and the Three Chorales of 1890.

As I will be speaking about Romanticism, perhaps a brief discussion about its attributes
will clarify some of the comparisons later. While entire books have been written about Ro-
manticism, I will limit my descriptions to three traits that will affect my later discussion and
specifically that aspect of performance. Certainly one of the traits celebrated in Romanticism
is a celebration of artistic creativity and imagination. For performers, I think artistic creativ-
ity is extremely important, especially in the present times where historical models sometimes
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take precedent over individual creativity. While I absolutely advocate knowing the sound of
the various organs Franck heard, played and wrote for, the fact of the matter is that most per-
formers will seldom if ever have the chance to play an untouched Cavaillé-Coll organ. That
means that the creativity I spoke about, affects registration, tempo, phrasing and many other
attributes, but for me, what is more successful in execution, especially when playing a non-
French organ, is playing in a broader framework of the “Romantic”. That creativity does not
mean “anything goes” or anti-Romantic performance style, nor does it mean to be so bound
to a historical model that it destroys the creativity that makes music live. There is a fine line
that takes many years of experience to know when musical creativity goes past the boundary
of a good sense of the “Romantic” and becomes bad taste or, sometimes, even a gimmick.

Another Romantic era charecteristic is the battle of opposites. Dame Gillian Weir writes:
“In the Romantic era opposites engage in conflict; extremes become one, unlike the Baroque
or even (mostly) Classical style. First each principal theme appears clearly in its own nature;
then as the work develops each surrenders something of itself until they reach resolution in
an integrated whole. This is clearly seen in the Piéce Héroique, the A-minor Chorale, and many
other works” (Archl).

The third Romantic trait is the awareness and celebration of the emotional content of
a piece of music. Although many have said that Franck was not the composer of programmatic
music, there is a very strong emotional content present in Piéce Héroique. As Odile Pierre said:
“Franck was truly spiritual, but also truly a man full of passion and emotions”. Louis Vierne, in
his Memoirs (L. Vierne 1938 in R. Smith 1999c: 47) speaks about Franck 's warmth and gives
us a good picture of his personality, so to simply ignore the emotional aspect of Piéce Héroique
and approach it only from a historical model in an emotionally detached manner, or simply as
“Allegro Maestoso’, does not truly capture “Pater Seraphicus” either. While Odile Pierre men-
tioned the fact that some say Piéce Héroique was influenced by the Franco-Prussian War, she
also used images of war when I studied this piece with her, but more in a general sense, and
not really in the sense of programmatic music. In my score and in notes that I saved from the
time I spent in Paris, I have written at bar 159, that is, the glorious tranformation of the theme
of the lyrical middle section, “declamé’, “the glories of the hero’, and “fuoco’, all instructions
from Mme Pierre, and all Romantic in the best sense of the word.

As far as the Three Pieces of 1878, I will only briefly refer to the fact that they were written
for the opening of the Trocadéro and its monumental organ in 1878. The original manuscript
of Piéce Héroique was not exactly the same as the first Durand publication of 1883. Although
many performers add the instructions written in the original score to their performances,
either in all or part, the 1883 edition does not contain some of them. There is no answer why
those instructions in the original manuscript are not in the 1883 edition, although the mark-
ings certainly make sense in terms of the “Romantic” aspects of interpretation.

While Mme Pierre was a pupil of Marcel Dupré, she was by no means exactly like Dupré,
nor was his pupil Jeanne Demessieux. Mme Pierre spoke about the “tradition Dupré” many
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times and about Guilmant, but also about the the tradition “Tournemire” Both Mme Pierre
and Mlle Demessieux performed the Franck works with considerably more freedom than did
Dupré, but Mme Pierre often spoke about her great respect for Dupré and his ideas. For me,
respecting and learning from all of the traditions and ideas that have come down through time
is wise. The solid, steady approach of Dupré really helps clarify structure, and the freedom of
Tournemire and his followers gives the music an expressive quality and also puts an emphasis
on Romantic ideals such as the battle of opposites, artistic creativity and individual expression,
and finally emotional elements.

Romantic ideals are rarely attained by following prescribed rules and regulations. Cavaillé-
Coll organs were designed for a particular space and are unique in their voicing, design and
scales, and it is surely a challenge to try to recreate that sound on organs that are a universe
away in their tonal concepts. While striving to create a sound as close to what Franck knew,
after 50 years of performing and over 1000 concerts, I rarely have played an instrument that
comes close to the sound of the untouched Cavaillé-Coll organs I have played. So we are left
with the need to develop adaptations to the instrument at hand, always striving to commu-
nicate a “Romantic” effect, honoring the aspects of individuality and emotion, while creating
a “Romantic” sound, in so far as we are able to do that. It is up to us as performers to create the
right spirit, while not always being possible to follow the “letter of the law”. As we will see, the
many recordings I will cite display very individual traits and certainly do not recreate textbook
models.

What is essential? These ideas will affect my later discussion.

1) I'would suggest that technique, while necessary to have, is not the answer to all ques-
tions, nor is it a means to anything other than to help display the composition and the
composer s ideas in that composition.

2) Speed and energy are often confused. Something can be played slowly and be excit-
ing, and can be played quickly and result in boredom. So energy rather than speed is
important. Accents, phrasing and good rhythm supersede speed as far as attaining
a musical product.

3) So much of whatever one wishes to do with the performance of a composition de-
pends on the use of the hands, fingers, arms, and ankles. Those who say everything is
done with a finger/knuckle technique are forgetting the fact that the French organists
were pianists first. Vierne speaks about this in his memoirs, for example, when he cites
the method that Widor taught for playing his famous Toccata, which uses a staccato
from the forearm and tightening the wrist (L. Vierne 1938 in R. Smith 1999c: 69-71).

4) Music-making is a combination of tension and relaxation. Total relaxation for the be-
ginning of Piéce Héroique is absolutely contrary to the character of the music, as is too
much tension in the “Oasis” section with its melodic passages.
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5) Dame Gillian Weir and Mme Odile Pierre always spoke about “energizing” the beat
with energy from the fingers, and that would imply a finger action but there must be
an additional musical conception behind that idea. I watched Mme Pierre when she
played Piéce Héroique and the finger action was strong as was the use of the wrist,
depending on the particular passage. I would add that the opposite is necessary for
lyrical passages where the hand must relax, and in some cases create a kind of legato
that “rolls” from one note to the next using the weight of the arm. These techniques
come from piano study.

6) Pulling on the stops marked by the composer in the score does not always result in
a musically satisfying performance anymore than just pulling on a stop in an “any-
thing goes” fashion. The middle ground is sometimes hard to achieve.

I asked Mme Pierre about the problem of registration. For example, how do you play
a Franck work on an organ that has inferior reeds or reeds that are anything but French. Her
answer was: “If it doesn "t sound good, change it”. Regarding use of the reeds she said: “Do
not use them if they do not sound good”. That sounds obvious enough but I think about the
many times I have sat through a performance of Franck where the reeds were a universe
away from a Cavaillé-Coll, sometimes thin and sometimes outright painful. Of course one
certainly can strive to be as close to Franck s indications as possible on a given instrument,
but adding something to an ensemble that is correct but not really beautiful is against the
spirit of the music and the Romantic esthetic. That sentiment was echoed by Dupré s pupil,
Michael Murray (1998: 83). While reeds are the backbone of French organs, Mme Pierre s
point is well taken that too many organists see a registration in the score, and draw those
stops without really listening to the effect, in an attempt to be authentic or historically cor-
rect. Her opinion was, and mine is, that beauty must have precedent over a slavish adher-
ence to the score.

Another issue to consider is the use of legato in the 19th century. In some quarters today,
the legato has been called into question, some stating that Franck was not concerned about
that issue. There are several sources that would contradict that opinion. In her book Or-
ganists and Organ Playing in Nineteenth-Century France and Belgium, Orpha Ochse (1994:
174-182) devotes a considerable amount of time to a comprehensive evaluation of the le-
gato. Franck himself, speaks about the necessity of legato in his 1858 preface to his accom-
paniments of plainsong melodies. Further, in her article, New Franck Fingerings Brought to
Light, Karen Hastings (1990: 92-101) transcribes the fingerings and pedalings in Franck s
edition of Bach for the National Institute for Blind Youths. There can be no question that the
aim of the edition s substitutions, glissandi, and pedal crossings was to achieve a good le-
gato, whether or not that conforms to today ‘s performances of Bach. I will allow the reader
to arrive at their own determination, but also to consider that legato was in evidence, for
example, in piano, vocal, orchestral, instrumental music and even in early French sources.
I would also caution that any number of shades of legato are also possible and actually desir-
able, dependent on the acoustic.
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Tempo is another source of discussion in the Franck organ works. Many are aware of
sources that came to light in publications from the late 20th and early 21st centuries regarding
tempi in the Franck organ works. The first consisted of Franck ‘s penciled-in tempo markings
found in an original score of the Six Pieces of 1862 (the owner of this original score wanted
to remain anonymous), and these tempi were published by Joel-Marie Fauget in 1999 in his
book César Franck. In the March 2000 journal of the American Organist the same tempi ap-
peared in an article by Marie-Louise Langlais (2000: 42-43) titled: A New Discovery: César
Franck’s Metronome Markings for His Six Pieces for Organ. Finally, and most importantly for
this article, was the appearence in the September 2003 journal of the American Organist of an
article by Rollin Smith (2003d: 58-60) titled: César Franck Metronome Marks: From Paris to
Brooklyn; Newly Discovered Indications for the Trois Piéces. These added to the already known
tempi markings and those for the Trois Piéces were included in the letter that was discovered in
the Brooklyn Museum of Art written by César Franck to his pupil R. Huntington Woodman.

These tempi are important because they are considerably faster than what we are accus-
tomed to. For example, Piéce Héroique is marked at m.m.104 to the quarter-note. The Langlais
recording (1963) comes close to this at an opening tempo of around m.m. 96 to the quar-
ter-note. Tournemire suggests m.m. 96 to the quarter-note (C. Tournemire 1930 in R. Smith
1983a: 88), but many French organists are well below this tempo marking. In the recordings
I studied, tempi ranged from around m.m. 76 up to m.m. 88 to the quarter-note. While some
of the non-French recordings I listened to were even slower, they were very effective for the
organs and rooms these performers had at their disposal. I do not believe these tempo mark-
ings discussed in the 2003 article can be discounted but nor do I believe that they must be
strictly adhered to, either. They are simply another tool to consider when interpreting the
Franck organ works.

While I do think for my taste, some of the recordings of the Franck works are played
too slowly, I do not necessarily think that tempo is always the problem although energy can
be a problem. Speed is not the essence of good playing. Several papers have been written
about intended ratios of tempos from Franck s letter (for example, half as fast) which really
become tedious. One would do far better to exercise their own musical judgement, letting
the study of the harmony and the rhythm dictate musical matters, evaluate the acoustic in
which one is playing, listening to the the organ itself, how well voiced it is, how it responds
in the room, how promptly the various voices speak, and maybe most importantly, the effect
one wants to create. Those issues must change with every organ, acoustic, and performer.
The performer must have a very clear idea about what is to be created and how to execute
a convincing interpretation expressing emotion, individuality and creativity.

I trust Tournemire’s writing, as he cautions in his book on César Franck about tempi
extremes (C. Tournemire 1930 in R. Smith 1983a: 81). One could also point to the fact that
Franck was careful to mark ma non troppo many times and I would also point out that Tourne-
mire did hear Franck perform and we did not. Franck wrote the marking Allegro maestoso for
Piéce Héroique and while there are a range of tempi for that marking, I would be very cautious
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about simply citing one tempo, from one source, and following it in all cases. I do not think
(save perhaps for the Final) that virtuosity is the point either, as there is a depth to the Franck
organ works that cannot be arrived at when speed and showing one’s virtuosity is the goal.
If this discussion has left the reader with more questions than answers, I believe it is a good
thing to really think about why we do what we do in a performance, and have good reasons
for doing it.

Next, I would also point to the Franck recordings of Jeanne Demessieux (1959) and Dame
Gillian Weir (1997 and 1989), both of whom have an absolute command of the rooms they
are playing in, which is far more important than following some prescribed tempo marking.
Neither of these performers play too slowly, nor too quickly, but display great musicianship,
and a reliance on their own musical sense rather than on textbooks and applying their rules
in every situation. These recordings really fulfill the Romantic ideals presented above. Both
performers use their considerable technique to communicate musical conceptions. Their in-
terpretations beautifully contrast opposites, are an expression of artistic creativity, are full of
emotion, and have an abundance of energy and lyricism when appropriate. As Demessieux
herself said, “a performer has her rights” (D. Trinkwon 2008: 32). Demessieux 's words mean
that one must arrive an interpretation of the composition that is being performed.

We can immediately point to some issues with registration. Franck does not call for the
16 "pitch in the récit at the beginning of Piéce Héroique, nor does he mention any pitch levels
for the récit in the 1883 edition. One could certainly justify using the 16 pitches as the Tro-
cadéro organ did have those registers in the récit. Also Piéce Héroique was written to display
the Trocadero organ and not St. Clotilde where the récit lacked 16 "pitches. Demessieux does
use the 16 pitch in the récit at the Madeleine, and the effect is certainly Romantic and very
ominous. Besides Demessieux, Michael Murray (1990) and Marcel Dupré (1926 and 1959)
used 16 "pitches in the right hand for their recordings of Piéce Héroique, while others such as
Jean Langlais (1963) and Marie-Claire Alain (1996) do not. Whatever one decides about reg-
istration, looking at the Cavaille-Coll Montres reminds me of a good singer. Robust and open
sounds are needed for this composition.

One of the things that Mme Pierre said was that the opening chord in the right hand
should have an ever so slight tenuto, and the following chords would gradually accelerate to
tempo. I am aware from reading the work of Gerard Carter (2008: 97) who studied this piece
with Jean Langlais, that Langlais also suggested this tenuto. That is not to say that every French
organist plays the beginning in this way, but it is another effective tool to consider. Those who
studied Piéce Héroique with a French teacher are always told about the repeated chords in the
right hand being played “very staccato” and this directive being stated by Franck and handed
down through the various traditions. In order to establish our opposing themes, and for the
first menacing theme to make a statement, the energized beat I spoke about earlier must be
present, and attention needs to be paid to the dot as part of beat 2, and of course throughout
this composition. I like to tell my students that dots are expressive. That is, by how the notes
the dots apply to are approached or released, the musical result can change considerably. I also
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like to tell my students to think of a crescendo on the dot which tends to change the moment
of attack and release of a given note.

In bar 2, Gerard Carter (2008: 97) speaks about the release of the final eighth note C-sharp,
and whether or not it should be a full value. According to Jean Langlais, with whom Carter
studied this composition, it should be a full eighth-note value. I have found no agreement
about this issue. Odile Pierre told me that the eighth-note release should not be a full value but
be played more as a weak, unaccented note with the dot being like a singer s crescendo. My
opinion is that it comes back to tension and release with that final eighth-note being a weak
release after creating tension on the first 2 beats and dot. Listening to Jeanne Demessieux and
Dame Gillian Weir play this passage, the playing is more in the manner of Odile Pierre, than
like Langlais (1963 ), and the Dupré recordings (1926 and 1959) more like Langlais. In the true
Romantic spirit, there is a good deal of interpretive license that is individually determined.

The singing legato is another feature in the soprano that I believe needs attention, for ex-
ample, from bar 4 on. Too many performers play these notes non-legato which destroys the
singing line so essential to the Romantic affect. While there are various solutions for the legato
soprano in bar 12, my idea is below in Exam-
ple 1, which leaves out a doubled note on the o ‘} a
first half of beat 3, and uses substitution for ———

those with very small hands. Some with larg- 3 i

er hands may not have to substitute or leave 5 '*

out the note, but for a good legato, at least for | !
.

smaller hands, substitution is essential. I *

o

Another possibility would be to move to ]
the Great at bar 12 and use the left hand to .
play the C-sharp that I suggested be omitted C
on the first half of beat 3. Then move the left
hand to the Positif at bar 14 with the right

hand on the Great as usual. The singing le- '—"—""—"’:—'——*" h—
gato in the soprano is absolutely necessary L »

for a Romantic interpretation. . l i

As I mentioned in bar one, the manner
in which one approaches the 2nd beats of the
bars is very important throughout this com-
position. An ever so slight anticipation before beat 2 will give exactly the right amount of time
to make the 2nd beat expressive and further to give the appogiaturi in the soprano the necessary
emphasis, for example in bars 4 and 5. Another way to think of this concept is like a conductor.
The timing of the 2nd beat gives the feeling of extending the 2nd beat of the 3/4 conducting pat-
tern out further to the right, which of course contrasts a very square literal beat pattern. I like to
give a very subtle crescendo, decrescendo using the récit box on the 2nd beats in bars 4 and 5.

’ Example1.Bar12, Durand (1883)
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In the original manuscript, there is a lentement marked at bar 7, although after listening
to multiple recordings of this composition, some French organists follow that suggestion and
others do a little or do not at all. For example, Dupré (1926 and 1959) does not do any rubato,
Langlais does quite a bit, and other organists fall someplace between those two. Certainly
some kind of relaxation or slackening of the tempo in that place is effective, although I note
that the suggestion is not included in the edition from 1883. For me, the left hand, in addition
to being very ominous sounding, also has to have a linear feeling, so places like bar 5 and 6 in
the left hand with the repeated note D on the 2nd and 3rd beats of bar 5 and 1st beat of bar
6 need to be closely repeated. I change fingers on repeated notes, which gives the notes a con-
nection not attained with repeated notes being half or 3/4 value systems. In fact, I also perform
in the same way bars 3 and 4 of the left hand, bar 15 and 16 in the soprano, 17 and 18 in the
soprano, and so on. The decision again comes down to: “Is the effect Romantic”, and not “Does
it follow some system calling for repeated notes to be half or % value”. So the interpretation is
Romantic in the general sense, like the orchestra or other instruments, as opposed to organ
method performance practice. Of course organists may have to adjust that idea for whatever
acoustic they are performing in.

In bar 20 a very slight hold of the D on beat three in the soprano is effective as well as
listening to the alto voice in bars 20 and 21. In bar 21, Odile Pierre told me that Dupré
played the thirds at the end of the bar on the Great. Listening to recordings of Langlais and
Marchal (1959), they also play those thirds on the Great. According to Gerard Carter (2008:
99), Langlais told him to play the thirds on the Great as well. Starting in bar 24, my belief is
that the soprano should be played legato and the slur marks observed, meaning a slight ar-
ticulation in the soprano between bars 25 and 26, the lower parts in the right hand between
26 and 27 (but not the soprano e-sharp to f-sharp which is too strong a harmony to break),
and finally between bars 28 and 29. (One could also play the soprano legato between bars
28 and 29 with the strong leading tone G-sharp to A). The soprano should sing with a legato
in bars 30, 31, and 32.

A characteristic of the Cavaillé-Coll windchests is that there can be 2 wind pressures with
a higher pressure in the soprano range, along with the doubled scales in the the treble. Dame
Gillian Weir (Archl) mentioned: “Cavaillé-Coll doubled the scale in the treble so there was
a huge warm sound available for the tune. You need a superb legato partly in order to bring
that out”. On instruments built by Cavaillé-Coll, those soprano lines would sing out above the
lower parts. Therefore a good legato in the soprano is even more essential.

At bar 32 some players with smaller hands will find it difficult to keep the soprano legato.
For those with very small hands, I worked out a solution in Example 2 following the same
manner as the first example, leaving out a doubled note on the first half of beat 3, and using
substitution.

Another alternative would be to move both hands to the Great at bar 30 and again use the
left hand to play the F-sharp I suggested omitting on the first half of beat 3. Using this method,
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the crescendo is still smooth with the use ..-5

of the récit box and the addition of anches L{

positif on the second half of beat 1 of bar 33. Y %2
|

As we move on to bar 33, we see the indi- ;
cation to add anches positif. That indication
brings up the subject of registration again, as 1
on many organs, there are no anches positif.
(I played an organ this past summer that
had no functioning reeds in the récit ei-
ther. Often here in Central Europe, you will f

find perhaps an oboe in the récit division,

which many times is a free reed. That be- /T-i— i
ing the case, one must be creative). I would .#'

suggest that adding something that sounds _:9
Romantic at that point would be appropri- 1

ate, although I would caution against adding
things like high pitched mixtures, or stops of
any family that have a neo-Baroque quality.
I also would point out that Cavaillé-Coll did have mixtures (if a mixture was included in the
specification for a particular division) on the jeu de combinacion. Those mixtures enhanced
the reeds making them even more brilliant and were nothing like the mixtures found on many
organs where they are simply too prominent. Odile Pierre suggested a slight ritard at bar 33
and Jean Langlais executed one in his recording. However, Dupré does not execute any ritard

in that place. [ have performed it both ways depending on the organ and especially the reeds.
If the reeds are grand and robust, then I like to dwell a bit longer.

’ Example 2.Bar 32, Durand (1883)

Langlais, Marchal (1959), Marie-Claire Alain (1996) and others did not suggest that the
following section (starting at bar 34) be played with a “French Overture” kind of marcato but
would be played in a more connected style. This legato style of playing can be heard listening
to the Langlais recording from bars 34-47. Odile Pierre played beat one and corresponding
places very marcato with the dotted- eighth, sixteenth figure becoming double dotted with the
sixteenth played like a 32nd note, and in fact marked that in my score. Jeanne Demessieux in
her recording at the Madeleine (1959), was identical to Odile Pierre s interpretation. Dupré s
recording from 1926 is a combination of a sharp staccato in bar 34 but a few bars later the
similar figurations are played legato. In his 1959 recording, the entire passage is played more
legato. In some recordings, bars 36 and 37 are played on the récit, which can be heard in
Demessieux s recording. The French tradition of playing the pedal legato unless otherwise
marked also is applied to the left hand in Demessieux s recording with the right hand chords
being detached and the left hand bass line being played very legato in bars 36 and 37. Odile
Pierre also suggested that and Carter (2008: 102) confirms that this interpretation comes from
the Dupré tradition although Dupré in bar 36 is not as careful about the legato in the left hand
as his pupils were.
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Demessieux does a rather subtle slowing of tempo at bars 42 and 43 and makes that time
up in 45 and 46 with an accelerando and slight ritard on beat 3 of bar 46. In the arpeggios that
follow at bar 47, there are a variety of opinions on the performance of this section. I believe
a legato brilliante or legato perlé, is an appropriate articulation for these left hand, F-sharp
major arpeggios, but that will depend on the spirit you want to create. As I recall, Odile Pierre
suggested a legato perlé. My opinion is that the acoustic in which you are playing should de-
termine the touch, but certainly a mushy, notes-run-together sound is not particularly effec-
tive for this section, or in any acoustic. My experience has been that the articulate left hand in
these bars makes a nice contrast to the singing legato in the soprano voice in most acoustics.

At bar 64 a slackening of tempo is effective before an a tempo at bar 65. The lentement
could be assumed at bar 70 but listening to Dupré there is no ritardando. Odile Pierre said
a slight slackening of the phrase is effective and others use varying degrees of ritard or none at
all. Carter (2008: 106) mentions that in the original manuscript, both hands are on the recit at
bar 79, which is not in the 1883 edition, but it makes good sense to perform it that way with
the change to the positif at bar 77.

The middle “Oasis” section begins at bar 80. Here we have the opposing theme to that of
the opening, with tension giving way to Franck lyricism. A discussion about tempo here is
helpful as there is no indication in the score that this section should be played more slowly.
Tournemire indicates a slower tempo in his book on César Franck (C. Tournemire 1930 in
R. Smith 1983a: 88). I asked Mme Pierre about this issue and she said that the tradition in
France is to play the “Oasis” section from bars 80-108 somewhat more slowly, but not too
much, and added that a “mysterious” feeling was needed for this section. However, I note
that when I heard her perform this piece, while this section was very expressive, it was per-
haps a bit slower but very close to the opening tempo. That is very similiar to Jeanne Demes-
sieux, whose tempo is fluid, but not really slower, and both performers move through the
arpeggiated sections from bars 93-105. Other interpreters tend to play a shade more slowly
to much more slowly, for example André Marchal where the tempo is considerably slower
than the beginning, and like Langlais, Marie-Claire Alain, and Daniel Roth (1991), with
Roth playing the entire composition more slowly. One certainly could justify a slower tem-
po in the “Oasis” section but at least in the Dupré tradition, tempo changes like this one are
not too large or too often.

How do we get the feeling of opposition of the themes, that characterize Romantic music?
The style of playing in the “Oasis“ should be legatissimo, especially to contrast the pedal stac-
cato and the faster sections preceding and following. That means careful attention to all the
voices is needed (except for the pedal which is marked staccato) so that a legato and expres-
sive nature is present. The tenor and alto voices especially should be a singing legato and not
a choppy, angular effect that occurs when a careful legato is not worked out ahead of time.
Listening to Dupré s recordings, he does not register the “Oasis” section using any of the reeds
from the recit, nor does he use the hautbois with the fonds in his interpretations of the Franck
organ works. While that may not have been Franck s registration, it is effective on the organs
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he was playing, for example, the Queens Hall recording. More important than any literal reg-
istration is that the voices must sing and whatever registration one decides on must also sing.

The “Oasis” section is one part I mentioned earlier where Mme. Pierre spoke about the
image of a war. Although some scoft at the idea, the images of war could have been the inspi-
ration for Piéce Héroique. Referring to the “Oasis” section, Odile Pierre says: “The general is
looking at the field and all of the casualties from the battle, but still with a bravery and nobility
of a soldier”. I know her image, while likely not intended to be programmatic, was intended to
convey that the “Oasis’, while played with freedom, cannot dissipate into a sentimental display.
The right spirit then, is that of an emotional noblility (perhaps stoic) rather than sentimental-
ity. It is an important distinction, as I have heard this section played with Vox Humanas, Voix
Celestes and tremolo, with a kind of sugary rubato that is surely not appropriate if one wants
to communicate a spirit of nobility. Although some performers charge right through bar 107,
a slight slackening of the beat can be very effective.

Another issue is where to change the registration for the new section beginning at bars 108
and 109. The indication in bar 109 is to make the changes on beat 1 of that bar, but for me,
dealing with most organs that do not have a ventil system, I prefer to make a subtle addition
just before the last beat of bar 106, which allows the pedal and Great to be increased easily
as they are not playing in bars 106 and 107. Of course this is assuming that one reduced the
pedal at bar 80 which is very likely a necessity on many organs. Even without that reduction
in the pedal, two changes are required, which is much more easily accomplished with a free
combination, or general piston change before beat 3 at bar 106, assuming one does not have
a ventil system similar to Francks.

At bar 109, the tympani-like figurations in the pedal can pose problems on organs where
the 16" fonds are slow to speak, and can make the sound uneven. One will have to listen care-
fully to the evenness of the sound and decide whether or not the fonds in the pedal are creat-
ing problems. I have always used alternate toes for this section up to bar 117 where I change
to a heel and toe to free up my right foot to use the récit shades for the poco a poco crescendo
marked at bar 118. Rollin Smith (1983a: 34) points out that the pedaling I mentioned was also
indicated by Franck, although if one’s foot is large enough, it may be possible to use the left
foot prior to this bar. No matter how one decides to do this, the crescendo from bars 118 to
128 is very important.

As far as the manuals, 2 adjacent keyboards are necessary, with the right hand on the upper
of the two. This is necessary for one to accomplish the octaves on the great being as legato as
possible, answering the soprano, which is played on the adjacent manual above, to allow for
thumbing down. Although I must admit that some of the performers do not pay attention to
this kind of legato, the singing style is really effective if one wants to take the time to work out
the difficulties. Practically, for small hands, the octaves are nearly impossible to keep legato
without help from the thumb of the right hand. I also like to think of the timing of the attack
and release for expression in the phrasing of this figuration in the soprano in bars 109-111.

NR 4/2021 | 43



ARTICLES

That means thinking of a crescendo on the half-note and each of the two repeated F-sharps,
followed by a hesitation/anticipation before the G-sharp on beat 2, which gives the feeling of
the 2nd beat being extended. I tell my students that these half-notes need to have the feeling
of growing and the repeated F-sharps in bars 109 and 110 and in similar places in this section
also must have a very close repeat like they were being sung. The expressive feeling would ap-
ply to all corresponding places on this page and apply both to right and left hands.

Generally speaking, in order to attain a high level of performance, a finger should be writ-
ten on every manual note and toe/heel indication on every pedal note as a change of fingers/
pedaling in performance from one (or several) used in practice, usually leads to a catastrophe.
To execute these subtle nuances, as well as maintain control, the same fingering and pedaling
must be used every time. I also give ever so slight a delay before the downbeat of each bar
where the pattern, referenced above, begins in both right and left hands, so that the downbeat
does not sound like it is coming in early. A rushed entrance is a problem on some record-
ings. The ideal execution of these entrances also goes back to the study of conducting and the
importance of listening to the harmony, where the 3rd beat in 3/4 (the up-beat) often has an
extended gesture, making it a strong beat (the so-called strong upbeat) rather than a weak
beat, and especially in Romantic music.

At bar 118 a question arises as to whether a gradual addition of stops would be an ap-
propriate way to accomplish the marked crescendo, reaching a climax at bar 125, and retiring
those stops gradually for the following decrescendo ending at bar 128. The idea certainly is
Romantic, depending on the instrument and the resources one has at their disposal. Jean
Guillou (1990) makes gradual additions in this place to maximum effect but I would caution
that if you decide to use a crescendo pedal, be sure that it does not add high pitched mixtures
or stops that do not blend in the ensemble. It may be better to not use the crescendo pedal
unless it has the newer technology allowing it to be set up at the discretion of the performer.
Other methods include adding carefully selected stops through a combination system, adding
the reeds with a ventil if on a French organ or ventil system, or rely on the récit box, assuming
it is well adjusted, to make the crescendo and decrescendo. It certainly is not anti-Romantic
to make a gradual crescendo by stop addition. Franck wrote for the orchestra, and this kind of
crescendo is absolutely appropriate in 19th century orchestral music, although not written in
the score for Piéce Héroique.

The idea of a gradual addition of stops reminds me of Dupré s recording of Grand Piéce
Symphonique at Saint-Sulpice (1959), where before the pedal theme enters, he decrescen-
dos down to the softest stop of the organ and crescendos much in the way I have described
above, that is, a stop or several at a time. It is not in the score but it is a marvelous effect and
absolutely Romantic. Is it appropriate to interpret with the application of a Romantic idea,
even though that idea may not be a literal interpretation of the score? I would say yes more
often than not; most of us have instruments to play that are another world away from 19th
century Paris. Of course Dupré did not follow Franck s indication, but his idea gives birth
to a grand, Romantic effect.
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Franck calls for the removal of the 16 s of the Positif at bar 129, but it hard to tell if Demes-
sieux, Odile Pierre, or Jean Guillou follows that indication as 16 "pitches are still sounding (which
also could have been from the récit). Again I would comment that it depends on the instrument
one has at hand, and the possibilities that instrument affords. At the Madeleine, and at St. Eus-
tache, it is a wonderful effect with the 16" pitches drawn. The feeling of tension is absolutely Ro-
mantic and the depth of the sound creates the sense of a battle. According to the specification in
Rollin Smith s book (R. Smith 1983a: 155) there were four 16 ’pitches between the récit and the
positif in the Trocadéro organ. Very important are the crescendo, decrescendo markings in this
section from bars 129 to 138. Those markings are seen at bars 129 and 130, 131, 133, 135, and
137. The crescendo/decrescendo should be just a little as I can recall Odile Pierre saying that too
big an opening and closing of the récit shades would be considered “vulgar”. In the recording of
Jean Guillou, he executes this crescendo-decrescendo very skillfully over the bar, using the récit
box along with the harmony to give a kind of “harmonic” backbone to these places.

Many interpreters, myself included, move ahead with a sense of urgency at bars 133-138.
Jean Guillou, on the other hand, rather likes to enjoy the moment and moves a bit, but not as
much as many of the other performers. By this point, it should be apparent that the interpreters
take a good deal of creative license with registration and interpretation, but not in a way that the
effect is anti-Romantic.

Atbar 139 and 140, Demessieux delays the entrance of the left hand ever so slightly which re-
ally does clarify its entrance. In my score, Odile Pierre notated accent marks on the strong parts
of beats from bars 139-145. Also noted is her indication “not too fast”. At bar 144 Franck calls
for the 16 pitches from the positif to be added, although some interpreters did not take them
off at bar 129, so do not follow that indication. Moving ahead, at bars 145 and 146, legato in the
soprano is important, with a slight phrase break between bars 145 to 146, and again between 146
and 147. At bar 149, attention to the legato is needed in the soprano voice. I would also suggest
that adding more to the pedal at bar 145 helps to bring out the fragment of the principal theme.

At bar 150 some performers make a big ritardando. In the original unpublished version it
is written to do so but not in the 1883 edition. However, with the addition of Great, Positif,
and Pedal reeds, a ritardando is effective. Dupré again does not make a ritard nor does he in
many places where other French interpreters often do so. Rather than seeing that as a negative
aspect, I see it as a very positive attribute given that everyone does not sound alike. For myself,
if the reeds are good I rather like to enjoy that moment without hurrying on. Another aspect
that Mme Pierre talked about was the difference between Franckian rubato and later styles of
rubato that make Franckian rubato different from composers like Boéllmann. Franckian rubato
is much freer (the so called “Wagner/Lisztian” rubato). Perhaps it is good for each performer to
evaluate what works best for them and to play in that way with maximum conviction.

At bar 151 the “trés largement” begins, although many French organists play this section
closely to what preceds it or only slightly slower. Again for me, it depends on the reeds, and the
organ itself. Paying attention to the alto voice and its entrance off the beat in bar 151 and also
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to alto and tenor voices in bar 152 really requires an ever so slight anticipation for the moment
of attack for those entrances, in order to give a slight accent to the syncopation. The slur marks
from the 1883 edition certainly make sense although some people believe that the slurs do not
mean anything and play everything from beginning to end without a breath. The answer for
me is having the experience of playing in a very large acoustic where breathing is required,
and that breath being essential to the understanding of the French repertoire for the organ.

A little tenuto on the third beat D-natural in bar 157 preceded by a slight ritard is very
effective. With the theme in the soprano at bars 159-163, many interpretations are possible,
although the French recordings I am familiar with, more or less fall into 2 types: the Dupré
tradition, which holds steady, and others who push ahead to varying degrees with no ritard
or very little at bar 163. Both are effective and both can make compelling and consistent state-
ments. Something about Dupré s steady approach really helps structure in the Franck works,
which tend to be sectional, but something about accelerating (with no ritard in bar 163) also
can leave the listener on the edge of their seat wondering what will happen next. Neither is
anti-Romantic, so again we see individual choices regarding interpretation are plentiful in
Romantic music, or as Dame Gillian Weir said: ,,how I feel about it, when speaking about
Romanticism in general.

The final section from bar 165 to the last bar is a glorious statement of the lyricism first
presented in the “Oasis” section, transformed to the triumphal. We see again how one uses
their hands, arms, and ankles can absolutely change the sound of the organ, and the way the
organ speaks. For example, using the weight of the arm to execute these chords will change the
sound of the organ considerably, allowing the reeds time to speak. Carter (2008: 115) points
out that Langlais taught that there is no addition of stops here. While there is no indication
for additions at bar 165, the addition of stops for this section points out the transformation of
the theme of the “Oasis” and enhances its importance. Additionally, Carter points out that the
edition by Bonnet calls for the addition of “anches du Solo” (Carter 2008: 115) in the bar of rest
at 164. Similarly, later at bar 173, Bonnet calls for the addition of the Contra-Bombarde 32°
(Carter 2008: 116) and that again can be justified with the Trocadéro organ having that regis-
ter in the pedal. That addition is also not in the 1883 edition nor in the original, but it is effec-
tive, certainly is not anti-Romantic, and is absolutely thrilling besides. As Franck did similarly
at his performance at the Trocadéro in 1878 (Carter 2008: 115), it is additional evidence that
composers do not always follow their own registrational suggestions, although some say that
Franck always followed a registrational model using the organ at St. Clotilde. At least in Piéce
Héroique the evidence is contrary regarding the use of the 32’Contra-Bombarde.

From the originally marked “Lentement” at bar 165, the Durand edition of 1883, is marked,
“Piti lento”. Listening to various French interpreters, the range of tempi and how much or how
little they perform this section “Pili lento” are interesting, but really there is no definitive con-
clusion. What is important is the feeling of the joy and triumph of the “Oasis” theme, with
Romantic elements of emotion and the end of the battle of opposites. Various artists com-
municated differing tempi to their students for this section starting at bar 165, but listening to
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their recordings those tempi are not always followed, probably much depending on where the
recording was made, the acoustic, and the frame of mind of the performer. (Demessieux, for
example, plays this section considerably faster than her teacher, Dupré).

There are many shades of legato in this section from 165-190, with some of the performers
playing more legato like Olivier Latry (2005), some very detached with a legato pedal (Demes-
sieux) and others a combination of articulations with a legato soprano and lower voices in the
manual chords detached. Dame Gillian Weir says: “play the top of the big chords legato, and
punch the notes underneath, like orchestral brass” (Arch1). Another mark I was given for this
section by Odile Pierre was “short” referring to the chords and “declamé”. That certainly works
beautifully in the Madeleine, but again one must consider the organ and acoustic they are
performing in and must have a very clear-cut idea about what it is they wish to communicate.

The pedal solo beginning at bar 179 also has a variety of interpretations, for example, among
the possibilities would be placing a break after the 2nd half of the 2nd beat of each bar, placing
an articulation before the 2nd beat of each bar, playing legato until a break before the D on beat
2 of bar 182, and yet another playing the pedal solo with a legato for the entire passage. Again
with the Cavaillé-Coll reeds one must be careful to allow them to speak fully, because if the note
is released too quickly, the reed cannot speak promptly and cannot blossom in the space.

Certainly one of the more convincing interpretations of this final section was that of Oli-
vier Latry (2005), who plays this ending section with the chords on the manuals only slightly
detached, leaning towards a legato that gives the reeds time to bloom in Notre-Dame Cathe-
dral and its giant acoustic. His use of the alternate ending from the original score but not pub-
lished in 1883 is also very interesting. It starts at bar 185 for 4 bars and returns to the published
1883 version at bar 187 of that edition.

Other than the recordings I have already spoken about, I would like to mention some
others that readers may or may not know. (See links to most of the recordings in the bibliog-
raphy). I often tell my students to listen to as many recordings of something they are working
on as possible, not so much to imitate them, as to grasp the wide variety of interpretations that
are possible in any given style. Ultimately that allows them to form their own interpretations,
which I encourage, and which I believe is necessary for the enhancement of performance art.

The name Edouard Commette (1883-1967) is one that I mention because of two record-
ings of Piéce Héroique that I heard, both recorded in the Cathédrale Saint-Jean de Lyon. One
was from an LP, César Franck, Three Chorales and Piéce Héroique (1938), and the other from
Toccata Francais which includes Piéce Héroique on the 12th track (1928). Commette was a pu-
pil of Widor, and his playing has the mark of good taste associated with his teacher. While
the interpretations on both recordings are similar, the timings are of interest being more than
a minute apart, with the 1938 recording timing at 8:55, and the recording from Toccata Fran-
cais clocking in at 7:38. The rubato is tasteful, and the phrasing and articulation just right
without being extreme, much in the same way Mme Pierre told me to play Piéce Héroique.
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Charles Courboin (1884-1973), is also important to mention. He was born in Antwerp,
and studied organ at the Brussels Conservatoire with Alphonse Mailly. He later relocated to
the United States, was a frequent performer at the Wanamaker organ, and in 1943 was ap-
pointed organist at St. Patricks Cathedral in New York City after several other posts. Piéce
Héroique was recorded at the American Academy of Arts and Letters (1940) and is notable
for its rhythmic flexibility and creative approach to registration. The “Oasis” is particularly
interesting with his use of the Romantic colors available on American organs, although some
would say that the “Oasis” section is interpreted in a more American than French style.

Another fine reading is by Jean-Jacques Grunenwald (1911-1982) at the Cavaillé-Coll or-
gan of Abbitale Saint-Ouen, Rouen (1969). I included this as the instrument is one of the most
famous Cavaillé-Coll organs, and because Grunenwald plays beautifully. His execution of the
chords in the final section with detached lower parts, and legato soprano and pedal, exempli-
fies the technique I spoke about earlier.

The recordings of Marcel Dupré (1886-1971) also require further discussion. The record-
ing from Queens Hall London (1926), and the recording from St. Thomas New York City
(1959) are very similar in style but not in tempo. The Queens Hall recording timing is about
7:06, and the 1959 recording is around 8:26. In the pedal solo at bar 179 in the Queens Hall
recording, the phrasing in the pedal solo is executed with the breaks he suggested to his stu-
dents, (communicated to me by Mme Odile Pierre), that is, before the last eighth-note of bar
180 and and the last eighth-note of bar 181. The breaks produce 3 phrases in the pedal solo but
Dupré does not make those breaks in the 1959 recording where the pedal solo is played legato.
What is similar is the Dupré solid, steady approach with clear-cut structure.

Also important are the recordings of Pierre Cochereau (1924-1984), particularly the ver-
sions recorded in Notre-Dame Cathedral (1958) along with the version released by Decca
(1967). Both are characterized by great rhythmic freedom. The “Oasis” from the 1967 record-
ing was registered in the manner of Dupré with Fonds only.

Another very interesting recording is by Fernando Germani (1906-1998). Recorded in
Selby Abbey (1962) it is more in the Dupré tradition, although his version is certainly on the
majestic side with a timing of around 9:35. There surely is a beauty to this slower approach
which suits the space and the organ. So again we see the elements of individuality, emotion
and creativity all expressed in a variety of ways and on differing instruments.

Finally, while this paper does not discuss the complete Franck organ works, a good exam-
ple of some of the performance techniques I described above can be seen in the video of Dame
Gillian Weir, playing the Third Chorale in A-minor, from Abbital Saint-Ouen, Rouen (1989).
Watching her hands it is easy to see the techniques of “energizing the beat”, changing the use of
the hands, arms and fingers to attain lyricism, and the use of tension and release in phrasing.
It is a marvelous interpretation of this often played work, and certainly will be an inspiration
to those who listen to it.
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SUMMARY

For this organist, writing about music always poses difficulties, as putting a feeling into
words does not always communicate the intention as well as listening to a musical perfor-
mance of that idea. If the readers of this article come away with some fresh ideas to try out,
or even think about the reasons why they perform Piéce Héroique in a particular way, then
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my aim has been attained. It is easy to read about interpretation in a book or article, and then
apply those ideas to a performance in a formulaic manner. But the true artist realizes that no
system or rule book can replace the thrill of performing, which in large part is the license to
take risks and in the case of Piéce Héroique, to reach Romantic goals of opposing ideas being
communicated, along with individuality, creativity and emotion. When those goals take the
audience away to another level in synergy with the performer, the most amazing atmosphere
fills the performance space.

In order for that to happen, all things must be in balance. While we as performers are
part of that equation, we are not the whole picture, nor is the performance all about us, but
more about a balancing between the composer, performer, and drawing the audience into
that artistic endeavor. Often your listeners may not be musicians, but they will know if you
enjoy yourself when you play, and they also will know if you love music. One of the ideas
I hope I was able to communicate is that that the “sameness” some want to permeate per-
formance art certainly does not permeate the recordings of the artists I mentioned above.
Every one of them puts his or her own “stamp” on their recordings of Piéce Héroique, while
respecting César Franck as well, which for me is really the sign of a great artist. While I be-
lieve in knowing as much as we can about an individual composer and the organs he or she
may have had to play, our art is a living one of creativity and not of reproduction. Long live
Franck and long live creativity, individuality, and emotion. As Louis Vierne said: “T had only
one aim: to rouse emotion’.

César Franck ¢ Piéce Héroique * French Organ Repertoire
* Interpretation * Romanticism

David di Fiore - performed his European debut recital at the Cathedral of Notre-
Dame in Paris. He is a member of the music faculty at Catholic University in Ruzomberok,
Slovakia, already having played his 1000th concert in Cathédrale Sainte-Croix d'Orléans.
Mr. di Fiore was a pupil of French organist, Odile Pierre, has received the award “Distin-
guished Graduate” from the American National Catholic Education Association, and has
been awarded diplomas from the governments of Mexico, Slovakia, and Romania for his

“extraordinary participation” as part of international organ festivals.

e-mail: dgdifo8@hotmail.com
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The Organological Archive - a scientific and
research institute at the Karol Szymanowski
Academy of Music in Katowice

Anna Gembalska-Krym

ORCID: O0O00-0001-9968-9829
KAROL SzyMmaNowskl ACADEMY oF Music
IN KATOWICE

ABSTRACT

The article presents a scientific and research institute at the Academy of Music in Katowice, which
aims at collecting, compiling and making available materials concerning Silesian organs and or-
gan music in Silesia. The text presents the genesis of the institute along with the context of its
establishment, the scope of its activities and the actions it undertakes. In the following section, the

system of the gathered collections are presented with a brief discussion. The article also addresses
the issue of the acquisition of collections by the Archive, pointing to the collections of the founder,
the archive materials acquired through cooperation with the Church and the collections donated
by private individuals. In conclusion, the significance of the institution for the study of organs and
organ music, its current functioning and prospects are presented.

Documenting the scientific and cultural achievements of a region, country or institu-
tion is a process that aims to create a database for scientific reflection on the phenomena
of culture and social life. Institutions have been established to carry out this task, col-
lecting, storing and then compiling and making available the legacy of past generations.
These are primarily archives that collect materials such as fonds, documents, publica-
tions, collections of artistic and scientific output. The similar function is fulfilled by mu-
seums that collect products of human activity.

Documenting the artistic output, including musical life, allows us to determine the
cultural potential of certain community or region and helps to define their identity.

In the area of documentation of musical culture in Silesia a special role is played by
three institutions operating at the Karol Szymanowski Academy of Music in Katowice.

The first of these, the Archive of Silesian Musical Culture, has been established in
1968 by Karol Musiotl, PhD, then Vice-Rector of the Academy and Director of the Main
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Library. His activity is focused on collecting evidence of work and development of music
in Silesia such as manuscripts, music prints, documents of musical life and sound materi-
als (wwwl).

The second institution, the Silesian Organ Museum was established in 2004 by Pro-
fessor Julian Gembalski. It collects such objects as antique organs and their parts-pipes,
windchests, consoles. These objects were acquired as part of research work and they are
now used for museum purposes but also for scientific and research purposes (www2).
The third institution is the Organological Archive, which commenced its activity in 2012.

1. Establishment of the Organological Archive

The Organological Archive was created as a project of the Organ and Church Mu-
sic Department of the Karol Szymanowski Academy of Music in Katowice within the
National Programme for the Development of the Humanities financed by the Ministry
of Science and Higher Education of the time. The insufficient state of research in the
post-war history of Poland, resulting in the neglect of organ building and organ music as
a research area, was the impulse to establish the Archive. This situation, discussed in de-
tails in the explanatory memorandum to the project, resulted in a lack of legal protection
for the instruments and a lack of care for the archival collections. Therefore, it has been
pointed out that it is necessary to establish an institution which will collect and compile
archival materials connected with Silesian organs, such as source materials, iconography
and records of instruments. Another area to be undertaken is the current documentation
of organ building activities in the region, connected with the construction of new instru-
ments, but also with the work undertaken on historic instruments. Documenting the mu-
sical life associated with organ music, i.e. concerts, festivals and other events concerning
organ and organological issues, was considered an equally important area. The Archive’s
holdings are intended to become a source base of archival materials for research on is-
sues related to organs and organ music. This is also how the main goal of the project was
defined as: creating, compiling and then making available to researchers a broad database
on organs and organ music in Silesia (Akademia Muzyczna im. Karola Szymanowskiego
w Katowicach 2011a).

After the project received a positive opinion from experts and successfully passed
formal verification, the Archive began its operations.

In the first years, the Archive staff conducted site and instrumentological investigation
concerning selected Silesian instruments, created an organ register, photographic docu-
mentation and documentation of the activity of Silesian organ builders. Digitalization
of collections and registration of museum pieces in the exhibition of the Silesian Organ
Museum was started. The work on the project culminated in the conference “Organy na

54 ’ FOLIA ORGANOLOGICA




ARTICLES

Slasku V” (Organs in Silesia No. 5) which resulted in the production of the next volume
of the scientific book Organy na Slgsku (J. Gembalski 2014) and the publication of a photo
album Muzeum Organdw Slgskich (J. Gembalski 2013) presenting the range of the institu-
tion’s activities and some of the exhibits (Akademia Muzyczna im. Karola Szymanowsk-
iego w Katowicach 2013b).

During almost 10 years of its existence, the Archive has also accumulated archives on
organ-related subjects, including church music, estimated at 10,000 archival units (in-
cluding 6000 catalogued ones).

The archives include categories as follows:

- documents concerning organs in Silesia in the form of fonds related to the organs
of Silesian parishes and institutions, as well as documentation of contemporary
instruments;

- iconography concerning the Silesian and Polish organs - in the form of photo-
graphs, design drawings, as well as calendars and postcards;

- documentation of the activity of Silesian organ builders and those from outside
the region but operating in Silesia;

- documents of musical life connected with the organ, both in Silesia and other
regions of Poland;

- church music collections - sheet music;

- bibliographic collection - books, publications, works, organ magazines and maga-
zines devoted to liturgical music, articles and press clippings;

- varia.

2. Collection catalogue system
2.1. Documents of musical life

The most numerous category in the collection, estimated at over 2200 archival units,
are documents of musical life related to organ music, such as programmes, posters, fold-
ers and programme booklets. The collected materials document organ concerts organized
by parishes and institutions all over the country. They concern both single, occasionally
organized concerts, events taking place cyclically and the biggest organ festivals taking
place in Silesia and in Poland.

Among many festivals documented in the Archives collection, one can mention:
“Muzyka Organowa w Katedrze”, “Jesien Organowa w Powiecie Bierunsko-Ledzinskim’,
“Dni Muzyki Organowej w Gliwicach”, “Mikotowskie Dni Muzyki” and “Slaski Festiwal

Bachowski” while outside of Silesia festivals took place in Kamien Pomorski, Gdansk-
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Oliwa, Frombork, Koszalin, Krakéw, Lezajsk, Olkusz, Kluczbork, Legnica, and many
other places.

This group of collections also includes documentation of artistic activities of the Or-
gan and Church Music Department of the Katowice Academy, collected at various stages
of its structure-starting from the Organ Teaching Group which was active in the 70s and
ending with the presently functioning academic unit. These records include posters and
programs for concerts, student concerts, final recitals, academic conferences, open lec-
tures, courses, and other events organized by the academy and its staff.

The Archive also collects materials concerning inaugurations and consecrations of
new or restored instruments, events related to liturgical music (concerts, courses, lec-
tures), as well as documentation of scientific sessions, symposia and organological con-
ferences.

The above collection is a valuable testament to the activity of Polish, and especially
Silesian, organists for over 70 years. The oldest and at the same time the most valuable
posters and programmes date back to the 1950s. Some have survived to the present day
in single copies. Especially interesting are the programs with autographs and dedications
of the late world-class organists.

2.2. Documentation of Silesian organs and activities
of organ builders

A very important area of the Archive’s activity is the collection of documentation of
Silesian organs. The materials held by the Archive were obtained mainly from parish ar-
chives and refer to over 80 instruments found in the churches of Upper Silesia, Lower
Silesia and Opole Silesia. The documents held in the folders, each of them refers to the
particular instrument and contain mainly photocopies of archives such as cost estimates,
design drawings, correspondence between the parish and the organ builder, protocols
of instrument’s acceptance, documents concerning later repairs, tunings and renova-
tions. The oldest catalogued documents come from the 19th century and concern instru-
ments located, among others, in churches in Raszczyce (St. Simon and St. Jude Thaddeus
Church), Brzezce (Our Lady of the Scapular Church), Bielszowice (St. Mary Magdalene
Church) and Bierun Stary (St. Bartholomew Church).

The archive also collects documentation of organs built nowadays. Documentations
of this type include mainly project materials, technical drawings, scale diagrams, notes
and working sketches, extensive correspondence with organ builders and subcontractors,
as well as photographic documentation of the construction and installation. Some of the
documents concern the musical life of the parish initiated by the construction of the new
instrument. These are materials related to the inauguration and consecration of the or-
gan, concert programs, as well as reports and articles from the daily press. The exemplary
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REKTORAT PANSTWOWE] WYZSZE]
SZKOLY MUZYCZNE] w KATOWICACH

Aula PW.S.M. w Katowicach

Niedziela, dnia 14 stycznia 1962 r.

IX. PORANEK
MUZYKI ORGANOWEL]

WYKONAWCA

ADAM BRYZEK

Prelekcia: Jézet Swider

PROGRAM

)]1S.Bach . . . . . .— 2 preludia. choralowe Benl
d-moll nr 60 W. P. , Wir 8
glauben all' an einen’

Gott Schopfer...”
F-dur nr 62 W. P. ,Wir
glauben all’ an einen

- Gott Vater...”
2) Hendrik Andriessen — SonataDaChiesa(Tema
Con Variazioni E Finale)
3) Albert De Klerk . . . — Preludium i Fuga
4) Marius Monnikendam — Toccata
5) Tadeusz Machl . . . — 2 Etiudy

kzg 2 - 2411 - 28, XIL. 61 - N-10 - 100 sztuk

Photo 1. Program of Adam Bryzek's concert as a part of “Poranki Muzyki Organowej" (Organ Music Mornings), 14™ January
1962, The Organological Archive (OA), 8 Pm
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documentation of contemporary instruments concerns, among other things, the organ at
St. Spirit Church in Siemianowice Slgskie-Bytkéw, St. Barbara Church in Bierun Nowy,
Corpus Christi Church in Mystowice-Lawki, as well as new organs at the Silesian Phil-
harmonic in Katowice and Bolestaw Szabelski Hall at the Academy of Music in Katowice.

The documentation of the activity of Silesian organ builders is an effect of one of
the most important undertakings of the whole project. It concerns mainly active organ
builders, among whom are Olgierd Nowakowski, Marek Urbanczyk, Stanistaw Pielc-
zyk, Andrzej Guziak, Henryk Hober, Norbert Kuznik, Maciej Tomaszewski, and the late
Mieczystaw Klonowski and Jan Wylezol. The Archive collects information in the form
of profiles. Beside the basic data concerning the education, previous employment and
the career of the organ builder, the main and the most important element is the list of
the works carried out on the instruments-repairs, renovations, maintenance, restorations,
tunings and also rebuilding and constructing new instruments. These dossiers are com-
pleted on an ongoing basis.

The Archive’s collection also includes materials concerning the most renowned com-
panies operating in Silesia in the 19th and 20th centuries, such as Schlag & Séhne, Bersch-
dorf, Klimosz & Dyrszlag, Rieger, Biernacki. In addition to the archival records of the
Silesian organs mentioned above, the Archive collects catalogues, advertising materials,
offers and design drawings.

2.3. lconographic collections

Another important field of activity of the Archive is the collection of iconographic
materials. These are primarily photographs of instruments taken during site investigation
and inventory works. The vast majority of the photographs were taken during the repair,
maintenance, restoration, rebuilding or construction of the instrument. The advantage
of the collection is the detailed documentation of the process of the works and showing
the condition of the organ at different stages of the conservation or renovation process.
The photos, apart from the overall picture of an organ, show also individual elements of
the instrument, such as the particular Werk, tracker action, console, windchest, bellows,
interior pipes, found inscriptions, etc. They show also Silesian organ builders who were
working on the instruments (e.g. Marek Mocko, Dominik Kabot, Mieczystaw Klonowski
and Jan Wylezot) and thus they are a supplement of the previously discussed documenta-
tion of Silesian organ builders.

Particularly valuable are the photographs depicting instruments that no longer exist,
have been rebuilt or have undergone irreversible changes. The examples of such instru-
ments are the organs in Wojska (after dismantling they became incomplete), in Tychy-
Urbanowice (destroyed unique set of wooden prospect pipes), in Godéw (organ rebuilt
and translocated to Wisla-Glebce), as well as the instruments of the Biernacki company
(Kokoszyce, Bierun Stary), which were taken apart in recent years.
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Photo 3. The no longer existing organ of Wactaw Biernacki in the
St. Bartholomew church in Bierun Stary, 2003, OA, 123 F. Photogra-
pher:J. Gembalsk

The photography section now
includes over 400 collections con-
taining one to several dozen pho-
tographs. Apart from photographs
concerning Silesian organs, the
Archives also contains photo docu-
mentation of concerts, festivals, or-
gan tours and events organized by
the Organ and Church Music De-
partment of the Katowice Academy.

The Archive also collects design
drawings of organs, both those built
today and those built before 1945.
The iconographic collection is supple-
mented by postcards presenting pros-
pects of Polish and foreign organs and
calendars on organ matters - present-
ing Polish, European and American
instruments and being publications of
organ building companies.

CHORAL,

dostatecamy sbior melodyj do praeszlo 700 piesni
katolickich w jezyku polskim,

Ulodony nu extery glasy
do granin na organach i spiewania
Jézefu Nachbar,

Bis. Rernardo Bogedoin,

Drukiem W. Novarr w Berlinie 1856

Photo 4. J6zef Nachbar, Chorat: czyli dostateczny zbior
melodyj do przeszto 700 piesni katolickich w jezyku
polskim (Chorale: a sufficient collection of tunes for over
700 Catholic songs in the Polish language), 1956, OA, TN
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2.4. Music collections

The sheet music collection of the Or-
ganological Archive consists primarily of
musical prints related to organist’s activi-
ties as a church musician. These are chorale
books, both in Polish and German, as well
as collections of songs, accompaniments, ar-
rangements, organ accompaniments, hymn
books, various liturgical aids and also reli-
gious choral music, especially for choir with
organ accompaniment.

The Archive also collects pedagogical
publications such as organ schools and har-
mony textbooks, as well as music for har-
monium.

It is worth noting that a large part of

the listed collections are music prints pub-
lished before 1945. The oldest publications
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Photo 5.Bernhard Kothe, Praktische Orgelschule (The Practical School for Organ),
[approx.1900], 0A, 8N

include Jozef Nachbar’s chorale published in 1856 and Bernhard Kothe’s chorale Melodi-
en zu dem Oppelner Katholischen Gesangbuche (Melodies to the Catholic Opole Silesia
Hymn Book) from 1865.

A separate collection is primarily contemporary organ music. This group is dominated
by manuscripts and photocopies of manuscripts by such composers as Norbert Mateusz
Kuznik, Edward Bogustawski, Wladystaw Szymanski, Marian Sawa, Jan Gawlas, Jacek
Domagala, Feliks Raczkowski, Marek Jasinski and Stanistaw Moryto. Some of the works
have not been published to date or are original versions of works published later (Feliks
Raczkowski - Bogurodzica, Jacek Domagala — Surrexit Christus hodie for organ solo).

2.5. Bibliographic and varia collections

The Archive also collects bibliographical materials in the form of press clippings,
works, periodicals and books. The rich collection of over 500 press clippings, embracing
a period of more than 60 years, includes articles, columns, polemics and essays on organ
themes, interviews with organists and organ builders, photo essays, festival reports, an-
nouncements and reviews of organ concerts, as well as record and book reviews. A sepa-
rate collection of clippings deals with church music and addresses such issues as the role
of the organist or the situation of music in the Polish church.

The collection consists mainly of Bachelor’s, Master’s, Doctorate and Postdoctoral’s
thesis written in Polish academic centres on subjects connected with organ, organ music
and church music.
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Among periodicals there are mainly
magazines concerning liturgical music
and their characteristic feature are sheet
music supplements with aids for organists
and church ensembles. Among the most
interesting in this collection is the peri-
odical “Biblioteka Muzyczna Organisty”
(The Organist’s Music Library), published
in 1938-1939, containing interesting ar-
rangements of church songs and short
organ pieces, including little-known com-
positions by recognised composers of reli-
gious music.

The collection of books includes the
basic items from the literature on the sub-
ject, and its establishment is connected
with making the book collection avail-
able to those who use the resources of the
Archive in the research studio.

Photo 6."Biblioteka Muzyczna Organisty” (The Organist's
Music Library), No.1, October 1938, 0A, 150 N

The last category of collections is
the varia. In this group are catalogued,
among others, occasional souvenirs connected with organ festivals and leaflets concern-
ing instruments, as well as organisations and institutions connected with organs.

3. Collection sourcing

The origin of the discussed collection of the Organological Archive is primarily linked
to the figure of the initiator and manager of the project - Professor Julian Gembalski. The
documents collected successively for over 50 years constitute the backbone of the collec-
tion, however, the collection would not exist in this form without the cooperation with
parishes and church institutions, as well as without the support and contribution of pri-
vate individuals who decided to donate materials to the Archive - from single documents
to large collections containing archives of various types.

3.1. Collections donated by virtue of the act of cooperation
with the Archdiocese of Katowice

The cooperation with the Church at the beginning of the Archive’s existence was main-
ly based on providing access to instruments by enabling instrumentological research, reg-
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istration, photographic documentation but also providing access to archival documents
concerning the organs preserved in parish archives. As a result, it was possible to obtain
copies of the archives, which now constitute the most important part of a database con-
taining source materials on Silesian instruments.

An event that significantly affected the issue of collection sourcing and cooperation
with the Church was the passing of an act in 2016, during the Second Synod of the Arch-
diocese of Katowice, which allowed for the donation of materials to the Organological
Archive. This provision, found in the subsection on caring for the musical heritage of the
Church of Katowice, reads as follows (W. Skworc 2016): It is recommended that church
institutions cooperate with the Organological Archive and the Organ Museum operat-
ing at the Academy of Music in Katowice (“Zaleca si¢ wspolprace instytucji koscielnych
z Archiwum Organologicznym oraz Muzeum Organdéw dzialajacym przy Akademii
Muzycznej w Katowicach”).

In practice, this provision made it possible to transfer collections by donation or de-
posit when a parish does not have the capacity to properly preserve and store the archives.
The same goes for large collections, such as the certain parish music materials, which over
the years have been used by organists and music ensembles, especially parish choirs. This
includes situations where the collection has been unused for many years. Leaving the col-
lection, which is often placed as not protected against external factors or with access to
unauthorized persons, may result in its incompleteness, dispersion or even its definitive
destruction.

The donation of music materials to the Archive allows the collection to be saved and
ensures its safe keeping. One of the undoubted advantages of this solution is the fact that
the collection is inventoried and catalogued at the time of donation. Therefore, it has
a chance to appear in the broader wisdom as a collection historically connected with
a particular place and parish, at the same time becoming a starting point for analysis and
research. It also sheds light on the musical activities of the parish, enabling to examine
them through a general analysis of the repertoire, its type, level of difficulty and variety.
Some elements of the donated collection may have a chance to return to their original
function by being made accessible and reused in music practice.

Among the music materials usually placed in the loft cabinets one can find both organ
and choir music, including many valuable, over a hundred years old, often unique music
prints. It is not uncommon to find handwritten copies of works and particularly valuable
manuscript collections containing harmonisations of liturgical songs and chants. In spe-
cial cases, organ manuscripts can also be found among the music materials.

The collection which was handed over to the Organological Archive by virtue of the
synod’s act is a set of music materials from the parish of St. Paul the Apostle in Zabrze-
Pawlow. This collection, though relatively small, contains valuable and interesting items.
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Organum comitans

Graduale parvum

quod juxta Editionem Vaticanam

transposuit et harmaonice ormavit

Max Springe:r,n\a

wganists Abbatiae Emautinae Pragae

Photo 7. Max Springer, Organum comitans ad Graduale parvum quod juxta Editionem
Vaticanam, 1910, 0A, 145N

The most interesting are: Max Springer’s Gradual Organum comitans ad Graduale parvum
quod juxta Editionem Vaticanam, published in Regensburg in 1910, and the 1882 supple-
ment to August Gottfried Ritter’s Organ School by Johannes Diebold.

Apart from that, the collection includes song books, devotional booklets, songs ar-
rangements, missals, liturgical texts, chorales - e.g. Droga do nieba by Karol Hoppe and
a written chorale, most probably dating back to the 1950s-1960s.

A rich set of handwritten voice booklets containing songs arrangements divided into
various periods of the liturgical year is a testament of the active functioning of the brass
band in the parish.

Similar music was obtained from parishes in Betk, Chorzéw and Katowice-Szopienice.

The archive is engaged in ongoing research and inventory of further collections of
Silesian parishes. Some of them may expand the archive’s music collection with new, in-
teresting publications.

3.2. Collections donated by private individuals

The collection of the Organological Archive also includes materials donated by private

individuals. These are usually collections associated with a particular artist, usually an
organist or organ builder. They are transferred to the Archive by the heirs and family of
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the author after his death. There are also cases - though much rarer - where the collection
is handed down by the artist himself, while he is still alive.

The collections handed over by the heirs include part of the legacy of two outstanding
organists and pedagogues - Professor Feliks Raczkowski and Henryk Klaja.

In both collections one can find documentation of artistic and concert activities, such
as programmes and posters, as well as press clippings containing announcements, reviews
and reports from concerts. Henryk Klaja’s collection is particularly representative in this
respect, as it contains a very large number of clippings from the Polish press, as well as
from the German-language press, which results from the organist’s concert activity in
Germany.

Sheet music is an important part of the collection. Organ music prevails in them, rep-
resented mainly by the works of contemporary composers. They were part of the perma-
nent repertoire of both organists, which is confirmed by an analysis of the programmes
and reviews held in the Archive. Among them are works by Bernard Pietrzak, Jan Win-
centy Hawel, Henryk Mikotaj Gérecki, Norbert Kuznik, Jan Fotek, as well as foreign com-
posers - Erich Stoffers, Hans-
Klaus Langer, Otté Ferenc, Jo-
sef Friedrich Doppelbauer. It is
worth noting that most of the
sheet music collections listed
are photocopies of manuscripts.

Particularly noteworthy are
the manuscripts of eleven organ
pieces by Henryk Klaja, includ-
ing Veni Creator, Prelud 1969,
Sonatina for organ, Ka/72, Pro-
gres. These compositions, dat-
ing from the 1960s and 1970s,
have not previously been pub-
lished and are currently being
compiled and prepared for pub-
lication.

The collection, which was
also donated by the family, is |
a collection of interesting mem-
orabilia of the organ builder

Waclaw Biernacki. It includes, = . . .
among others, a certificate is- | Photo8. HenrykKlaja, Chromestezja, manuscript, 1969, OA, 160N
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sued by the Carpenters Guild in St. Petersburg in 1901, a recommendation from Jan
Sliwinski, with whom Biernacki practiced, diplomas from the Chamber of Crafts, design
drawings, family photographs and portraits.

An example of a collection that was handed over to the Archive by the artist himself
is the documentation of the activities of Rudolf Kuznik, an organ builder from Rybnik.
It contains over 200 documents such as repair estimates, as-built protocols, lists of work
carried out, scale diagrams, instrument descriptions and contracts. They concern over 80
instruments located in Upper Silesia and Opole Silesia.

3.3. Jerzy Borowiec Collection

The Archive’s holdings include a particularly noteworthy collection, also donated by
the artist during his lifetime. It has a very unique character - both because of the content
and the character of its creator. It is the collection of Jerzy Borowiec, long-time organist
of the Holy Spirit Church in Chorzéw. Jerzy Borowiec, although the function of a church
musician was for him an additional occupation and was not connected with his educa-
tion, showed an unusual fascination with the organ instrument. His passion, to which he
devoted most of his life, resulted in interesting studies on the organ, which are now a rich
source of many interesting pieces of information in this field. It is also noteworthy that
the content of the collection corresponds to a large part of the categories included in the
collection of the Organological Archive.

An example of a study con-
taining iconographic materi-
als in the form of photographs
and reproductions taken from
programmes and folders are
the 9-volume albums present-
ing organ prospects. The au-
thor has included nearly 800
photographs and reproduc-
tions illustrating over 700 Pol-
ish, European and American
instruments. Most are accom-
panied by historical notes,
a stop-list or other informa-
tion about the instruments.

The bibliographic col-
lection includes an im-
pressive collection of press
clippings entitled Organy

| Photo 9. Jerzy Borowiec, Organy, volume 3,1978-1979, OA, 603 F
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w prasie (Organs in the press). It contains over 1100 clippings dated 1971-1987, of very
diverse character: from the smallest, sometimes one-sentence information concerning
concerts, through reports and reviews from organ festivals, articles from daily press
concerning organs, organists and organ builders, to more specialist articles, published
in “Ruch Muzyczny”.

In the collection of Silesian organ documentation there is a documentation of the
organ in the Holy Spirit Church in Chorzéw made by Jerzy Borowiec. The author, who
was present at the construction and installation of the instrument, was able to create
a detailed chronicle of the organ’s construction and rich photographic documentation.
He also created technical drawings of the instrument, such as the prospect drawing, the
section showing the position of each Werk and drawings of the pipes with measurements.
The documentation also includes an ongoing record of defects, repairs and tuning.

Documenting the activity of Silesian organ builders is connected with the study en-
titled Budownictwo organowe na Slgsku (Organ building in Silesia), which contains a list
of 93 organ building companies. To the hand-drawn maps listing the towns and parishes,
the author has included a list containing the dates and types of work done by a particular
organ builder on a particular instrument.

In the study entitled Wirtuozi muzyki
organowej (Virtuosos of organ music)
Jerzy Borowiec collected biographies, pho-
tographs, press cuttings and fragments of
programmes concerning over 70 outstand-
ing Polish organists. This work, which is
part of the collection documenting the mu-
sical life associated with the organ, is sup-
plemented by autographs and dedications
of Eugeniusz Branka, Feliks Raczkowski
and many others.

In the category of varia in the collection of
Jerzy Borowiec one may find extracts from fic-
tion literature containing mentions of organs
and organists, an oil painting depicting an old

organ builder’s work,shop and satirical draw- Photo10. Jerzy Borowiec, The title page of the docu-
. . T mentation of the organ at the Holy Spirit Churchin
ings depicting scenes from the organist’ life. Chorzéw, 1968, OA, 35 dok

The above discussion of the aims and pro-
jections of the institute, the holdings it has accumulated and the sources of its acquisition con-
firms the importance of the role of the institutions whose activities are focused on collecting,
cataloging and providing access to archival materials.
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As far as the Organological Archive is concerned, it is first of all a scientific institution
whose collections may become a source of studies, researches and reflections concerning Pol-
ish, and especially Silesian, organs and organ music. It is worth noting that due to the great va-
riety of archival materials, the scope of research undertaken may be very wide. It may concern
the history and construction of particular instruments, organ building companies and their
activities over the years, musical life connected with organs, performers and authors of organ
music or topics concerning church music.

The Archive also plays the role of a place where collections have a chance to be physically
secured, stored, and sometimes saved from oblivion and destruction - as is the case with men-
tioned music materials. It is also a place where the memory of meritorious authors to Polish
organology is preserved. In this context I would like to point out that people or institutions
that decide to donate their collections treat the Archive as a trustworthy place, where the
memory will be nurtured, and where the collections - whose sources were private archives,
home archives - can at the same time serve researchers and scientists.

A wider exploration of the Organological Archive’s holdings is made possible by the online
catalogue (www3), which has been formed in 2019. It allows you to browse the collection
according to various criteria, including document type, dating, as well as personal and geo-
graphical criteria.

At present, the use of the collections - mainly for scientific purposes - is possible through
an individual contact with the head of the Archive or the staff, while starting from the next
academic year the Archive will function according to the principles typical of this type of in-
stitutions - by registering the user, placing orders and using the materials made available in the
scientific studio that is currently under construction. Part of the resource will also be available
online.

The Archive enjoys growing interest of researchers from Silesia and outside the region.
There is a noticeable increase in the number of people referring to its resources in their aca-
demic theses. Due to the constant increase in the number of archival materials, the Archive’s
holdings are gradually expanded, and new collections are catalogued and made available. It
is worth mentioning that the Organological Archive, together with the Silesian Organ Mu-
seum, was listed in 2020 in the Catalogue of the Association of University Museums, bringing
together over 100 institutions of this type operating at universities in Poland (H. Kowalski et
al. 2020). The above facts indicate that it is a dynamically developing institution with great
potential and broad perspectives.

In the future it is planned to transform the Organological Archive together with the Sile-

sian Organ Museum into a Scientific Institute, which has a chance to become an important
and significant centre of scientific research in the field of Polish organology.
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SUMMARY

This article presents and discusses the Organological Archive - established in 2012, a sci-
entific and research institute at the Karol Szymanowski Academy of Music in Katowice. The
introduction of the article points out the importance of the functioning of institutions dealing
with the collection of archival materials and their influence on the formation of scientific reflec-
tion, defining the identity and cultural potential of specific communities. Among the institutions
involved in documenting musical culture in Silesia, which operate at the Academy of Music in
Katowice, the Archives of Silesian Musical Culture, the Silesian Organ Museum and the Organo-
logical Archives are listed.

The Organological Archive was established as a project of the Organ and Church Music
Department at the Karol Szymanowski Academy of Music in Katowice within the National Pro-
gramme for the Development of Humanities financed by the Ministry of Science and Higher
Education (Ministerstwo Nauki i Szkolnictwa Wyzszego) of the time. The aim of the project
was to create, compile, and then to make available to researchers a broad database on Silesian
organs and organ music in Silesia. After starting its activity, the Archive has conducted site and
instrumental investigation on selected Silesian instruments, created an organ register and photo
documentation.

It gathered a resource estimated at 10.000 archival units catalogued according to the follow-
ing categories: documents concerning the organs in Silesia, in the form of fonds connected with
the organs of Silesian parishes and institutions, as well as documentation of modern built instru-
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ments; iconography concerning the Silesian and Polish organs - in the form of photographs,
design drawings, as well as calendars and postcards; documentation of the activity of Silesian
organ builders and organ builders from outside the region, but operating in Silesia; documents
of musical life connected with the organ, both in Silesia and other regions of Poland; church mu-
sic collections - sheet music collections; bibliographic collection - books, publications, works,
organ magazines and magazines devoted to liturgical music, articles and press clippings; varia.

The most numerous category of collections comprises the documents of musical life con-
nected with organ music in the form of posters and programmes documenting concerts and
organ festivals taking place in Silesia and in other regions of Poland, artistic and scientific activi-
ties of the Organ and Church Music Department of the Academy of Music in Katowice as well
as other events.

The collection of documentation of the Silesian organs consists of over 80 fonds containing
photocopies of archival materials obtained in parish archives. The archive also collects docu-
mentation of instruments built nowadays. Another important area is documenting the activity
of Silesian organ builders. The documentation contains basic information about the professional
paths of organ builders and lists the works carried out on Silesian organs. The Archive gathers
also catalogues, offers and advertising materials of the most important organ building compa-
nies operating in Silesia since the 19th century, e.g. Berschdorf, Schlag &~ Sohne, Rieger.

Iconographic materials in the Archives collection are mainly photographs of organs taken
during the survey and site investigation. They present the organ as a whole as well as its indi-
vidual components. Some of the photos document instruments during maintenance, repairs,
etc. Photographs depicting nonexistent and rebuilt instruments are particularly valuable. The
collection is complemented by design drawings, postcards and calendars on organ themes.

The music collection is represented by e.g. chorales, developments of liturgical songs, song-
books, liturgical aids, pedagogical publications and sheet music for harmonium. The collection
of organ sheet music is dominated by manuscripts and photocopies of manuscripts of contem-
porary organ works.

In the bibliographic collection one can distinguish press clippings on the subject of organ
and concerning church music, works created in various academic centres, magazines and books
being the basic literature on the subject. In the varia category, festival memorabilia and leaflets
have been catalogued.

The origins of the collection of the Organological Archives are mainly linked to its founder,
Professor Julian Gembalski. The backbone of the resource consists of documents collected by
him successively over 50 years. Another group of collections, mainly music collection, was trans-
ferred to the Archives under the act of the Second Synod of the Archdiocese of Katowice, which
allowed for the transfer of archival materials in case they could not be properly secured. This
creates an opportunity to secure the collection, to inventory and develop it, to appear in broader
awareness as a collection historically connected with a given place and to partially return to its
original function through use in music practice. The Archives holdings include, among others,
the collection of music from the parish of St Paul the Apostle in Zabrze-Pawtéw. The archive is
continuously researching and inventorying further collections of Silesian parishes.

The Archive also has collections donated by private individuals. They are associated with the
figure of a particular artist, usually an organist or organ builder. The collections handed over
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by the heirs and family after the death of the composer include the legacy of two organists and
pedagogues - Professor Feliks Raczkowski and Professor Henryk Klaja. The collection includes
programs, posters, press clippings and sheet music, primarily contemporary organ literature.
Another collection donated by the family is the collection of memorabilia of the organ builder
Waclaw Biernacki, containing documents, diplomas and family memorabilia.

The collection donated to the Archives by the maker himself while he was still alive includes
the documentation of Rudolf Kuznik, an organ builder from Rybnik, containing over 200 docu-
ments concerning more than 80 instruments located in Upper Silesia and Opole Silesia.

A special collection, also handed down by the artist, is the legacy of Jerzy Borowiec, organ-
ist at St. Holy Spirit Church in Chorzéw. It contains albums containing photographs of organ
prospects, press cuttings, a study concerning organ building companies operating in Silesia,
documentation of the organ in the Holy Spirit Church in Chorzéw, a study concerning Polish
virtuosos of organ music and artistic works inspired by organ themes.

The Organological Archive is an institution whose collections may become a source of exten-
sive research concerning organs and organ music. The Archive preserves and protects the col-
lections of the Silesian parishes. It is also a place that preserves the memory of those who have
distinguished themselves in the Polish organ music and organology. The institution is attracting
more and more attention from researchers, the archival resources are constantly growing, which
indicates great prospects for the development of the Archive. In the future the Organological Ar-
chive is planned to transform together with the Silesian Organ Museum into a Research Institute.

archive ¢ silesian organs * organ music * organology
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Organy na Slasku Opolskim na tamach
Zeitschrift fir Instrumentenbau”

The organs in Opolian Silesia as described in the peri-
odical “Zeitschrift fiir Instrumentenbau”

Andrzej Prasat
ORCID: 0000-0002-2495-1543

KATEDRA MuUZzYKOLOGI],
UNIWERSYTET OPOLSKI

ABSTRACT

The article presents information about organ building in the present Opolskie Voivodeship region
that was published in “Zeitschrift fir Instrumentenbau’, a professional periodical which appeared

in the years 1880 to 1943 and which was dedicated to the construction of musical instruments.
A total of 47 mentions (covering the years 1887 to 1937) have been found, concerning 38 instru-
ments.

czasopisma. Zwlaszcza od XIX w. pojawialy si¢ w prasie ogélnej liczne publikacje po-

$wigcone muzyce i roznorodnym przejawom zycia muzycznego, w tym takze zagad-
nieniom instrumentoznawstwa. Zaczely sie tez ukazywac czasopisma specjalistyczne zaj-
mujace si¢ ta tematyka. Nalezalo do nich bez watpienia ,,Zeitschrift fiir Instrumentenbau’,
ktdrego historia wigze si¢ nierozerwalnie z osoba Paula de Wita (50 Jahre; Weller 2005). Ten
holenderski kupiec w 1879 r. przybyt do Lipska i podjal staz u wydawcy muzycznego i re-
daktora ,,Neue Zeitschrift fiir Musik” Christiana Friedricha Kahnta. Paul de Wit miat szero-
kie zainteresowania muzyczne, sam gral na wiolonczeli i violi da gamba. Szybko zauwazyt
brak periodyku po$wieconego instrumentom muzycznym. Stad tez w 1880 r. rozpoczal wy-
dawanie wlasnym sumptem czasopisma ,,Zeitschrift fiir Instrumentenbau”.

Cennym zrédlem informacji o dziejach $laskiego budownictwa organowego pozostaja

Pierwszy numer, liczacy zaledwie 16 stron, ukazal si¢ 1 pazdziernika. Czasopismo i pre-
zentowane w nim réznorodne tresci adresowane byty do szerokiego kregu odbiorcéw, co
szybko doprowadzito do sukcesu przedsiewzigcia. Po kilku latach gazeta stala si¢ oficjal-
nym organem licznych stowarzyszen zawodowych twoércéw instrumentéw muzycznych.
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Poczatkowo ukazywaly si¢ dwa numery miesi¢cznie, a od trzeciego tomu (rocznika) -
trzy. Pierwszy tom liczyt 344 strony; z czasem objetos¢ czasopisma znaczgco wzrosta.
W okresie najwigkszej prosperity (lata dwudzieste XX w.) osiggnieto nakltad 4000 egzem-
plarzy. Co warte podkreslenia, w czasopismie nie zastosowano numeracji w ramach da-
nego roku kalendarzowego, ale obejmowala ona w ramach tomu okres od pazdziernika
do konca wrzesnia.

Leitschrift

i

IVGTRUMENTENEAY

(Central -Organ

fitr die

Interessen der Fabrikation von Musikinstrumenten und des Handels, filr ausfibende Eitnstler
und Musikfreunde,

1. Band 1880/81.

i Untor Mitwi und eomy , Nerausgegeben vo |
i Panl de Wit in Leipsig,

LEIPZI6,

Expedition dev ,Zeitschrift far Instrumentenbau’. g

P

Faul de Wit

| —&

IL.1. Strona tytutowa pierwszego tomu (rocznika)  Zeitschrift fur Instrumenten-
bau” (www1; www2)

Paul de Wit pelnit funkcje redaktora odpowiedzialnego i wydawcy az do swojej $mierci
w 1925 r. Kolejnymi redaktorami naczelnymi byli: Arno Richter (do 1930 r.) i Robert Felsch
(do 1935 r.). Od 1935 r. czasopismo bylo wydawane we Wroclawiu - nadal przez wydawnic-
two Paula de Wita, majace swa siedzibe w stolicy Dolnego Slaska. Gtéwnym redaktorem byt
wroclawski muzykolog Hermann Matzke (1890-1976). Czasopismo przestato si¢ ukazywac
na przetomie 194211943 r.
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»Zeitschrift fir Instrumentenbau” (dalej: ZfI) wiele uwagi poswigcalo problematyce bu-
downictwa organowego (Mund 1930). Poczawszy od tomu XIII posiadato nawet stalg rubry-
ke zatytutowang Orgelbau-Nachrichten, w ktdrej znalez¢ mozna bylo liczne informacje takze
o $laskich organach.

W niniejszym artykule zaprezentowane zostang informacje dotyczace budownictwa orga-
nowego na Slasku Opolskim odnalezione na famach czasopisma. Wyjasnienia wymaga zasieg
terytorialny opisywanych zagadnien, gdyz podany w tytule artykulu termin nie jest jedno-
znaczny. Kryterium geograficzne przyjete dla niniejszego tekstu stanowi wojewddztwo opol-
skie w obecnych granicach administracyjnych, stad w opracowaniu pojawia si¢ m.in. wzmian-
ka o organach ewangelickiego ko$ciola sw. Mikolaja w Brzegu, cho¢ miasto to historycznie
lezy na Dolnym Slasku.

Lekturze poddano wszystkie numery czasopisma (www1; www2). Natrafiono w sumie na
47 wzmianek (obejmujacych lata 1887-1937) dotyczacych 38 instrumentdw. Ponizej zapre-
zentowane one zostang w porzadku alfabetycznym:

1. Bierawa - kosciat filialny

Z11 8 (1888), nr 30 z 21 lipca, s. 380: nowe organy wybudowane przez organmistrza Ha-
asa z Glubczyc. Posiadaly one 8 gtosow w manuale i 2 w pedale. Odbioru dokonali w 1888 r.
(prawdopodobnie w czerwcu): mistrz budowlany Bucholz ze Stawiecic i dyrektor muzyczny
Nachbar z Pyskowic.

2. Boguszyce - kosciot parafialny
Zf1 29 (1909), nr 30 z 21 lipca, s. 1139: nowe 14-glosowe organy wybudowane przez
Karla Spiegla z Opola. Odbioru dokonal 22 czerwca 1907 r. Max Filke z Wroctawia.

3. Branice - kosciot katolicki

Z135(1915), nr 23-24 z 15 maja, s. 247: umowa z firmg Gebriider Rieger na dostarczenie
nowych 20-glosowych organéw (2M + P). Koszt instrumentu mial wynies¢ 7500 marek, nie
liczac dmuchawy.

4.Brzeg - kosciot sw. Mikotaja

Zf1 46 (1926), nr 15 z 1 maja, s. 745; 48 (1927), nr 6 z 15 grudnia, s. 281; 51 (1931), nr
10 z 15 lutego, s. 289-290: przebudowa organdw przez Karla Kempera z Lubeki i Hugo
Hehrego z Brzegu. W notce z 1926 r. znajduje sie krotka historia instrumentu oraz koncep-
cja przebudowy. Inauguracja odnowionego instrumentu nastapila 31 pazdziernika (Swieto
Reformacji) 1927 r. W notce z 1931 r. podano dokltadny opis organow.

5. Debie - kosciét parafialny

Z{131 (1910), nr 4 z 1 listopada, s. 133: nowe 14-glosowe organy (2M + P) wybudowane
przez Karla Spiegla. Odbidr instrumentu nastapil 6 pazdziernika 1910 r.
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Die Orgel in der 5t. Nicolai-Kirche in Brieg.

i . and Ultime Dezembris 1730 vollendet. . . .
Die wundervolle Orgel zu Bt Nicolai in Brieg i, Bohles,
war Bnde Dezember 1930 200 Jahre alt. Sio ist ein Kunst-
werk ersten Ranges sowohl im Aufbau wie such in fhrer
Dispasition. Weil im fernen Osten stebend, wenigen
Kunstfreunden beknont, — Im Jahre 1685 war die Orgel
in der evangelischen Kirche = Brieg, welche 12 Stimmen
im Manual, 11 im Pedal und 7 im Rfickpositiv, zusammen
30 Stimmen besal, schon sehr reparaturbediirftip geworden
und solite durch eive neve, welhe 16 Stimmen im Ober-
werk, 16 im Pedal, 7 im Brust-
positiv und 7 in dem bleibenden
Riiokpositiv bekommen aollte,
orsetet werden. 1688 wurde
sie aber nur soch einmal te-
pariert, déngleichen noch ein-
mal 1708, 1710 wurde sie
abormals ropariort, 1718 re-
vidierte der Orgelbaver Css-
parini ans Breslan die Orgel.
Besonders lebhafte Verhand-
longen wegen eines Umbanes
wurden 1714 gepflogen, auch
Eeichnungen  und  Koaten-
anechlige wurden angefertigt.
Anpesichts der hoben Kosten
mubte aber erat Geld gesam-
melt werden und so gog sich
der Umbsu, nachdem die alte
Orgel immer &fter, das letzte-
mal 1710—1720, repariert
wirde, hinas.  Bo multe
dag schon 1685 zum Abbruch
reif  erachtete Werk mnoch
40 Jabre lang seinen Dienst
tun,  Als 1733 der (el
bauer Michael Bogler nach
Briog kam und die Orgel
untersiechbe, {and er, dal sie
nicht mehr 20 reparieren ginge
and cin neues Werk gebant
werden misse. 1784 wurde
also ein Vertrag der nen-
ernannten Orgelbaukommission
mit dem weit und breit be-
rithmten Crgelbouer Michael
Engler ahgeschlossen. Der Ver-
trag verssichnet ein Haupt-
manual mit 14, ein Ober-
klavier mit 12 und ein Pedal
mit 14 Btimmen unter genauer
Bereichaung  aller Taile zu
linfern. In 21/, Jahren fiir 8100 Mark damaliger Wiikrong
ohne die Nebenkosten,

1726 wurde ihm durch besonderen Vertrag die Her-
stellung des Rilckpositive mit 7 Stimmen osebst Zubehin
und dneugebiiriger Bristung fiie 672 Mark damaliger Wih-

rung iibertragen. Am 8. Oktober 1725 begann der Abbrach
der alten Orgol. Rino gedmoke Dnuiwhnft er die vou
Groed  aof b unter

Die Orgel in der St Nicolal-Kirche in Brieg.

.| Hauptwerk-Pedal und eine Transponiervorrichtung Riickpoaitiv,

um es als Chor und Kammerton ru spielen. Ferner § Bperr
ventile, ein Tremulant fir Oberwerk, ein Kalkantenglicklein
und ein paar {witrckliche) Heerpauken, mit den Filen eu
spiclen, auf der Orgel in Hibe von 36 Ful befindlich. Den
Wind lieferten 7 Blasebilge. Die Orgel kostete 13462 M.
An dem unter dem Orgelchor befindlichen Fleischerchor ist
ein Behild angebracht mit der Inscheift: Im Jumio 1724
izt dieser Orgel und Chorbou sngefangen und Ultimo
Detembris 1730 vollendet worden.

Ha sind also 200 Jahre,
dali unsere Orgel fertiggestellt
und zum Gebrauch im Gottes-
dienst fibergeben wurde. Herr-
lich ist der Anblick, den der
Beachaner hat, wenn er, im
Kirchensehiff steband, zurOrgel
aufsieht. 21  Meter hoch
stehen 2 Gberlebensgrobe hols-
geschnitete Figuren, die sine
Moses mit erhobenem Stabe,
die Harner ala Symbol der
Weisheit an der Stirn und
mit dem Gesichtsausdrock , dn
sollst* das alte Testament dar-
stellend, suf der anderen Seite
sine noch jugendliche Figur
in moggenlindischer Eleidung,
Sandulen an den Fiilen, auf
dem Kopf den Turban mit
der Kénigskrone, zu seinen
Fiillon die Brdkugel, die rechte
Hund dss Beepter iiber die
selbe haltend, die linke sufs
Herz lagend. Diese Figur, Jesus
ale Kinig in Liche die Welt
regierend, das neue Testament
darstellend.  Zu den Fiflen
dieser beiden Figaren sitzen
2 Engel, die Kessolpauken
schlugend. Zwischen den Fi-
guren steht ein  vergoldeter
Htrahlenkranz und als Trans-
purent ein vergcldetes Auge
in einem Dreieck. Reichver-
goldetes Rankenwerk windet
sich um Gehiivse uwnd Pro-
spektpleilen, von Engeln ge-
trugen, Dhe Bildhauerarbeiten
sind wvon seltener Schinbeit.

Herdich wie dus Auere
int such der Klang der Orgel.
Wie im Aufban der Disposition ond der Architektur st
dieacs Moisterstiick, dos Engler hier erbant hat, ein echtes
Barockwerk. Die zwei Jahrhunderte sind an dem Werke
micht epurlos voriibergegangen. 1830 wurde die Orgel von
dem Orgelbaner Miller aus Breslau griindlich renoviert,
einige Stimmen herapsgenommen und andere eingesetst.
1863 wurde sie von dem einbeimischen Orgelbaumeister
Gottlried Riemer repariert. Dabei wurden die Manouale er-

1780 gliicklich zv Ende ga'bmbu und nub ungestellter Beuert. 1916 wollte aie elﬂlmc.h ‘umpebaut werden, der
schorfer Probe iibergebens Urgszl. zihlt st i von den | inzwis g d damelba,  Dis
Vertriigen im Hanptmanual 16, im Oberwerk 12, im Rilok- | F: feifen brauch ihres K wegen micht ab-

positiv 10, im Pedal 14 und unter der Aufschrift: Ksmmer-
tonhisse 4, im Gaszen 52 klingende Stimmen. Die Ksmmer-

gose'b;n m werden, Da der Wurmiral grole Verheerungen
ungerichtet hatte, war eine durchgreifende Reparatur nitig

tombisse sind Schlsifen, welche 4 Register im Pedal trans. | geworden,
ponierén. - Auberdem an Raglmm amn Koppel Hauptwerk-
O k, eine Koppel H.

. sine Koppel | sustand versstzt werden,

Mit dersclben wurde am 8. November 1925 be-
gonnen, Die Orgel sollte klanglich wisder in ihren Origical-
Unpassendes wurde entfernt und

| Il.2.Notka z19311. 0 organach w kosciele $w. Mikotaja w Brzegu (www1; www2)

6. Gtogowek - kosciot katolicki
Zf1 34 (1914), nr 32 z 11 sierpnia, s. 1289: umowa z firmg Paula Berschdorfa na dostar-

czenie nowych organdw.

7. Gtubczyce - kosciot katolicki
Z127 (1907), nr 34 z 1 wrze$nia, s. 1091; 28 (1908), nr 25 z 1 czerwca, s. 851: informacja
o budowie 60-gtosowych organéw (3M + P) przez firme Gebriider Rieger z Karniowa. Od-

bidr nastapil 12 maja 1908 .
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8. Gtuchotazy - kosciot katolicki

7128 (1907), nr 3 z 21 pazdziernika, s. 81; 28 (1908), nr 16 z 1 marca, s. 529; 28 (1908),
nr 18 z 21 marca, s. 615: budowa 32-glosowych organéw przez Paula Berschdorfa. Instru-
ment ukonczono na poczatku 1908 r. Odbioru dokonat Paul Mittmann z Wroctawia.

9. Grodkéw - kosciot katolicki
Zf1 48 (1928), nr 21 z 1 sierpnia, s. 1055: decyzja o budowie nowych organéw za cene
25 tys. marek.

10. Gryzow - kosciot
Z11 58 (1937), nr 1 z 1 pazdziernika, s. 10: decyzja o budowie nowych organéw za cene
8 tys. marek.

11. Jasiona - kosciot katolicki
ZfI1 31 (1911), nr 22 z 1 maja, s. 835: nowe 16-gltosowe organy wybudowane przez firme
Gebriider Rieger.

12. Kamienica - koscio6t

Z{1 45 (1925), nr 19 z 1 lipca, s. 1251: nowe 12-glosowe organy wybudowane przez Ri-
charda Landaua ze Swidnicy.

Podana w notce informacja, ze Richard Landau jest spadkobiercy firmy Schlag &
Sohne, doprowadzita do ostrej polemiki pomiedzy Richardem Landauem a Bruno
Schlagiem w kolejnych numerach czasopisma (ZfI 45 [1925], nr 20, s. 1311; 45 [1925],
nr 22, s. 1439).

13. Korfantow - kosciét katolicki

Zf1 28 (1908), nr 18 z 21 marca, s. 613; 30 (1910), nr 19 z 1 kwietnia, s. 719; 34 (1913),
nr 7 z 1 grudnia, s. 275: w 1908 r. - decyzja o demontazu organdw ze starego kosciola
i przeniesieniu ich tymczasowo do nowej swiatyni (do czasu wybudowania nowego instru-
mentu); w 1910 r. - decyzja o budowie nowych organéw za 9600 marek, natomiast stare
zostaly sprzedane (w rozliczeniu) Paulowi Berschdorfowi za 1500 marek; w 1913 r. - umowa
z firmg Paula Berschdorfa na dostarczenie nowych 27-glosowych organéw za ceng 10 tys.
marek (plus ewentualne 500 marek za montaz dmuchawy elektrycznej).

14. Krapkowice-Otmet - nowy kosciot
Zf1 34 (1914), nr 28 z 1 lipca, s. 1149: nowe organy wybudowane przez Karla Spiegla.
Odbioru dokonat prof. Kinkelday z Wroclawia.

15. Krasiejow - kosciot katolicki

Zf1 32 (1912), nr 23 z 11 maja, s. 879: umowa z Karlem Spieglem na budow¢ nowych
20-glosowych organéw.
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16. Lasowice Wielkie - kosciot ewangelicki
Zf1 31 (1910), nr 9 z 21 grudnia, s. 329: nowe 14-gtosowe organy wybudowane przez
firme Schlag & Sohne. Uroczysta inauguracja instrumentu nastapila 4 grudnia 1910 r.

17. Moszczanka
Z£129 (1908), nr 6 z 21 listopada, s. 199: nowe 22-gltosowe organy (2M + P) wybudowa-
ne wiosng 1908 r. przez firme Binder & Sohn z Ratyzbony.

18. Namystow
Z1129 (1909), nr 31 z 1 sierpnia, s. 1171: nowe organy wybudowane przez firme Schlag
& Sohne.

19. Namystow - katolicki kosciot parafialny

Zf1 48 (1928), nr 9 z 1 lutego, s. 437; 48 (1928), nr 12 z 15 marca, s. 615: rozpoczecie
montazu nowych organéw przez firme Paula Berschdorfa krétko przed Bozym Narodze-
niem 1927 r. W notce z 1928 r. znajduje si¢ informacja o poswigceniu organdw.

20. Niemodlin - kosciot ewangelicki

7116 (1896), nr 14 z 11 lutego, s. 375, 379: nowe 20-glosowe organy (2M + P) wybudo-
wane przez firme Schlag & Sohne (opus 144). Odbioru dokonali 21 grudnia 1895 r.: radca
budowlany Schalk z Nysy i kantor Warmuth z Niemodlina.

21. Nysa - ewangelicki koscidt garnizonowy

718 (1887), nr 8 z 11 grudnia, s. 101; 8 (1888), nr 11 z 11 stycznia, s. 141: nowe 30-glo-
sowe organy (2M + P) wybudowane przez firme Schlag & Séhne ze Swidnicy. Odbiér nasta-
pil 27 grudnia 1887 r. W notce z 1888 r. podana jest dyspozycja instrumentu.

22. Nysa - klasztor pw. sw. Jerzego

Zf1 39 (1919), nr 26-27 z 15 czerwca, s. 401; 40 (1920), nr 28 z 1 lipca, s. 809: nowe
18-gtosowe organy wybudowane we wrzesniu 1918 r. przez firme Sauer z Frankfurtu n.
Odra. W obu notkach podana jest dyspozycja instrumentu.

23. Nysa - konwent Franciszkanow

Zf133(1912), nr 4 z 1 listopada, s. 157: nowe 21-glosowe organy, ktérych montaz firma Paula
Berschdorfa ukonczyla wiosng 1912 r. Odbioru dokonat dyrektor muzyczny Titus Rothkegel.
W instrumencie zastosowano trakture elektryczng opracowang przez Carla Berschdorfa.

24. Nysa - kosciot Franciszkanow
ZfI 34 (1914), nr 35-36 z 21 wrzesnia, s. 1326: nowe organy wybudowane przez firme
Paula Berschdorfa. Odbioru dokonat 25 sierpnia 1914 r. dyrektor muzyczny Rothkegel.

25. Nysa - kosciot klasztorny Werbistow
Z{1 32 (1912), nr 30 z 21 lipca, s. 1141: przebudowa organéw przez firme Paula Bersch-
dorfa.
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fﬁﬁﬁ] Orgelbau - Nachrichten. [ HHHH

H

NelBe. Das hiesige St. Georgstift hat aus der Orgelbauanstalt
von W. Sauer (Inh. Oscar Walcker) in Frankfurt a. d. O.
rine neue Orgel erhalten. Das Werk, dessen Fertigstellung im
Beptember 1918 erfolgte, hat folgende Disposition:

I. Manual: 1) Prinzipal 8/, 2) Hohlfléte 8/, 3) Lieblich Ge-
deckt 8, 4) Viols 8/, 5) Quintatén 8/, 6) Oktave 4/, 7) Travers-
flote 44, 8) Kornett 8.

11. Manual: 9) Gemshorn 8, 10) Dulziana 8/, 11) Portunal &,
12) Aocline 8, 13) Voix céleste 8, 14) Balicet 4, 15) Zartflote 4'.

Pedal: 16) SubbaB 16/, 17) SanftbaB 16/ (Windverschwiichung),
18) Cello 8.

Spielhilfen: 1) Koppel II zu I, 2) Koppel I zu Pedal,
3) Koppel 1I zu Pedal, 4) Sub II zu I, 5) Super II zu I, 6) BaB-
Akzentkoppel I. Manual C—d’, 7) Piano, 8) Mezzoforte, 9) Forte
mit Normalkoppeln, 10) Tutti mit Oktavkoppeln, 11) 1 freie Kom-
bination, 12) Crescendo und Decrescendo, 13) Crescendo ,,ab",
14) Handregister ,,ab*, 15) Jalousieschweller fiir ganzes Werk.

| Il.3. Dyspozycja organow w klasztorze sw. Jerzego w Nysie (www1; www2)

26. Oborki - kosciot
Zf1 55 (1934), nr 5 z 1 grudnia, s. 73: zakonczenie remontu XVIII-wiecznych organow
Scheftlera. Wykonawcg byt Hugo Hehre z Brzegu.

27. Olesno - kosciot katolicki
Zf125 (1905), nr 13 z 1 lutego, s. 391: z powodu suszy (latem 1904 r.) stan organéw po-
gorszyl sie na tyle, ze nie nadawaty si¢ do uzytku i zastgpione zostaty fisharmonia.

28. Opole - kosciot parafialny

Zf136 (1915), nr 4 z 1 listopada, s. 37; 36 (1916), nr 17-18 z 15 marca, s. 180: rozpoczecie
montazu nowych organdw przez Karla Spiegla. W notce z 1916 r. pojawia si¢ natomiast infor-
macja o przebudowie instrumentu i montazu dmuchawy elektrycznej z 4-konnym silnikiem.

29. Opole - koéciét parafialny pw. Swietych Piotra i Pawta
Zf1 49 (1929), nr 14 z 15 kwietnia, s. 650, 652: doktadny opis nowych organéw firmy
Berschdorf sporzadzony przez berlinskiego organiste Horsta Felda.

30. Ozimek - kosciot ewangelicki

Zf149 (1929), nr 19 z 1 lipca, s. 852; 56 (1936), nr 19 z 1 lipca, s. 324: w 1929 r. nastapita
decyzja o budowie nowych organéw. W notkach z 1936 r. znajduje si¢ informacja o zamo-
wieniu instrumentu w firmie Gustava Heinzego z Zar i jego montazu.

31. Pokoj - kosciot parafialny

Zf1 47 (1926), nr 1 z 1 pazdziernika, s. 37: nowe 23-glosowe organy (2M + P) wybu-
dowane przez firme Gebriider Rieger. Byl to pierwszy instrument, ktdry powstal w nowo
otwartej fabryce (1 wrzesnia 1926 r.) w miejscowosci Mokre-Kolonia.
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Neustadt, 0.-S8chl, katholische Pfarrkirche.

Manunal I
1. Prinzipal 16 8. Oktave 4
2. Prinzipal 8 9. Offenflite 4
3. Hohlflite 8' 10. Gemshorn {*
4. Doppelflite 8 11. Quinte 5/’
5. Gambe 8 12. Rauschquinte 2*/' u. 2'
6. Gemshorn 8’ 13. Mixtur 3—b5fach,
7. Trompete 8 14. Kornett 3fach 8',
Manual IL
15. Bourdon 16 20. Klarinette R
16. Prinzipal &' 21. Oktave 4'
17. Portunal 8 22, Flite 4*
18, Gedeckt 8 23, Progr. harm. 2 3 fach,
19. Balicet 8'
Manual Ill, Schwellwerk.
24. Geigenprinzipal 8° 27, Oboe &'
26, Lieblich Gedackt 8' 28. Prinzipal 4
26. Aeoline 8° 20. Flaut. travers 4'.
Pedal.

30, Prinzipalbals 16’
31. Violon 16*
32, Gamba 16°
33. Bubbals 16*
34, Posaune 16

40,  desgl.
41.  desgl.
42. Pedalkoppel zu
43, i "

ndem
Iruckknipfe
Gebiluse im

biilgen,

(www1; www2)

Mechanische

30, Manualkoppel IL an 1.
11 .
I ,,

44. & o« A1E
45, = 56. o mf F Tutti in je- 63. Windprobe
dem Manual nebst daza 04, Kalkant.

Pedal als

35. Quinte 10/,
36. Oktavbals 8'
37. Violoneello 8

38. Balsflote 8,

Register ete.

57. Tutti

58. Pianopedal

56, Rohrwerkausschalter

60. Registraturansschalter |

61. Rollschweller

62, Schwellertritt za Manual 111

arockstyl, 2 Windmagazine nebst 2 Paar Sohiipf-
Pneumatisches System eigener Konstruktion.

I1. 4. Dyspozycja organow w katolickim kosciele parafialnym w Prudniku

32. Prudnik - katolicki kosciét parafialny

ZfI 21 (1901), nr 11 z 11 stycznia, s. 278; 21 (1901), nr 19 z 1 kwietnia, s. 501: nowe
38-glosowe organy (3M + P) o trakturze pneumatycznej wybudowane przez firme Schlag &
Sohne. Sekcja ITI manuatu zamknigta byla w zaluzji. Koszt inwestycji wynidst 18 878 marek.
Odbioru instrumentu dokonal 21 grudnia 1900 r. prof. Bohn z Wroclawia. W notce kwiet-

niowej podana jest dyspozycja organdw.

33. Skorogoszcz - koscidt katolicki
Zf1 56 (1936), nr 11 z 1 marca, s. 186: informacja o wybudowaniu nowych organéw.

34. Stare Budkowice - kosciot katolicki
Z11 39 (1919), nr 32-33 z 15 sierpnia, s. 539: decyzja o przebudowie organow.
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35. Tutowice

7130 (1910), nr 12 z 21 stycznia, s. 431: informacja o planowanej budowie organow.

36. Wiecemierzyce - kosciot katolicki

71114 (1894), nr 11 z 11 stycznia, s. 275: nowe 10-glosowe organy (2M + P) wybudowa-
ne przez organmistrza Berschdorfa z Nysy (w tekscie blednie zapisano: Baschdorf). Odbio-
ru dokonat 21 grudnia 1893 r. dr Bohn z Wroclawia.

37. Zebowice - nowy kosciot
Z{I131 (1911), nr 23 z 11 maja, s. 873: podpisanie umowy z Karlem Spieglem na budowe
nowych 20-glosowych organéw (2M + P).

38. Ztotogtowice - kosciot katolicki
Z£129 (1909), nr 20 z 11 kwietnia, s. 751: nowe 22-glosowe organy (IM - 10 gl.; IIM - 7
gl., P - 5 gl.) wybudowane przez Paula Berschdorfa.

Podsumowujac powyzsze zestawienie (obejmujace lata 1887-1937), nalezy stwierdzic,
ze objetos¢ informacji o nowych, przebudowanych lub remontowanych instrumentach jest
bardzo zréznicowana - od krotkich wzmianek az po obszerniejsze teksty, zawierajace opis,
charakterystyke brzmienia, dyspozycje poszczegélnych instrumentéw. Na szczegélng uwa-
ge zastuguja m.in. odrebne opracowania poswiecone organom kosciota pw. sw. Mikotaja
w Brzegu.

Jak stusznie zauwaza ks. prof. Franciszek Koenig (Koenig 2015: 94):

W dziedzinie badan historycznych, a przeciez muzykologia do takich nalezy, jednym z ro-
dzajow zrodet s historyczne czasopisma. (...) trafiaja w wigkszej liczbie egzemplarzy pod da-
chy doméw i bibliotek, zwigkszajac prawdopodobienstwo ich zachowania i stajac si¢ réwno-
cze$nie cennym materialem badawczym dla potomnych.

W tym kontekscie lektura ,,Zeitschrift fiir Instrumentenbau’, ktérego wszystkie numery
dostepne sa w Internecie (www1; www2), moze by¢ niezwykle pomocna w prowadzonych
dzi$ badaniach organologicznych. Pozwala, przynajmniej w czesci, uzupelni¢ obecna wie-
dzg o dziejach poszczegdlnych instrumentéw, a takze poréwnaé aktualna sytuacje orga-
néw na Slgsku Opolskim (liczbowa i jakosciows) ze stanem dawniejszym, co jest istotne
zwlaszcza przy prowadzeniu prac inwentaryzacyjnych (Grabska 1992: 261). Wymaga to
rzecz jasna skonfrontowania podanych w artykule danych m.in. z dotychczasows literaturg
przedmiotu (Pozniak 2014; Pozniak 2015).
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SUMMARY

Periodicals remain a valuable source of information about the history of Silesian or-
gan building. Particularly from the nineteenth century on, numerous publications ap-
peared in the general press that were dedicated to music and the various manifestations
of musical life including issues from the field of instrumentology. Professional periodicals
dealing with this topic also started to appear. The periodical “Zeitschrift fiir Instrumen-
tenbau”, which was founded by Paul de Wit in 1880 and appeared until 1943, certainly
belonged to this group of publications. It devoted much space to the issues of organ build-
ing. Starting from the thirteenth year of publication, it included even a permanent section
entitled Orgelbau-Nachrichten where a wide range of information can be found, including
data about Silesian organs.

The article presents information about organ building in the present Opolskie Voivode-
ship region that was published in “Zeitschrift fiir Instrumentenbau”. A total of 47 mentions
(covering the years 1887 to 1937) have been found, concerning 38 instruments: Bierawa
(filial church), Boguszyce (parish church), Branice (catholic church), Brzeg (St. Nicholas’s
Church), Debie (parish church), Glogéwek (catholic church), Glubczyce (catholic church),
Gluchotazy (catholic church), Grodkéw (catholic church), Gryzéw (church), Jasiona (cath-
olic church), Kamienica (church), Korfantéw (catholic church), Krapkowice-Otmet (new
church), Krasiejow (catholic church), Lasowice Wielkie (evangelical church), Moszczanka,
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Namystow (catholic parish church), Namystéow, Niemodlin (evangelical church), Nysa
(evangelical garrison church), Nysa (St. George’s monastery), Nysa (convent of the Fran-
ciscans), Nysa (church of the Franciscans), Nysa (church of the Verbites), Oborki (church),
Olesno (catholic church), Opole (parish church), Opole (St. Peter and Paul’s parish church),
Ozimek (evangelical church), Pokdj (parish church), Prudnik (catholic church), Skorogo-
szcz (catholic church), Stare Budkowice (catholic church), Tulowice, Wigcemierzyce (cath-
olic church), Z¢bowice (new church), Ztotoglowice (catholic church).

The information content concerning newly-built instruments or organs that have been
rebuilt or renovated varies widely from short mentions to voluminous notes containing the
history, description, sound characteristics and the disposition of particular organs. Spe-
cial attention should be paid to the separate studies devoted to the organ in St. Nicholas’s
Church in the town of Brzeg.

Reading the periodical “Zeitschrift fir Instrumentenbau’, all the issues of which are
available on the internet, can be extremely helpful in present-day organological studies. It
allows, at least in part, to complete today’s knowledge about the history of particular instru-
ments and also to compare the current status quo in Opolian Silesia (both quantitatively
and qualitatively) with the situation in former times, which is important especially while
carrying out inventory work. This, of course, requires a verification of the data provided in
the respective article, among other things, against the background of the information cur-
rently available in subject literature.

Stowa kluczowe /Keywords:

organy * budownictwo organowe * Slask Opolski * wojewédztwo
opolskie * czasopisma ¢, Zeitschrift fiir Instrumentenbau”

organs * organ building * Opolian Silesia * Opolskie Voivodeship
* periodicals ¢ “Zeitschrift fiir Instrumentenbau”
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Dwa koscioty - dwa instrumenty

Two churches - two instruments

Kazimierz Cieplik
ORCID: 0000-0002-3092-7144

LuBIN

Dwa koscioly - to koscioty parafialne w miejscowoséciach: Doruchéw - pw. $w. Stani-
stawa Kostki i Zielona Wies — pw. $w. Floriana, a dwa instrumenty to organy piszczatkowe
w tych kosciofach i oba pochodzg z warsztatu organmistrzowskiego Szpiglow z Rychtala.

ABSTRACT

This paper describes two churches of a twin-like construction: the first erected in 1890 in
Doruchéw and the second built 10 years later in Zielona Wies, based on the same general ar-
chitectural blueprint. The organs in both churches were constructed alongside the buildings, the

first built by Johann Spiegel and the second instrument completed by his sons Karl and Albert,
with only minor changes to their father’s design. This paper is based on the original records from
Doruchéw and Zielona Wies parishes’ archives, complete with the author’s photographs from the
temples and instruments inspection.

17 listopada 2018
w Rychtalu miata miejsce
promocja mojej ksiazki Rych-
talscy organmistrzowie. Kie-
dy zakonczytem prezentacje,
podszed! do mnie nieznany
mi wtedy ksigdz (byt nim Ire-
neusz Powaga, proboszcz do-
ruchowskiej parafii) i zapytal,
dlaczego w ksigzce nie ma
zadnej informacji o organach
znajdujacych si¢ w kosciele
parafialnym w Doruchowie,
ktére zbudowal Johann Szpi-
gel, a on ma komplet do-
kumentéw dotyczacych ich
budowy. Odpowiedziatem,
ze wielu organistow z okolic
Kepna i Ostrzeszowa twier-
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Fot.1.Nafragmencie mapy Polski zaznaczono trzy miejscowosci: Doruchéw, pow. Ostrze-
szow, Zielona Wies, pow. Rawicz, w ktérych znajdujg sie te koscioty i organy, oraz Rychtal,
pow.Kepno (do 1920 r.w powiecie Namystéw - Namslau), w ktorym miescit sie zaktad

organmistrzowski Johanna Szpigla ijego synow - Karla i Alberta
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Fot.2.Fronty kosciotow

dzito, ze doruchowskie organy
nie zbudowal zaden z rychtal-
skich organmistrzéw. Po krot-
kiej rozmowie zostalem za-
proszony do Doruchowa. Po-
jechalem tam 31 lipca 2019 r.
Ogladajac koscidt z zewnatrz,
nasuneta mi si¢ mysl: taki
sam kosciot ja juz widziatem
w Zielonej Wsi koto Rawi-
cza, a w mojej ksiazce krotko
opisatem tylko znajdujace si¢
tam organy (K. Cieplik 2018:
131-132).

Kiedy wszedtem do ko-

Doruchow

Zielona Wies

| Fot. 4.Koscioty zboku

86 |

$ciofa i spojrzalem na pro-
spekt organéw, moje zaskoczenie bylo jeszcze
wieksze - ten prospekt byt prawie identyczny jak
w Zielonej Wi, a rdznil si¢ kolorem farby, jaka zo-
stal pomalowany, i kilkoma drobnymi szczegétami.

Na plebanii ks. proboszcz Ireneusz Powaga udo-
stepnil mi stary skoroszyt zszyty Iniang nicia, wypel-
niony kilkudziesiecioma dokumentami dotyczacymi
organéw piszczalkowych do budowanego kosciota
w Doruchowie. Dokumenty pochodzily z lat 1888-
1890 (Archl). Oprocz pelnej informacji o organach,
zawartych jest tam tez kilka waznych informacji o sa-
mej budowie kosciota, ktérg rozpoczeto od pozyska-
nia projektu budowlanego nowej Swigtyni, a nastepnie
sporzadzenia kosztorysu na wykonanie robot budow-
lanych. Nosi on date 12 maja 1888 ., a sporzadzony
zostal przez Stefana Pawlickiego z Raszkowa k. Ostro-
wa Wlkp. na kwote 3750 marek (dalej: M), z ktérym
zawarto umowe na prowadzenie tych robdt. Prace
rozpoczeto jesienia 1889 r., latem 1890 r. w zadaszo-
nym budynku kosciofa pofozono tynki, a jesienig od-
prawiono pierwsze nabozenstwo. Ostatecznie budowe
i wyposazanie ko$ciota zakoriczono w 1892 r. Dwa po-
przednie koscioly w Doruchowie byty drewniane i oba
sie spalily. Ostatni z nich, zbudowany w 1764 r., spalit
sie w catosci 29 lipca 1869 ., a liturgie az do 1890 r.
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Fot. 4.Kosciotw Doruchowie, widok nawy z prospektem organdw

l Fot. 5.Nawy gtéwne obu kosciotéw: po lewej w Doruchowie, po prawej w Zielonej Wsi
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sprawowano w tymczasowej kaplicy. Kosciot o trzech
nawach, z cegly klinkierowej, wzniesiono na planie
prostokata w stylu eklektycznym z elementami neo-
gotyckimi, neoromanskimi i klasycystycznymi. Kazda
nawa nakryta jest ozdobnym drewnianym stropem.
Chor muzyczny, wykonany z drewna, wsparty jest na
scianach bocznych gléwnej nawy i dwdch parach po-
taczonych ze sobg drewnianych stupow.

W zbiorze dokumentéw znajduja sie m.in. czte-
ry listy napisane po polsku przez Jana Szpigla, skie-
rowane do ks. Jozefa Szczepanskiego — dwczesnego
proboszcza parafii. W tym miejscu trzeba dodac, ze
Johann Szpigel uczyt sie w szkole czytac i pisac tyl-
ko po niemiecku, cho¢ na co dzien uzywal jezyka
polskiego, a wlasciwie miejscowej slaskiej gwary.
Czyta¢ i pisa¢ po polsku nauczyt si¢ sam, o czym
$wiadczy m.in. zdanie z listu napisanego 9 lipca
1895 r. do przeora zakonu paulinéw na Jasnej Go-
rze w Czgstochowie: ,,przeprazam wszelkie omytki
mego pisania, gdy nie jesdem popolsku uczony pi-
sacz’. W pismach pisanych po polsku uzywal pol-
skiej formy swego imienia i nazwiska: ,,Jan Szpigel
Organmistrz”, natomiast w dokumentach pisanych
po niemiecku - JJ. Spiegel Orgelbaumeister (Johann Julius Spiegel). W niniejszym opracowa-
niu uzyto polskiej formy imienia i nazwiska tego organmistrza.

il

l

| Fot. 6. Prospekty organow

Nie ulega watpliwosci, ze miedzy ks. Jozefem Szczepanskim a Janem Szpiglem doszto do
spotkania i wstepnych uzgodnien w sprawie nowych organdéw w styczniu 1890 r.

Do pierwszego listu, z 23 lutego 1890 r., Jan Szpigel zalaczyl oferte datowang 19 lutego
1890 r. W liscie prosi o szybkie podjecie decyzji: ,,(...) i prosze unizeniej mnie faskawie zawia-
domic jezeli sie Koscielny Dozor na ten kosztorysz zgodzi, to bym zarazem kontrakt tu napisat
i go przyslat - jest mnie to zaraz koniecznie potrzebne, bo mam do polskej budowe nowych
organ przyjiacz, a zyczonem razie bym w tym roku juz nieprzyja, dopiero w drugiem roku”.

Zalaczony szczegolowy kosztorys napisany jest na czterech stronach dwdch kart papieru
po niemiecku na organy systemu mechanicznego o 12 glosach: 9 w manuale i 3 w pedale,
z wiatrownicami klapowo-zasuwowymi, do ktérego zalaczyt rysunek prospektu.

Dyspozycja gtoséw w manuale: 1. Principal 8] 2. Flaute 8] 3. Salicet 8, 4. Gemshorn 8’ 5.

Aeoline 8; 6. Spitzflote 4, 7. Octave 4, 8. Quinte 2 2/3, 9. Mixtur 2’; w pedale: 1. Violon 16,
2. Subbas 16, 3. Principalbass 8’
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Fot.7.Listz23 lutego1890r. doks. proboszcza w Doruchowie w sprawie kosztorysuna
organy

Skala tonowa manuatu: C-f - 54 klawisze, a pedatu: C-d* - 27 klawiszy. Kopulacja ma-
nuatu do pedatu i dwie state kombinacje: piano i forte realizowane s3 noznie drewnianymi
pedatami. Konicowki manubrii s3 wykonane z bialej misnienskiej porcelany.

Koszt budowy tego instrumentu wycenit na 2402 M, w tym: piszczatki (675 szt.) - 1235
M, obudowa z prospektem - 340 M (o wymiarach: szeroko$¢ 3,1 m, glebokos¢ 1,95 m, wy-

sokos¢ prospektu w najwyzszym punkcie 4,7 m [pomiar dokonany przez autora artykutu]),
wiatrownica manuatu - 150 M, pedatu - 70 M, miech o wymiarach 1,4 mx 1,4 m - 130 M.
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l Fot. 8. Fragment pierwszej strony kosztorysu | Fot.9.Rysunek prospektu

12 maja 1890 r. Jan Szpigel sporzadzil w jezyku niemieckim kontrakt na jednej kartce
papieru w dwdch egzemplarzach, w ktérym zobowigzuje si¢ zbudowa¢ do konca tego roku
nowe organy za sume 2400 M i udziela na nie pigcioletniej gwarancji. Parafia zobowigza-
na jest do nieodptatnego zapewnienia furmanek do transportu gotowych czesci organow
z Rychtala do Doruchowa (42 km). Na czas montazu organdéw w kosciele parafia na okres
trzech tygodni ma zapewni¢ we wlasnym zakresie i na swoj koszt kwatery i wyzywienie dla
organmistrza i dwoch jego pomocnikéw. Przedstawil korzystne dla parafii warunki pfatno-
$ci w ratach:

1. W chwili, kiedy gotowe czesci organdw znajda sie w kosciele w Doruchowie - 300 M.

2. Po zainstalowaniu organéw i odbiorze przez rzeczoznawce - 1200 M.

3. Po roku uzytkowania - 600 M.

4. Po dwoch kolejnych latach - 300 M.

Kontrakt byt zalacznikiem do pisma przewodniego, ktorego tres¢ w catosci cytuje w ory-
ginale: ,,Rychtal dnia 13-go Maja 1890. Wielmoznemu Ksigdzu Proboszczowi przytacnie
pozylam unizeniej zyczony Kontrakt do wypelnienia taskawego - co by moze Wielebnemu

Ks. Proboszczowi nie gustowalo moze dla wyplaty to niech Ks. Dobrodziej nie ma klopo-
tu. Organ dla tamtejszego Kosciola jusjest przy okasij dawno w robotczie. Najwiekszem
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uszanowaniem pozostaje W. Ks
Proboszczowi unizony Jan Szpi-
gel Organmistrz”. Ponizej dopi-
sek: ,,przy okassyi to tam przyjade
zobaczy¢ jak daleko budowa Ko-
$ciofa jest”.

7 lipca 1890 r., w poniedzialek,
Jan Szpigel wystosowal do pro-
boszcza w Doruchowie pismo jako
odpowiedz na list od niego, w kto-
rym proboszcz prosil o spotkanie
w sprawie organdw. Szpigel pisze
w nim, ze w ubieglg sobote wybrat
si¢ do Doruchowa, aby osobiscie
si¢ porozumie¢, ale nie zastal go
w domu. Jest zaskoczony tak szyb-
kim postepem prac przy budowie
kosciola, ze juz w lipcu mozna by
organy ustawiac. Jednak ze wzgle-
du na czas, jaki jest potrzebny do
wyschniecia tynkéw wewnatrz ko-
$ciofa, prosi o pismo z parafii w tej
sprawie w pofowie pazdziernika.
Wspomina tez, ze sporzadzajac
kosztorys i kontrakt na organy
oraz ich koszt 2402 M, uwzgled-
nit nastepujaca okolicznos¢: ,.Ja
w Kostoryze bardzo usgledniof, ze
parafia jest uboga i Kosciél ymsie
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| Fot.10. Pismo do kontraktu nabudowe nowych organéw

spalyl i dla tego tak fajng cene postawiol, ze u kazdego innego organmistrza, za taki organ,
z tak wielkiemi glosami, piszczalki nowszego spozobu, tylko zdobrej cyny zrobione najmniej
3.600 Marek pruc stolowania, mieszkania i furmanek lub transportu dacz muszg”.

Dalej pisal, ze gdyby Dozér Koscielny tego kontraktu wykona¢ nie chcial, to, po pierw-
sze, byloby mu bardzo przykro przerwac prace przy w wigkszej czesci wykonanych juz or-
ganach, po drugie, prosi¢ o zwrot rysunku, kosztorysu i kontraktu: ,,i wtem razie po usta-
wieniu organ w Wysocku do Lasku w polsce wyjechac” U dotu dopisek: ,,Zalat. 12.7.90. 1.
Furmanki 2. Stancya 3.- 30 Marek za stol. (trzydziesci Marek) dla wszystkich robotnikéw

- X. J.Szczepanski”

Ks. Jozef Szczepanski na ten list odpisal nastepujaco (cyt. z zachowanego brudnopi-
su): ,Panu Radzcy Budowniczemu Organ. Na ostatni list z dnia 7 lipca r. b. uprzejmie
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Fot.11. Trzecilist w sprawie postepu prac budowlanych i warunkéw | Fot.12.Drugastronalistu

bytowychw czasie montazu organdw wkosciele (s.1)

odpowiadam co nastepuje: 1. organ zadany 1 pazdziernika 2. o stancye postara si¢ dozor
(koscielny), stét moze tylko dosta¢ Pan sam i to u mnie. Dla reszty robotnikéw za stot
wynagrodzenie 30 marek dla wszystkich razem. Wiem ze nigdzie dozory kucharzy ani
kucharek nie maja, aby te osobno dla rzemieslnikéw ko$cielnych gotowaty. Furmanki po-
trzebne poélemy po organy”.

Dodam, ze dziesigciogtosowe organy Jana Szpigla w Wysocku Wielkim zostaty odebrane
przez rzeczoznawce 13 sierpnia 1890 r. (L. Czacharowski 2000: 284); dla poréwnania kosz-
tow: dziewieciogtosowe organy wykonane przez Jana Szpigla dla kosciota pw. $w. Michata
w Gnieznie we wrze$niu 1896 r. kosztowaty 2823 M (Arch2).

W ostatnim liscie, noszacym date 30 pazdziernika 1890 r., Jan Szpigel napisal, ze organy
dla tamtejszego ko$ciola s3 gotowe, jednak jest problem z ich ustawieniem w $wiatyni. Z po-
wodu jego choroby wystapily opéznienia w pracy zaktadu. Zaraz po Wszystkich Swietych
musi koniecznie pojecha¢ do Krotoszyna dokonczy¢ reperacji organéw w tamtejszej farze,
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wiec organy w Doruchowie mogt-
by ustawi¢ dopiero po wykonaniu
tamtej pracy. Mury i tynki nie s3
jeszcze catkowicie wyschnigte,
a w zimie w kosciele bedzie duzo
wilgoci, co bardzo zle wptywaloby
na wstawione w tym czasie orga-
ny. Sugeruje nowe organy zainsta-
lowa¢ w nastepnym roku przed
Wielkanoca, a do chwili ich uru-
chomienia nieodplatnie wypozy-
czy ,,maly organek’. Decyzje w tej
kwestii zostawia ks. proboszczowi
i prosi o informacje o podjetej de-
cyzji. Organy zostaly postawione
wiosng 1891 r.

Dotychczas instrument prze-
szedl kilka drobnych napraw,
a ostatni raz byl strojony w 2008 1.
Cho¢ obecnie nie stroi, jest uzy-
wany w liturgii. Wymaga wymia-
ny nieszczelnych kanaléw po-
wietrznych, dokladnego oczysz-
czenia, zabezpieczenia $rodkami
chemicznym przed zerujacymi
w kilku miejscach drewnojadami,
intonacji i strojenia.

Ostatnia, bardzo wazng infor-
macja jest fakt, ze instrument do
dzis przetrwal w calosci bez jakiej-
kolwiek ingerencji w jego struktu-
re brzmieniows, a elementy skia-
dowe s3 w ogélnie nieztym stanie.
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| Fot.13.Czwarty list

| Fot.14.Poréwnanie prospektu z rysunkiem
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| Fot.15.Rysunek chérumuzycznego | Fot.16.5toétgry

Fot.19.Oryginalne Zeliwne cigzarkii dzwi-
gniazaworu przepetnienia miecha

| Fot.18. Obudowa miecha z dzwigniamikalikanta
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l Fot.23. Wiatrownica pedatu
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Przedstawiam drugi koscidl i organy w nim sie znajdujace. W Zielonej Wsi nie byto
nigdy kosciola, a miejscowo$¢ nalezata do parafii w Golejewku odlegtej o prawie 10 km.
Byt tam drewniany kosciot, ktory w 1887 r. byt w tak katastrofalnym stanie, ze wladze pru-
skie nakazaly jego rozbidrke i zbudowanie nowego, murowanego kosciota, ktérego koszty
budowy mieli ponies¢ wierni mieszkajacy w miejscowosciach, ktore do tej parafii naleza-
ly. Dzigki inicjatywie Karola Dykto — gospodarza w Zielonej Wi, jej mieszkancy i z kilku
najblizszych miejscowosci postarali si¢ w 1897 r. — nie bez trudnosci - o zgode na budowe
wlasnej $wiatyni.

l Fot. 24.Koscistw Zielonej Wsi (fot. Marek Duda, 2020)

Wedlug ustnych przekazéw zanim zdecydowano si¢ na okreslony projekt kosciota,
do Doruchowa wybrala si¢ kilkuosobowa delegacja z miejscowosci, ktére mialy tworzy¢
nowy parafie, aby obejrze¢ tamtejszy nowy kosciol, a przy okazji organy. Nie jest mi wia-
dome, w jaki sposob inicjatorzy budowy kosciola w Zielonej Wsi weszli w posiadanie
dokumentacji technicznej kosciota w Doruchowie. Budowniczowie zaoszczedzili wiele
pieniedzy, nie muszac placi¢ za t¢ dokumentacje. Zaplacili tylko za zlecone przeprojek-
towanie samego hetmu wiezy kosciola, przystosowujac go do zamontowania tam zegara,
a nad gtéwnym wejsciem dodano niewielki portal. Zachowat sie gléwny rysunek (znajdu-
je si¢ w parafialnym archiwum), na ktérym znajduje si¢ napis: Enwurf zu der katholische
Kirche in Griindorf Kr. Rawitsch (Projekt dla ko$ciota katolickiego w Zielonej Wsi pow.
Rawicz), a w dolnym prawym rogu za obramowaniem: zum kostenanschlage vom 15 Ja-
nuar 1898 Charaszkiewicz Maurer u. Zimmermeister (do kosztorysu z 15 stycznia 1898 r.
Charaszkiewicz — mistrz murarski i ciesielski).
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| Fot. 25.Rysunek budowlany kosciota

W kwietniu 1899 r. rozpoczeto budowe $wiatyni, ktorg kierowal mistrz budowlany Sta-
nistaw Charaszkiewicz z Ponieca. Juz pod koniec 1900 r. zostalo tam odprawione pierwsze
nabozenstwo.

Poczyniono tez starania o organy do tego kosciola i zwrdcono si¢ w tej sprawie do or-
ganmistrza Johanna Szpigla z Rychtala. Z uwagi na wypadek, ktéremu on ulegt w 1896 r.,
nie mogl osobiscie podjac sie tego zadania. Podjeli je jego synowie — Karl i Albert, ktdrzy
byli whadcicielami firmy. Wczesng wiosng 1901 r. bracia Szpiglowie wstawili tam dwunasto-
glosowe organy systemu mechanicznego z wiatrownicami stozkowymi. Réwniez ci budow-
niczowie znacznie ulatwili sobie prace — po prostu skorzystali z rysunku prospektu, ktory
ich ojciec 10 lat weze$niej wykonat dla ko$ciota w Doruchowie, a dyspozycje gtosows tego
instrumentu nieco zmienili. Nieznany jest koszt budowy tego instrumentu. W parafii nie
zachowaly sie zadne dokumenty dotyczace jego budowy.

Wolno stojacy kontuar z dwoma manuatami i pedatem ustawili przed prospektem, przo-
dem do oltarza. Pierwszy manual mial 6 gloséw, drugi - 3 i pedat - 3, natomiast skala to-
nowa manuatéw wynosita C-f’, a pedatu - C-d'. Szafa organowa ma wymiary 3,2 x 2,1 m,
a prospekt w najwyzszym punkcie 5 m (ogledziny instrumentu i pomiary szafy organowej
wykonane zostaly przez autora artykutu).
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Fot. 27.Poréwnanie prospektuz rysunkiem | Fot.28.Kontuar
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Fot.30. Watki skretne i abstrakty manuatéw | il Fot. 31. Piszczatkina wiatrownicach | il manuatu
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wiatrownicy stojacej nad miechem)

Dyspozycja glosow byta pra-
wie taka sama, jak w Doruchowie:
w miejsce Aeoline 8 wstawili Hoh-
fléte 8, w miejsce Violon 16" - Sub-
bas 16, a w miejsce Spitzflet 4 -
Fernfet 4.

Dodatkowe urzadzenia to stale
kombinacje: Piano i Forte oraz ko-
pulacje manualéw i pedatu realizo-
wane stopa mosi¢znymi pedatami.

W latach 60. ubiegltego wieku

Fot. 32. Piszczatki pedatu (w czerwonym prostokacie widoczne piszczatki [V dokonano r OZblldOWY tYCh orga-

néw poprzez wstawienie czwarte]

Fot. 33.Wzory podpiséw Spieglow: Jana Szpiglaw dokumentach pisa-
nych po polsku, srodkowy —w pismach pisanych w jezyku niemieckim,
dolny -braciKarlaiAlberta Spiegléw (ten pochodzi z dokumentdw
niezwiazanychz Zielong Wsia)

100 |

wiatrownicy, na ktorej ustawiono
piszczalki gloséw: Flet kryty 4; Blok flet 2’
i Piccolo 1 ktére polaczono z kontuarem
w II manuale za pomocg traktury pneuma-
tycznej. Wymieniono réwniez miech maga-
zynowy na ptywakowy i zainstalowano elek-
tryczng dmuchawe.

Pod miechem plywakowym zainstalo-
wano pojedynczy czerpak powietrza z jed-
ng dzwignig do kalikowania - niezbedne
w przypadku awarii urzadzen elektrycznych
lub braku zasilania.

Wedtug informacji uzyskanych od miej-
scowego organisty i koscielnego w 2004 r.
firma Ryszarda Polcyna z Poznania prze-
prowadzita gruntowny remont instrumen-
tu i zainstalowala cichobiezng dmuchawe.
W chwili obecnej jest pilna potrzeba wyko-
nania zabezpieczenia $srodkami chemiczny-
mi kontuaru i niektorych piszczalek przed
drewnojadami, oczyszczenia wnetrza szafy
organowej, regulacji klawiatur manualo-
wych, intonagji i strojenia.
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Ocena zjawiska

Blizniaczo podobne do siebie koscioly i znajdujace si¢ w nich organy wystepuja w Polsce
bardzo rzadko. Budowa kos$cioléw i organéw w opisanych malych miejscowosciach scisle
zwigzana byla z duzym obcigzeniem finansowym miejscowej ludnosci, w wigkszosci bied-
nej. Koszty budowy starano si¢ zminimalizowa¢ wkladem wlasnej, fizycznej pracy - przy
kopaniu fundamentéw, stawianiu murdw, transportu materiatéw i wszelkich pracach po-
mocniczych. W Zielonej Wi, celem obnizenia kosztow, w pierwszej kolejnosci skorzystano
(po niewielkiej adaptacji) z istniejacego projektu budynku kosciofa. Zamdéwiono réwniez
w warsztacie Szpiglow organy wg sprawdzonego w Doruchowie projektu, co tez obnizylo
koszty calej inwestycji.

Autorowi artykulu znany jest z osobistych ogledzin inny przyktad blizniaczych ko-
$ciotéw, zbudowanych w stylu neogotyckim: w Barcinie nad Notecig, w latach 1900-1901,
i w Solcu Wlkp., powiat Sroda Wikp., w latach 1906-1908. Autorem projektu kosciotéw byt
architekt z Poznania, Heliodor Matejko (1847-1910). W obu tych kosciotach organy zbudo-
wal kontynuator warsztatu Szpigléw, organmistrz Joseph Bach z Rychtala: w Solcu w 1909 r.
- 15 glosow, a w Barcinie w 1926 1. — 17 gloséw (wcze$niej byly tam organy przeniesione ze
starego kosciota). Oba instrumenty réznig si¢ jednak wielkoscig prospektow, architekturag
i liczbg glosow.
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SUMMARY

After the original, whole wooden Doruchéw church of 1764 fail victim to the fire on July
29™ 1869, the parish board decided to erect a new, whole-brick church. Yet it was only in the
begi-nning of 1888 when the design was ready and the budget estimate of Marks 3,750,- was
delivered by Stefan Pawlicki of Raszakow (Ostrow Wielkopolski county), the master ma-
son-bricklayer/car- penter and the primary constructor for this project. The construction
began in the fall of 1889 and proceeded quickly. The first celebration was held in the new
temple already in October, 1890. According to many preserved records, already in February
that year, on request by Doruchéw parson Rev. Jozef Szczepanski, Johann Spiegel prepared
a Marks 2,402,- quotation, for a 12 voice organ for the new church. The instrument was
ready by October 1890, but due to the long drying time of the plasterwork, the organs were
only placed in the church in the spring of 1891.

In the same period, at the village of Zielona Wies, there was no church at all and the pe-
ople were forced to attend the services at the parish church located some 10 km and a very
poor technical state. So poor in fact that the Prussian authorities requested the building to
be taken down in 1887. The new, whole-brick church to be erected instead was to be finan-
ced by all people of the parish, to the discontent of the Zielona Wies. Hence, an initiative
was taken by Karol Dykto to build an own, local church. In order to keep the cost low, the
plan was to re-use the blueprint of the Doruchéw church building and organs. After the
Doruchéw site visit, it was decided to put this plan to work with only minor changes. This
included a modification of the church belfry to include a clock and a small portal above the
main entrance. The construction works began in April of 1899 under the guidance of the
master mason-bricklayer/carpenter and the primary constructor Stanistaw Charaszkiewicz
of Poniec (Rawicz county). The church was ready by the end of 1900. In 1901, based on the
1890 Doruchéw instrument design (yet with some changes in the disposition of three voices
in one foot number range), Karl and Albert Spiegel constructed and installed at Zielona
Wies$ church the new organs. Hence completing the story of near-identical twin churches
and organs at Doruchow and Zielona Wies.
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Hra zpaméti a varhanici
Memorisation and Organists

Jaroslav Tima
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AKADEMIE MUZICKYCH UMENI, PRAHA

ABSTRACT

Today, pianists as well as most other instrumentalists and singers regard memorisation as some-
thing absolutely essential and self-evident. Organists, however, face very special circumstances.

Because of the existence of types of instruments that differ widely from each other, it is not very
practical for organists to devote themselves to memorisation for a number of reasons. The article
describes and presents the most important aspects of this issue, including a look at the history of
performance practice.

Titul této stati mize evokovat fadu rozlicnych a letité zazitych pohledi na danou proble-
matiku, pfipadné vyprovokovat k hlubsimu uvazovéni nad ni. Rada z nds varhaniki se tomu
v pribéhu své kariéry, at jiz pedagogické ¢i koncertni, dfive nebo pozdéji urcité nevyhne.
V navaznosti témeéf na kazdé zkousky ¢i zapocty konané v ramci vyukového procesu na katedie
klavesovych nastrojti na Hudebni a tane¢ni fakulté AMU v Praze jsem nucen k opakovanému
promyslen, jaké stanovisko k varhanické hte zpaméti vlastné zaujmout. Pfi hodnocen interpre-
tacnich vykont ve zkusebnich komisich totiz pravidelné dochazi k diskuzim, zda je hra zpaméti
pro solistu obecné nezbytna ¢i nikoli. Predpokladam, ze fadu kolegti na dalsich Skolach, kde se
vyucuje varhanni a cembalové hte, provazeji tato dilemata také. Klaviristé, ale i vétsina dalsich
instrumentalist(l a zpévaki povazuji totiz hru a zpév zpaméti za néco dnes naprosto nezbyt-
ného a samoziejmého. Tradice je v tomto sméru velmi dlouhd, nelze se proto divit opakované
zaznivajicim pripominkam, které pfi danych zkouskovych prilezitostech vytykaji varhanikim,
ale zejména cembalistiim, Ze se svych not drzi zuby nehty. Nebo jsou prinejmensim kladeny
otazky: Pro¢ hrajete z not? Copak neumite sviij repertoar dost dobre? Z takovych otazek lze jed-
noznacné odvodit, Ze tazatelé povazuji hrani z not za méné kvalifikovany, az ménécenny zptisob
hudebniho projevu.

Pohled a hodnoceni z druhé strany nazorového spektra je jiny. Hrani zpaméti rozhodné ni-
jak nedehonestuje, nicméné je nepovazuje za nezbytné. Pro pochopeni rozdilnych pistupt je
tfeba si nejprve uvédomit, Ze je velky rozdil mezi ,zapamatovanim si“ nové skladby a ,,nauce-
nim se“ téze skladby. Oba procesy totiz zahrnuji a potfebuji nasi pameét, nicméné kazdy z nich
pameét jiného druhu. Jedna slouzi k trvalému uchopeni pamatovaného, druha k procesu uceni se
(R. Chaffin, T. R. Logan, K. T. Begosh 2008). Je-li vétSinovym nézorem napf. pianistd, Ze hra
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z not je ménécennd, vysvétluji si to do zna¢né miry tim, Ze jsou sami zvykli pracovat pfi stu-
diu skladeb specifickym zptsobem, pii kterém jim tyto dva pamétové procesy splyvaji v jeden
jediny. Pozdéji jej podrobnéji popisu. Snadno pak podlehnou ¢astému predsudku, Ze totiz hrani
s notami pfed nosem neni ve skutecnosti interpretace, ale pouze ¢teni not (P. Cienniwa 2014).
To ovéem samoziejmé neodpovida realité. Je naopak otdzkou, co mize poskozovat umeélecky
vykon vyraznéji: Samo ¢teni not, ¢i strach z vypadku paméti? Neni pozadavkem na hru zpa-
méti psychika interpreta zbyte¢né a nadmérné naméhana? Vzpomenme na stesky mnohych
slavnych pianistd, ktefi tuto stranku své profese radi neméli. Napt. Artura Rubinsteina, kte-
ry napsal, Ze ,strach ze selhdni paméti mi pusobil muceni srovnatelna s témi z inkvizice*
(A. Rubinstein 2003).

Naprosto souhlasim s tim, Ze tfeba predstava Marenky a Jenika pobihajicich po divadelni
scéné s notami v ruce béhem predstaveni Smetanovy Prodané nevésty je naprosto absurdni.
Byla by ostatné byvala takovou i na premiéte této opery. Stejné absurdnim by se nam i na-
$im predkiim asi jevilo podobné provadéni véech dalsich scénickych dél. Hudebni produkce
zpaméti jsou s nami evidentné odjakziva. Vzdyt nékteri hudebnici a zpévaci noty dokonce
ani neuméli ¢i i dnes neuméji. D4 se ale naproti tomu podotknout, ze po doprovazejicim
orchestru dosud naopak nikdo soudny jisté nechtél, aby vsichni hrac¢i uméli a hrali své party
pri predstavenich také zpaméti. Alespon jsem o tom nikdy neslysel ani necetl. Plati to presto,
ze na né do orchestfisté vétsinou také velmi dobfe vidime. Mame si ale kviili jejich notovym
pultim myslet, Ze hraji hiife, nez by mohli?

Je ztejmé, Ze svoji roli pti vétsinovém vnimani a hodnoceni hry nebo nehry zpaméti plni
ledacos. Ve zminéném extrémnim prikladu zejména prakti¢nost a dalsi logické souvislosti.
Zpévaci v opere jsou zaroven prece herci. V ¢inohfe také tfimaji herci v rukou texty jen pii
prvnich zkouskach, pti premiéfe uz si musi vSechno pamatovat. Pouze ve zcela vyjime¢nych
pripadech se stava, ze na scéné z not zpiva zpévak - solista, ktery zaskocil na posledni chvili
zpravidla v méné zasadni roli, a to zejména pri inscenacich, které nejsou béznou soucasti
repertoaru.

Bézna provozovaci praxe si zada, aby orchestralni hra¢, a to nikoli jen v opete, nybrz i
v symfonickém orchestru, byl pfedev§im schopen hrat velké mnozstvi standardni literatury
témeéf kdykoli, leckdy i bez poradné zkousky nebo dostate¢ného poctu zkousek. Pripadné aby
byl schopen tfeba i novy tézky kus nastudovat nékdy i extrémné rychle. V téchto piipadech jsou
noty na pultech nezbytné. Nékteri hudebnici si sice dokazi vypéstovat opravdu extrémni pameé-
tové schopnosti, staci jim jen nékolikrat si danou hudbu prehrat, pro vétsinu z nich by vsak néco
takového pti podmince hry zpaméti bylo nemozné. Velkym tskalim je totiz napt. pocitani pauz
¢i hra monoténnich priznavek v doprovodnych partech. Na to upozornuje napt. Jan Péruska,
violista a ¢len Stamicova kvarteta. Vzpomina, jak tézké byly pro sekundistu a violistu Smeta-
nova kvarteta pfi hte zpaméti party Haydnovych skladeb, kde se opakuji monoténni priznavky
doprovodnych hlast, zatimco melodicka ¢i basova linka necinily jejich kolegim zadny problém
(sdéleni v rozhovoru s autorem dne 23. 2. 2021). Zaroven je ale zajimavé, Ze pti vyzkumech
nebyl shledan velky rozdil ve schopnostech naucit se néco zpameéti mezi profesionaly a amatéry
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(J. Ginsborg 2002: 92). Z toho vyplyva, ze troven dovednosti pti pamétovém nacviku neni pri-
marné znakem profesionalni zdatnosti.

Prognézy dalsiho vyvoje jsou velmi osidné. Je pravdou, Ze u Spickovych orchestri se
k vypsanému konkurzu prihlasi tfeba i desitky zajemct. Pak by teoreticky pripadalo
v uvahu, aby mezi pozadavky kladenymi na uchazece o misto patfila i povinnost zahrat
orchestralni party zpaméti. Jestlize k tomu uz dnes nékdy dochazi, jedna se spise o vyjimku.
Je totiz Casto pfedem dano, jaké pasaze budou pozadovany (sdéleni Jana Pérusky dne 23.
2.2021). Pokud by ale hra partti zpaméti byla u konkurzti nékdy nezbytnou podminkou,
jako je tomu u solistickych soutézi, pak po kompletni postupné vyméné vsech hraca za
fenomenalni ,,pamétare” bych si dovedl predstavit - zduraznuji, ze Cisté teoreticky - jak
takovy orchestr jednou v budoucnu zahraje tfeba Mahlerovy symfonie bez not, o kompletu
Beethovena ani nemluvé. To uz by byla pfimo samozfejmost. Slo by o naplnéni idedlnich
predstav filmovych a televiznich $tabu, které své detailni zabéry lovi mezi pulty nékdy dost
obtizné, ¢i mistrt zvuku, jimz masa hrac¢skych pulttl leckdy nadmiru cloni volny prostor
pted mikrofony, jak mi uz sdélilo vicero zvukovych mistrd, napt. doc. Tomas Zikmund,
PhDr. Ales Dvorak ¢i Knud Becker.

Nyni ale zpatky na zem! Pozadavky na flexibilitu hra¢t v orchestrech jsou i pti tolerova-
ni hrani z not velmi vysoké. Zejména mnozstvim hudebni literatury, kterou musi prehrat,
a mirou spolehlivosti, jaké musi dosahovat. Dirigenti by asi byli prvni, ktefi by na zavadéni
hry zpaméti v orchestrech viibec netlacili. Prestoze sami precasto zpaméti diriguji i velmi
dlouhé a komplikované partitury, coz je mimochodem reflektovano uz od poslednich de-
setileti 19. stoleti (E Hiller 1872: 289). Jsou ale zaroven zvykli, ze pfi kazdé jejich slovni
poznamce k interpretaci si ti, jichZ se poznamka tyka, vse potfebné prubézné zapisuji do
svych partd. Tam zistava dany pokyn i pro ptipadny personalni zaskok nebo dokonce pro
celé dalsi generace hudebnikd, ktefi z dané¢ho materidlu budou hrat nékdy v budoucnu.
Dirigenti také pochopitelné jen neradi opakuji totéz stale dokola. Sviij vyznam pro argu-
mentaci hdjici ponechani not na pultech hraje i hostovani dirigentt, kdy kazdy zada trochu
jiné pojeti skladby. Casto byva jiné, nez na jaké byli hra¢i dosud zvykli. Proto se i $krtaji
a prepisuji dfive zanesené poznamky v partech. Jaky by to mélo dusledek pfi hypotetickém
pozadavku na hru zpaméti? Pak by jakkoli fenomendlni pamét celého kolektivu prece nutné
selhavala. Co my ale mtizeme védét s absolutni jistotou? Co kdyz prevladne v budoucnosti
u dirigentt touha, aby na né neposilhavali hraci jen tu a tam zpoza svych pultd, ale viseli na
jejich gestech o¢ima po celou dobu dirigovani?

Vénujme se nyni situaci komornich hract. Pti provadéni komorni hudby je bézné, ze
nejen klavirista, ktery plni ¢asto spiSe doprovodnou funkci, ale i dalsi instrumentalista nebo
instrumentalisté hraji z not. Existuji ovSem vyjimky. Svého ¢asu se odhodlalo nacvicit zpa-
méti ¢ast svého pomérné obsahlého repertoaru (asi Sedesat kompozic) uz zminéné své-
toznamé Smetanovo kvarteto. Pro jeho ¢leny bylo motivem nejen prekroceni konvenci, kdy
se okamzité odlisili od dalsich podobnych souborti, coz ptsobilo v o¢ich publika i hudebni
kritiky v jejich prospéch, ale hlavné moznost vytvaret skutecné minuciéznim zptisobem
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v dokonalé souhfe osobity prednes provadéné kvartetni literatury. Za pomérné zasadni pro
nase téma povazuji informace, které mi o ¢innosti Smetanova kvarteta poslal Pravoslav Ko-
hout, houslista a syn Antonina Kohouta, violoncellisty a ¢lena Smetanova kvarteta.

Co se tyce Smetanovc, byli urcité prvnim kvartetnim souborem, ktery hral po celou dobu
své kariéry témér cely repertoar zpaméti (nekteré malo hrané véci ne, ale odhaduji cca 90%
repertoaru ano). Otec mi fikal, Ze pred nimi zkouselo hrat nékteré opusy zpaméti zahrani¢ni
kvarteto, asi o generaci starsi, ale nevzpominam, o koho $lo, tusim ze o néjaké Francouze, nikde
jsem ale nenasel Zadny odkaz. U nékterych dél svého repertodru si tento zptisob po Smetanov-
cich uspésné vyzkouseli i jejich pratelé Janackovci, ale zdaleka ne v podobném rozsahu a po
celou dobu trvani kariéry. Jinak o nikom nevim, mozna to ojedinéle zkouseli i jini, ale pokud
vim, nikdo z nasich soubort.

Smetanovci poprvé hrali zpaméti 15. 3. 1949 v Praze, celovecerni program poprvé provedli
v Liberci 28.9. 1949 (G. Cernusak, B. Stédron, Z. Novécek 1963: 556). Zpaméti hralo i Jandckovo
kvarteto, poprvé 15. 8. 1954 v Praze (Ceskoslovensky hudebni slovnik 1963: 567). Za zminku
rozhodné stoji, ze daleko dfive, uz v roce 1921, bylo zalozeno ve Vidni diky aktivitiam Arnolda
Schonberga smy¢cové kvarteto jménem Kolisch-Quartett. Patfilo pfed druhou svétovou valkou
k prednim soubortim propagujicim avantgardni hudbu, hrélo zpaméti i vskutku obtizné zapa-
matovatelnd dila A. Schonberga ¢i B. Bartoka. Jejich aktualni pocet byl patrné velmi omezeny.

Pravoslav Kohout déle uvadi: Hlavnim diivodem hry zpaméti byla snaha Smetanovct o co
nejhlubsi a nejpresnéjsi proniknuti do véech detailt partitury a obsahu (ducha) dila. To samo-
zfejmé od kazdého hrace predpokladalo i perfektni znalost ,,obrazu® partitury. Od okamziku,
kdy bylo dostupné vyuziti magnetofonu, si na véech zkouskach dosazenou podobu dila na-
hravali, s partiturami v ruce pak vyslechli a hodnotili, coz je samoziejmé jak na cas, tak i sou-
sttedéni narocné. Byli ale stale vice presvédceni, Ze je to spravna cesta k co nejdokonalejsimu
a nejpravdivéjsimu tlumoceni dila. Vim, ze nakonec uméli zpaméti i ty opusy, které hrali jen
velmi malo (napt. Mendelssohntiv Oktet s Janackovci, néktera kvinteta s J. Panenkou ¢i J. Sukem
ap.), ale méli pred sebou noty na pultech, aby ,,drzeli basu“ s kolegy. I na vSech zkouskach méli
své party na pultech oteviené. Samoziejmé se zahy dostavil onen vedlejsi efekt, ktery je, nejen
dokonalosti jejich interpretace, ale i hrou zpaméti ucinil vyjimecné atraktivnimi a ojedinélymi.
Ale kvili tomu to nedélali, hra zpaméti jim prosté pomédhala dosahnout maximalni mozné jed-
noty a hloubky v tlumoceni dila. Pfedpoklady pro hru zpaméti je tfeba mit, jinak to mutize byt i
stresujici. Ty méli nastésti vsichni ¢lenové, neméli s tim problémy. Ke konci své kariéry se obcas
vraceli k notam, a vim, Ze tata obcas nadaval. Zvykl si do not se nedivat a mél pak pocit, ze ho
noty rusi v soustfedéni (Informace od Pravoslava Kohouta ze dne 23. 2. 2021).

I mnozi pianisté si stézuji, jak obtizné je stfidani hry z not a zpaméti pfi koncertnich vystou-
penich. To se pochopitelné tyka zejména téch, ktefi kombinuji sva solova vystoupeni s ptisobe-
nim v komornich ansablech, ¢i hraji klavirni party v orchestru. Coz mi potvrdil napt. i Jaroslav
Saroun, dlouholety pedagog HAMU v Praze a klavirni spolupracovnik Ceské filharmonie v roz-
hovoru dne 22. 2. 2021.
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Pri koncertech sélového nastroje s orchestrem dnes ovSem viceméné automaticky oceka-
vame houslistu, pianistu ¢i violoncellistu hrajictho vzdy zpaméti. Zasadnim argumentem je, Ze
publikum si toho zada. Hrél-li by sdlista z not, znamena to pry, ze provadénou skladbu neumi
natolik dokonale, jak si publikum zaslouzi. A to by tidajné mohlo byt v extrémnim ptipadé do-
konce povazovano az za jakousi urazku publika. Podobné zfejmé vnima vétsinové publikum
i klavirni recitaly, houslistu hrajiciho Kreislerovy efektni kusy nebo na druhé strané repertoaro-
vého spektra napt. Bachovu Ciacconu d-moll z Partity pro sélové housle BWV 1004.

Do jaké miry ale skutecné preferuje soucasné publikum, at z fad profesionalt ¢i laikd, hru
zpaméti pred hrou z not, se pokusilo zjistit uz nékolik badatelskych tym. Jeden z nejnovéjsich
experimentt vyuzil hru violoncellisty, ktera byla audiovizudlné streamovana ve dvou verzich,
jednou s notami a podruhé bez. Aby nazor publika nebyl ni¢im jinym ovlivnén, byla obé videa
nahrana jako playback, a to na ptivodni violoncellistovu zvukovou nahravku. Hudba tedy znéla
naprosto identickd, pouze vizualni viem byl odli$ny. A¢ strijci experimentu ocekavali, ze videos-
nimek hry zpaméti bude hodnocen vyrazné lépe, vysledek nebyl zdaleka tak jednoznacny. Pred-
nost hfe zpaméti dala pouze velmi tésna vétsina respondentti (R. Kopiez, A. Wolft, E Platz 2017).

Domnivam se, ze na zakladé takovych vyzkumt a zji$téni by se mélo pomalu zacit zvazovat,
zda nejsou oficialni postoje vici interprettim hrajicim radéji z not v soucasnosti prilis diskrimi-
nacni. Diky sile platnych konvenci ¢i sile zvyku totiz také poradatelé hudebnich soutézi zarazuji
podminku hry zpaméti k zakladnim soutéznim pozadavkim. Kdo by chtél hrait z not, je tak
predem diskvalifikovan. Vyjimku predstavuji zpravidla soutéze varhanni a cembalové (P. Svobo-
da 2020: 21). I u téchto oborti ovsem existuji urcité tlaky smétujici k prosazovani hry zpaméti.

Vsichni umélci se ovsem ocekavani publika a dané konvenci nepodridi jednou provzdy. Hos-
tovani slavného pianisty Svjatoslava Richtera, ktery pfijel a z niceho nic zahral tfeba schubertov-
sky recital z not, coz jsem zazil napt. ve Dvorakové sini v Praze nékdy zacatkem 80. let minulého
stoleti, dokaze pak vzbudit v ¢asti publika a zejména v mysli nékterych hudebnich kritiki doslova
vlnu nevole. Z mého pohledu je predevsim na misté ptat se jej, pro¢ tak ucinil. A tehdy se opét
dozvime, Ze si neni zcela jist svoji paméti. Hlavné ale, Ze nechce své publikum osidit vykonem po-
znamenanym eventualnimi pamétovymi lapsy. Jeho rozhodnuti hrét z not brali ov$em pani kritici
téméf jako aroganci. Po Praze se tehdy neslo: ,,Nikdo jiny by si néco takového urcité nedovolil
a dovolit ani nemohl®. V tom ovéem nakonec citime zaroven i respekt k vyjime¢nému umélci.

O jaké paradoxy se pti reakcich na hru z not ¢i zpameéti jedna, si jesté zfetelnéji uvédomi-
me, pokud zapatrame v déjinach interpreta¢ni praxe. Pravé jako arogantni postoj interpretky
bylo kdysi totiz hodnoceno a charakterizovano rozhodnuti Clary Schumannové hrat zpaméti.
Sviij pocit takto pregnantné tehdy vyjadrila prozaicka Bettina von Arnim (B. Litzmann 1925).
Nékteri pritomni byli jisté Clarou nadseni, ale dobovy uzus predpokladal, Ze hra bez not zna-
mena pouze (!) volnou improvizaci. Ano, jesté na zacatku 19. stoleti platilo, ze predstoupil-li
klavirista pred publikum bez not, vsichni se automaticky domnivali, Ze hodla improvizovat.
A k improvizaci se tehdy pristupovalo jako k né¢emu, co nezasluhuje Zadné zvlastni pozor-
nosti, jelikoz se improvizovalo zcela bézné. Hra z not na pddiu byla v onéch ¢asech naopak
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povazovana za znamku jisté serioznosti daného solisty. Ke zméné zvyklosti inspiroval Claru
Schumannovou jeji otec a prvni ucitel Friedrich Wieck. Svédectvi o tom podava primo jeji
sestra (M. Wieck 1912).

Diskuze tehdejsi odborné vefejnosti i prominentnich interpretii a pedagogi mély dlouho ne-
jednoznacny vysledek. Napt. Carl Czerny ve svém pojednani o hte na klavir z roku 1839 formu-
luje novy ideal umélce, kdyz uvadi, ze hru z paméti je tfeba nove povazovat za ,.Cestnou kvalitu®
(ehrende Eigenschaft), ktera nabizi ,,svobodu a lehkost® (Freiheit und Leichtigkeit) a zaroven se
co nejvice pripodobiiuje myslence volné improvizace (gleichsam schon einer freien Improvisation
nahekommit) (C. Czerny 1968). Takto feceno, vykon zpaméti mél naopak vytvorit iluzi, ze solis-
ta je kreativnim improvizatorem a ne pouhym (!) vykonavatelem pevné skladby. Czerny proto
svym zakim doporucoval nastudovat repertoar nejméné desitek skladeb tak, aby byly priprave-
né k provedeni zpaméti (H. von Loesch 2007).

V souvislosti s onou dobou si musime uvédomit, ze vyznamna ¢ast hudebnich produkci
se tehdy stale jesté odehravala predevsim v kostelich, a to zejména pii liturgii. A pfi liturgii se
uplné bézné improvizovalo, coz ostatné plati dodnes. Hudebnici provozujici hudbu v kostelich
ovéem pochopitelné obstaravali i vystoupeni v salonech a pfi jakychkoli dalsich prilezitostech.
Vzpomenme napt. na Johanna Sebastiana Bacha, ktery ve vSech svych vyznamnych pusobistich,
zejména v Kéthenu a Lipsku, péstoval u¢inkovani mimo kostel mérou vrchovatou (Ch. Wolff
2011). Pokud se hraci vénovali i interpretaci hudebnich forem koncertantniho typu, improvi-
zovali pak zpravidla kadence, pro které byvalo rezervovano misto zejména v rychlych vétach,
obvykle na konci véty prvni. V ramci jedné véty se tak hudba skladateli zkomponovana hrala
z not a pri vlastnich kadencich se interpret do not nedival. I vizuelné tim bylo kazdému jasné,
0 co pravé jde. Zajimavé svédectvi tykajici se skladeb a improviza¢nich kadenci podava v sou-
vislosti napt. s Janem Ladislavem Dusikem Vaclav Jan Tomasek (V. J. Tomasek 1941: 65-66).
Zatimco Dusika skladatele a interpreta vysoko vyzdvihoval, jako improvizatora jej rozhodné
nechvilil. Je bézné i dnes, Ze solisté opery si tfeba také radi zazpivaji pfi vanocnich ptilno¢nich
méich, na druhou stranu ale plati, Ze jednotliva profesni piisobisté se dnes v perzonalni oblasti
vesmes zdaleka neprolinaji tak, jak tomu byvalo v historickych dobéch, kdy dokonce muzikanti
ve sluzbach lechty plnivali i funkce komornikii apod. Za oblasti, jaké se dfive i dnes prolinaly
a prolinaji stejné intenzivné, Ize nicméné povazovat jednak prakticka muzicirovani, jednak pi-
sobeni pedagogicka, jakkoli se konkrétni formy u obou ¢innosti stale méni.

Nelze ovsem predpokladat, ze improvizace v dobach, kdy byla zcela bézna nejen pro var-
haniky, ale i pro dalsi instrumentalisty a zpévaky, byla obecné vnimana s despektem. Narozdil
od dnesni doby, kdy je jednémi povazovana za jakysi témér nevysvétlitelny zazrak, zatimco ji-
nymi odsuzovana jakozto plané brnkani. Treba Mozartovu ,,Strahovskou improvizaci“ mame
v hrubych obrysech zaznamenanu diky snaze P. Norberta Lehmanna zapsat jeji pribéh do not
pfimo béhem produkce na varhanach v kostele Nanebevzeti Panny Marie v Praze na Strahove,
coz podle mého soudu svéd¢i o Mozartové véhlasu stejné jako o tehdejsi akceptaci takto vzni-
kajici tvorby. Stejné napjaté jisté sledovalo publikum pravé ony uz vyse zminéné kadence, které
bylo mozné slychat pii provadéni instrumentélnich koncerti. Ze vSak nikoli kazd4 improvi-
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zovana kadence byla veskrze originalni ¢i hudebné napaditd, je mozné usuzovat zase z toho,
jak usilovné zacala fada skladateltt komponovat své vlastni kadence, a to do posledni drobné
noticky, coz vidime uz u A. Vivaldiho a J. S. Bacha (napt. Braniborsky koncert ¢. 5 BWV 1050),
pozdéji u W. A. Mozarta a L. van Beethovena.

Neni divu, Ze do diskuzi o hie zpaméti se zapojily i takové osobnosti skladatelské a interpre-
ta¢ni jako byli napt. Ferenc Liszt a Fryderyk Chopin. Zatimco Liszt jakozto Czerného zak (A.
Kuerti 1997: 486-487) hrani zpaméti podporoval, Chopin mu naklonén viibec nebyl (J. Mishra
2010: 3). K tématu se vyjadfovala i fada dalsich osobnosti, po¢inaje Leopoldem Mozartem, ktery
se stavél zdsadné proti hite zpaméti, a7 po Richarda Strausse ¢i Josepha Rheinbergera. Siroky pri-
zkum uméleckych postojii k hrani zpaméti inicioval také muzikolog Wilhelm Altmann v roce
1907. Na jeho anketni otazky odpovidali mnozi dal$i umélci, napt. Ferruccio Busoni (R. Kopiez,
A. Wolff, E Platz 2017: 3). Ani tehdy ov$em nebyly jesté nazory zcela jednoznacné.

Podle mého soudu nemize byt ani v soucasné dobé dany spor definitivné rozhodnut, byt
jeden z nazort na relativné dlouhou dobu zcela prevladl, ¢ehoz jsme v soucasnosti svédky.
Rozliseni druhu produkce na improvizovanou a reprodukéni bylo totiz kdysi zfetelné spojeno
s pritomnosti ¢i nepfitomnosti not na pultech také z jednoho ryze praktického divodu, jehoz
podstata dnes véts$iné hudebnikil unika. Vétsiné proto, jelikoz se improviza¢nimu uméni vénuje
uz jen malokdo, coz ale jisté neznamena, Ze improvizovani vymfe zcela. Mam na mysli, ze onen
muzikant, ktery se improvizaci zabyva Casto, md tendenci ménit a rozvijet své postupy sice uveé-
domeéle, nicméné rad se nechava unést i momentalnim napadem. Pokud hraje zpaméti hotovou
skladbu, je mu tato typicky improvizatorska tendence obcas nejen na obtiz, ale vyslovené jej
muze zavést do zahuby. Improvizator se totiz pfi interpretaci ocita permanentné v situacich, kdy
hudebni tok a jeho forma, sled harmonickych funkci a tonalnich modulaci ¢i variabilita styliza¢-
nich prostredki miize pod jeho rukama jakoby samovolné kamkoli odbocit, pficemz on je moz-
na jakztakz schopen rozvijet danou hudbu dale dle svych predstav a technické erudice, nicméné
od daného notového textu se pak obvykle vzdali natolik, Ze se do ramce skladby uz vratit nedo-
kaze, nebo jen velmi priblizné. Takové vykolejeni je pochopitelné naprosto neakceptovatelné,
bylo-li jeho tkolem interpretovat uz kodifikovanou skladbu. Pro hudebniky, kteti improvizuji
¢asto, jsou proto noty na pulté zejména pojistkou proti nezadoucim ,,odbockam®

Z jistého thlu pohledu je sice velmi lakavé nechat se inspirovat skvélym dilem genialniho
skladatele a postupné se od néj vzdalit do svéta vlastnich improvizaci, nicméné takova produkce
je napt. pfi zkouskach z literatury ur¢ité nezadouci, jelikoz ve vysledku ji nelze dost dobfe oce-
nit. Nezasvécenym ¢tendiim muize pripadat takto popsané déni snad az hrubé prehnané. Mohl
bych ale sva tvrzeni dolozit konkrétnimi jmény nékolika varhanikd, u nichz jsem podobné pro-
cesy, nékdy i dost nevabné, pozoroval jako kolega ¢i jako pedagog, nicméné nezda se mi vhodné
tak ucinit, protoze skoro vsichni z protagonistti jest¢ v nasem oboru piisobi.

Pro interprety, ktefi se improvizaci vyhybaji jako prislovecny Cert kiizi a nemusi tedy do-
statecné lehce pochopit tskali, o nichZ se vysSe zminuji, mohu jesté pripodobnit doli¢nou per-
manentni situaci hudebnika - improvizatora hrajictho literaturu zpaméti k zazitku, se kterym
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se muze setkat i hudebnik s nulovymi improvizacnimi navyky a schopnostmi. Moment nemi-
lého prekvapeni pro néj mize nastat naprt. tehdy, pokud pfi interpretaci véty zkomponované
v sonatové formé zamifi v okamziku tonalni odbocky v reprize omylem stejnym smérem jako
v expozici. Pak je otazkou, jak se z takové prekérni situace viibec dostat. Bud muize prehrat celé
provedeni znovu a v reprize si dat na daném misté vétsi pozor, eventualné se pokusi vtrhnout
pfimo do druhého tématu reprizy néjakym jinym zptisobem. Coz ale - vzhledem k vyse fecené-
mu v jistém smyslu paradoxné - zvladnou obvykle méné napadné interpreti s improviza¢nimi
zkuSenostmi nez ti bez nich. Problematiku ostatné fesi fada ucebnic, ale také vyzkum, kde
je popisovano, jak nejlépe se podobnym problémiim hraci vyhnou. Zasadni roli pfitom hraje
schopnost propojit tii hlavni slozky paméti, tj. hmatovou, sluchovou a vizudlni (P. Cienniwa
2014). Pro uspésné reprodukovani hudby zpaméti se mohou zkuseni hudebnici do jisté miry
spoléhat také na své obecné znalosti harmonické, metrické a hierarchické struktury hudby
(R. Chafhin, T. R. Logan, K. T. Begosh 2008).

Vyse popsané nastrahy ¢ihaji na interprety jesté mnohem castéji v baroknich sekvencich,
kdy zéludnych latentnich ,,odbocek™ od tonalniho planu se vyskytuje i v kratsich vétach dale-
ko vice, nez v obvykle rozsahlejsich vétach sonatovych. Situaci tu komplikuje slozita struktura
polyfonnich prediv, ktera nemusi byt technicky nijak zvlast obtizné hratelna oproti technicky

Vv
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vyusténi riiznych sekvenci pro hrac¢ovu pamét pfimo fatalnim problémem.

Z vyse uvedeného uz jisté vyplyva, ze v ptipadé varhaniki jsem proto spise zastancem tra-
di¢niho varhanického Ipéni na notach na nasich notovych pultech. Na rozdil napt. od pianistti
lezi totiz vétsi vaha varhanniho repertoaru v hudbé barokni, jakkoli se skladbam romantickym ¢i
modernim ve své vétsiné ani zdaleka nevyhybame, nicméné uz jen obsahly repertodr z dilny J. S.
Bacha klade po strance obtizného pamétového uchopeni kompozicni faktury na interprety hod-
né velké naroky. Pokud presto uvazujeme o hre zpaméti v pfipadé bachovského repertoaru, pak
nejvhodnéjsimi objekty takového snazeni byvaji bud notoricky znama dila, jako je napt. Toccata
a fuga d-moll BWV 565 (v ptipadé této skladby je Bachovo autorstvi jednémi zpochybnovano
ajinymi hajeno, o cemz pise napt. Christoph Wolff aj.), nebo Bachovy skladby triového typu, napi.
Sonaty BWV 525-530. Interpretace alespon jedné rychlé véty z BWV 525 az 530 byva (podle sdé-
leni Michaely Kacerkové ze dne 21. 12. 2020) povinna zpaméti u zkousek na Hochschule fiir Musik
und Theater ,,Felix Mendelssohn-Bartholdy” v Lipsku. Hra triovych vét zpaméti ma tu vyhodu, ze
varhanik muize sledovat o¢ima klaviatury manualt i pedalu. Koordinace pohybt je pak pfi technic-
ky obtizné sazbé tti samostatné vedenych melodickych a rytmickych linek mnohdy suverénnéjsi.

Logicky se dale nabizi varhanikiim hrani zpaméti spi$e u takového repertoaru, jaky je vhod-
ny k provozovani i na podiich koncertnich salii. Tam totiz patfi varhany stejné jako na kostelni
kury, byt si to mnohdy lidé ne zcela samoziejmé uvédomuji. A publikum na sélistu pak i vidi,
dokonce v pripadé premistitelnych hracich stold stejné tak zblizka jako na pianistu. Casto jde
o romantickou nebo soudobou literaturu symfonického typu. Jako priklad lze uvést Viernovy ¢i
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Widorovy varhanni symfonie, je ale mozné hrat zpaméti mnoho dalsi literatury vcetné tfeba M.
Duruflého ¢i dokonce O. Messiaena. Napt. na Prazském jaru v roce 2008 provedl ve Smetanové
sini Obecniho domu zpaméti polovinu svého recitalu z dél O. Messiaena Olivier Latry. Zminéna
varhanni hudba ostatné v jistém smyslu odpovida duchu a vyznamu fady koncertnich dél kla-
virni literatury pocinaje Chopinem a Lisztem.

Ve skute¢nosti ovSem lze na dany problém nahlizet jesté z mnoha dalsich uhlt pohledu.
Predevsim si myslim, Ze kazdy by mél mit pravo rozhodovat se o svém pristupu zcela svobodné
sam za sebe zejména kviili tomuto pravu jako takovému. Rad bych jej koneckoncti vztahoval i
k dal$im instrumentalistim. Pokud tomu nebrani zazité konvence dané zejména témi praktic-
kymi diivody na zacatku uz uvedenymi, pak bych rozhodnuti o ponechani ¢i neponechani not
na pultech nechal na hudebnikovi z jednoho velmi dobrého a rozumného dtivodu. Kazdy z nas
ma prece vrozenu zcela svébytnou a originalni strukturu svych hudebnich nadani. Pro¢ prefe-
rovat jen a jen jeden druh paméti, pokud z néjakého faktického dtivodu hra z not neovliviiuje
negativné a zasadné celkovy umélecky vysledek?

Kromé paméti patii k hudebnim nadanim zejména hudebni sluch, rytmické citéni a spous-
ta dalsich, casto velmi uzce specifikovatelnych a zaroven pottebnych schopnosti pro konkrétni
obor hudebniho projevu. Pokud se interpret odlisuje od ostatnich mimotadnou hudebni pa-
méti, pak ma v nékterych oborech rozhodné nakroceno k ispéchu. Co kdy?z je ale talent jeho
souputnika v oblasti stoprocentné neomylné a precizni paméti daleko slabsi, zatimco v jinych
predpokladech pamétového suveréna spiSe prevysuje? Pak by jeho interpretacni ptisobeni bylo
pro posluchace daleko pfinosnéjsi, protoze disponuje schopnostmi lépe vystavét hudebni formu,
vyklenout presvéd¢ivéji kazdou frazi, hrat rytmicky pregnantnéji a stylové jednoznacnéji. Co
kdyZz ma navic i vyttibeny hudebni vkus, ovlada historickou praxi provadéni hudby raznych
epoch, a viibec cely souhrn jeho prednesovych palet je daleko zajimavejsi?

Nicméné za situace, kdy diraz na hrani zpaméti je prvni a nejdulezitéjsi podminkou hudeb-
mu se totiZ obcas stava, Ze jeho pamét selze. To miva za nasledek ztratu sebejistoty a postupny
»0dchod ze scény*

V ptipadé oboru hra na varhany mtzeme pottebnych vloh vyjmenovat opravdu $irokou
skalu, pficemz velmi casto je schopnost uplatnéni téchto specifickych nadani podminéna i po-
tfebnou mirou intelektudlnich schopnosti a v neposledni fad¢ i teoretickych védomosti. Var-
hanik, ktery ma dobfe interpretovat hudbu, potfebuje znat napt. principy fungovani nastroje,
a to s ohledem na $iroké stylové zaméreni jeho jednotlivych exemplart. V praktické roviné maji
tyto znalosti vliv na varhanikovo zachazeni s nastrojem ve vSech aspektech, jako je tvorba tonu
u riznych typt traktur, zptsob artikulace tont a linedrniho frazovani, dale vnimani prostoru,
ve kterém varhany znéji apod. Ve zna¢né mife tyto védomosti ovliviwji i zptsob rejstiikovani,
agogicky pribéh skladby, a kromé toho i véc zcela zakladni, totiz sounalezitost rytmu a hudeb-
niho metra. Schopnost suverénné kombinovat vSechny zminéné parametry hry je ostatné také
podminéna vrozenym a poté cilevédomé péstovanym talentem.
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Zadny jednotlivy aspekt varhanni interpretace nelze oddélit od ostatnich a nacvicovat
zcela separatné, coz je jednim z hlavnich diivodd, pro¢ dosahuji adepti varhan mistrovské
trovné az po velmi dlouhych letech zachdzeni s nastroji. Zkusenosti hraji v tomto procesu
naprosto nepostradatelnou roli, ale pfiznejme si zaroven, ze uz jen obstojné dil¢i zvladnuti
kazdé z technicko-prednesovych slozek predpoklada vyse zminény specificky talent a jeho
dlouhodobé péstovani, totiz schopnost vSestranné flexibility. Snaha o zapojeni pameétové-
ho tréningu do takového procesu je ¢asto kontraproduktivni, a to z jednoho kardinalniho
dtivodu. Pritahuje k sobé prili§ mnoho usili, zatimco pozornost vici daleko dulezitéjsim
aspektiim hry upada. Nékdo by sice mohl namitat, Ze podobny princip lze jisté vysledovat i
u kazdého dalsiho néstroje ¢i u zpévu, jenze pak opomiji uplné trivialni specifiku varhanni
hry, ktera spociva v tom, jak hodné odli$né jsou jednotlivé nastroje. Nejde jen o mnozstvi
typt varhan, jejichz specifika musi adept zvladnout, jde hlavné o skute¢nost, zZe zptisob hry,
ktery na jednom néstroji naprosto vyhovi, ohodnotime na jiném, prestoze zdanlivé obdob-
ném nastroji, jako naprosto pomyleny. Zjednodusené fe¢eno, varhanik je nucen jednotlivé
prostiedky své hry zcela zdsadné ménit casto i v jejich protiklad, a to nékdy ze dne na den ¢i
z hodiny na hodinu. Zmény parametrt jednotlivych aspektt hry jsou vétdinou nutné nejen
pti pfechodu napf. z barokniho nastroje na romanticky, ale i pfi pfechodech od jednoho
barokniho nastroje k druhému, podobné také pti prechodu z jednéch romantickych varhan
na jiné, atd.

Ucime-li se skladbé zpaméti, pak jednim z pilift je i tzv. prstova neboli mechanicka
pamét, ktera vedle vizudlni paméti hraje pfi daném procesu nejvétsi ulohu (R. Chaffin,
T. R. Logan, K. T. Begosh 2008). Jenze pravé pro varhanika je ona mechanicka pamét do-
konce né¢im, co je zahodno spiSe naprosto cilené potlacovat! Potfebuje totiz procvic¢ovat
a ovladat zejména svoji prizpusobivost. Bez dlouhodobé vypéstované schopnosti okamzité
flexibility nemtize hrat jednou staccato a pristé legato v néjaké konkrétni pasazi, zatimco
v té nasledujici mechanizmus varhan ¢i akustika prostoru leckdy vyzaduji zase néco napros-
to odlisného (J. Tama 2018: 25-34).

Naopak Ipéni na péstovani hry zpaméti ma zase u jinych obort také své nastrojové speci-
fické divody. Pro vyznamnou ¢ast publika je houslista stojici na podiu se zasnéné privienyma
o¢ima vskutku neodolatelny a nedovedu si predstavit, Ze by bylo mozné se jej provzdy vzdat.
Jde i o presvédcivou estetiku tohoto obrazu. Klavirista s notami na pulté, ktery by bez divani se
na klaviaturu zvladal naro¢né vzdalené skoky po klaviature, je nam také tézko predstavitelnym.
K oné specifické klavirni virtuozité ostatné vede dost slozita cesta, kterd je ve znacné mire zavisla
predevsim pravé na klaviristové mechanické paméti. Navazuji nyni na konstatovani z pocatku
mého textu, totiZ Ze mnozi pianisté soudi, Ze hra z not je ménécenna. Pfi studiu svého repertoa-
ru nacviCuji totiz nejen ony bez pohledu na klaviaturu nezvladnutelné pasaze, ale poznendhlu
téméf jakykoli notovy text ponékud zvlastnim zptisobem. Nejprve pomalu, disledné a presné,
s bedlivym pohledem do not. Ale velmi brzy, stale jesté v pomalém tempu, uz s pokukovanim
po klaviature. Jakmile pamét dovoli, neni tfeba se do not divat tak Casto, vzapéti pak uz vtibec,
anasledny posun do nutnych virtuéznich temp se tak odehrava vlastné bez ¢teni notového textu
(R. Chaffin, T. R. Logan, K. T. Begosh 2008: 466)
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Diisledkem tohoto procesu ale byva, ze nékdy i vynikajici pianisté nejsou schopni hrat tzv.
z listu. Neumi zkratka rychle ¢ist noty, coz je nékdy vyraznym hendikepem, napt. pokud treba
ziskaji neptedvidané misto korepetitora. Pak se musi naucit ¢ist noty v rychlém tempu az takto
dodate¢né, ve své dalsi hudebni praxi. Nékteri vSak priznavaji, Ze uz toho nejsou v dospélém
veku stoprocentné schopni a must si tedy kazdy doprovodny part zdlouhavé predem nastudo-
vévat. Obdobné to formuloval opét Jaroslav Saroun v rozhovoru dne 22. 2. 2021. Jakozto vystu-
dovany klavirista a celozivotni vyhledavany korepetitor mi navic prezentoval sviij nazor spise
jakozto souhrn zkusenosti nasbiranych za dlouha léta od mnoha kolegti profesné stejné profilo-
vanych. Ja k tomu mohu jesté dodat, Ze velmi ¢asto jsou na mista klavirnich korepetitorti zadani
vystudovani varhanici, hra z listu je jim totiz casto jaksi blizsi.

Naroky kladené na varhaniky jsou dnes samoziejmé jiné neZ pred staletimi. Rada z nich ale
pretrvava, ovéem nikoli vsichni jim dostoji stejné diisledné. Pozadavek na hru zpaméti je histo-
ricky pomérné novy. Nékteri z nas hru zpaméti péstuji. Je efektni na pohled. Hrajeme-li na kiiru,
pak to ale téméf nikdo nevidi a neoceni, pokud ovsem neni obraz z kiiru prendsen na platno
umisténé vedle oltare. Z hlediska potfeby zvladani jesté mnoha dal$ich varhanickych dovednosti
predstavuje ale hrani zpaméti podle mého nazoru schopnost celkem malo dilezitou.

Naopak velmi dtilezitou, ale ¢asto opomijenou dovednosti varhaniki je uz vyse zminéna
improvizace. Na koncertech se improvizace uplatnit d4, koneckoncti se poradaji i ¢isté impro-
viza¢ni varhanni koncerty, na kiirech i na pédiich koncertnich salti. Téméf nezbytna je ale im-
provizace pri liturgii. Nezastupitelnou funki plni i pfi pfedvadéni varhan, které dosud nezname
a neméli jsme moznost si pfedem néco z hudebni literatury na dany nastroj pfipravit. Do tako-
vych situaci se varhanik dostane pomérné ¢asto. Improvizace se uplatni i pfi promocich, svatbach
a pohibech. V souvislosti s takto explicitnim pozadavkem na improviza¢ni erudici varhaniki
znovu zdtiraznuji, ze hra zpaméti a improvizace si bohuzel pti vzdélavani fady hraca vylozené
prekazeji. Také pridavani improvizovanych ozdob a diminuci pfimo pfi hte, tedy nepfipraven,
coz byvalo staletou béznou praxi, se pfi hte zpaméti realizuje daleko obtiznéji, nez pti hte z not.
Improvizacnim zménam pti daném provedeni skladby se kazdy interpret, ktery hraje zpaméti,
pro jistotu radéji vyhne, coz mize byt v dusledku nékdy az stylové nepresvédcivé. Mame mnoho
hudebni literatury drivéjsich epoch, jejiz pfirozené vyznéni je na alespon ob¢asném improvizac-
nim dotvateni do urcité miry ptimo zavislé, coz od doby Quantzovy (J.J. Quantz 1752) uvadéji
pravidelné vSechny publikace o interpretaci starsi hudby.

Viibec nejdulezitéjsi je ale v pripadé naroku kladenych na varhaniky, aby kazdy nastroj, ktery
jim ptijde pod ruce a nohy, dokazali co nejrychleji ovladnout. Pokud je dlouhodoby trénink hry
zpaméti v tomto sméru jakkoli omezuje, ¢i rozvoj jejich schopnosti okamzité prizptisobivosti
spiSe brzdi, pak si dovoluji hru zpaméti i z tohoto diivodu spiSe nedoporucovat. Vytky viici hre
z not jsou podle mého soudu tak jako tak naprosto zbytecné tehdy, pokud se varhanik svoji
skladbu opravdu dobfe nauci, nedéla viibec zadné chyby ani v manudle ani v pedale, docili do-
konalého synchronu zvuku varhan a je zdroven schopen se dokonale prizptisobit momentalnim
podminkam, ve kterych se pravé ocitl. Vira, ze hra zpaméti by mu od prohreski vii¢i zminé-
nym pozadavkiim néjak odpomohla, je naivni. Je-li schopen dokonale hrét z not, ziskava ostatné
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varhanik dalsi podstatné vyhody pro sviij profesni Zivot. Necini mu zadnou potiz velmi rychle
,»0zivit" jakoukoli skladbu, kterou uz nékdy v minulosti nastudoval, ¢imz se stava jeho repertoar
daleko $ir$im, nez muize byt aktualni repertodr, ktery je provozovan zpaméti.

Bézny provoz varhanika - koncertntho umélce je totiz vyrazné odlisny od solistd, kteti pro
kazdou svoji sezonu potrebuji zpravidla jen nékolik koncerti s orchestrem, pripadné néjaky ten
program s doprovodem klaviru, coz oboji mohou béhem dané sezony uplatnit na vSech svych
koncertech. Podminky koncertniho provozu se ale v pribéhu ¢asu méni. Tézko fici, jaka bude
vétsinova situace koncertujicich pianistt ¢i houslistii za par let. Vy$e zminéna kvarteta Smeta-
novo a Janackovo by mozna v dnesnich podminkéch ve vét$im rozsahu zpaméti uz tfeba hrat
ani nemohla. Pozadavky na $ifi provadéného repertoaru jsou dnes totiz daleko vyssi. Zatimco
konkrétné Smetanovci si vystacili béhem jedné koncertni sezony se dvaceti tituly, které zahrali
mnohokrat a které mohly byt pro dalsi sezény jen mirné obménovany, dnes jiz museji podob-
né soubory zvladnout daleko vice skladeb, jez ale paradoxné provedou v jedné sezoné tieba
jen jednou, coz mi opét potvrdil violista a ¢len Stamicova kvarteta Jan Péruska, ktery studoval
u Lubomira Kosteckého a Antonina Kohouta, ¢lenti Smetanova kvarteta, a to pfi rozhovoru dne
24.2.2021.

Varhanik byva v ramci jedné sezony Zadan o riizna vystoupeni na dost odlisnych néstrojich,
takZe je nucen pripravit rocné tfeba i nékolik desitek zcela riiznorodych programi. V této $ifi se
pak zvlada hra zpaméti jen tézko. V neposledni fadé hraje svoji roli i mnoho neptedvidatelnych
uddlosti, jez je tfeba fesit pii koncerté samotném. Uklddani a vyvolavani elektronickych vol-
nych kombinaci, obsluha rtiznych pomocnych zafizeni, napt. zaluzii, valcovych crescend, fady
vypinacti a zapinact apod. VSechny tyto ovladaci prvky mohou byt umistény na réiznych mis-
tech hracich stolt, takze ¢ast varhanikovy pozornosti je neustale rozptylovana i pfi hie samotné
fadou vedlejsich ¢innosti. V tomto sméru jsou naroky na varhaniky obdobné, jaké jsou kladeny
na dirigenty, pokud doprovazeji s orchestrem solistu. Néktef1 dirigenti sice diriguji zpaméti roz-
sahlé symfonické partitury, ale pti doprovodech si noty na pultech zasadné ponechavaji, a to
z divodu orientacni jistoty, pokud by museli néjak nestandardné zareagovat napft. na solistovo
selhani (sdéleni dirigenta Leo$e Svarovského v rozhovoru s autorem dne 23. 2. 2021).

Ambici modernich varhanikii by zaroven podle mého soudu mélo byt, aby byli co nejvice
sobéstacni. Je to nejen ,,trendy, je to hlavné praktické. Pfi hfe mohou mit pod kontrolou vsech-
ny hlavni i vedlejsi akce. Vedle hry na manualech a pedale si také obracet noty a registrovat, aby
nepotiebovali zadnou pomoc. Pokud tisténé noty obraceni hracem samotnym neumoznuji, lze
si pomoci kopii vytvorit vhodnéjsi variantu rozlozeni stranek, nékdy klidné i za jejich podstatné-
ho zmenseni. Vétsinové totiz opravdu ,,nelustime” notovy text na posledni chvili, poskytuje nam
spiSe opérné body ve struktute skladby. U staréi literatury je obvykle dost ¢asového prostoru
v pauzach na to, aby si hra¢ vyménil registry i za situace, kdy se musi naklonit za vzdalenéjsimi
registrovymi tahly historickych varhan. U modernich varhan je zase mozné i slozité vymeény re-
gistraci pfedem naprogramovat a jednotlivé vymény pak provadét jednim tlacitkem ¢i pistonem
pro nohu. Velmi ¢asto je pritomnost obracece a registratora, ptipadné dvou, skutecné zbytecna.
Takto vyskoleni varhanici si zodpovidaji za cely interpretacni vykon a nejsou na nikom zavisli,
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coz se vyplaci. Zejména ,,rychlokvaskovi® registratori totiz hodné chybuji a kvalitu vykonu snad-
no zkazi.

Ovsem zejména u varhan ze druhé poloviny 19. stoleti ¢i prvni poloviny stoleti 20. je i dnes
pomoc casto nezbytnd. Rozhodnuti, zda ji potfebujeme ¢i nepotiebujeme, zavisi nejen na na-
stroji, ale i na konkrétnich skladbach. Provadét napt. vrcholné opusy Maxe Regera tieba na var-
hanach firem Sauer, Walcker ¢i Rieger je bez pomoci dvou registratorti ¢asto téméf nemozné.
Noty na pulté tehdy slouzi nejen varhanikovi, ale i registratorim. Pokud chce varhanik hrat
zpaméti za kazdou cenu, ponechava si registrator ¢i registratori noty nékde stranou, to vsak
povazuji za trochu komické feseni. Zaskolent registratort je ale tfeba vzdy vénovat dost pozor-
nosti a energie, zkusenych a spolehlivych jich je jesté méné nez zdatnych varhaniki. V praxi se
ovéem obcas setkame i s tak anachronicky pusobicimi situacemi, kdy nékdo nutné pottebuje
registratora na pouhé preregistrovani mezi vétami. Setkal jsem se dokonce i s ,,improvizaci
pripravenou tak dikladné, Ze varhanikovi obracel registrator ,,notové poznamky“ a obsluhoval
rejstiiky podle pokynt v nich. Z pochopitelnych diivodi opét nebudu dokladovat konkrétnim

jménem a mistem. Existuje zkratka improvizace a ,,improvizace®.

Posluchac¢ je ten, kdo by se mél citit nejkomfortnéji. Rozhodné by nemél vnimat zadné
varhanikovy obtize. Coz plati zejména v situacich, kdy je na varhanika vidét. Mél by se oddat
predevsim hudbé a jejimu ptisobeni. Varhanik ma byt podle mého soudu jen jejim prostted-
nikem, nikoli cilem posluchac¢ova obdivu. To lze povazovat za posledni diivod, pro¢ mizeme
pozadavek na varhanikovu hru zpaméti brat jako zbytec¢ny. Hractv pohled do not totiz niko-
ho nerusi, pouze vyjimecné, a to tehdy, padaji-li noty neplanované z pultu tfeba diky priivanu
a zpusobuji tim mimofadnou udalost. V tom okamziku byva skvélé, pokud umi varhanik
hudbu, kterou pravé hraje, zpaméti alespon jakz takz! Pokud nikoli, pak se zase mtize uplatnit
jeho improviza¢ni pohotovost...
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SUMMARY

The title of this essay might evoke a number of differing and long-established opinions about
the issue in question. Or it might provoke deeper thought about the topic. In the course of our
careers whether as teachers or as concert artists, many of us organists unavoidably face this is-
sue sooner or later. Personally, I have been compelled repeatedly to consider what stance to take
about organists using music or memorising in connection with almost every examination held
as part of the instructional process at the department of keyboard instruments of the Academy
of Performing Arts in Prague. During their evaluations of performances, jury members regu-
larly discuss whether memorisation is or is not generally necessary for a soloist. I assume that
many of my colleagues at other schools where organ and harpsichord are taught also face this di-
lemma. Pianists and most other instrumentalists and singers regard memorisation as something
absolutely essential and self-evident. The tradition along these lines is very old, so one should
not be surprised by the comments heard repeatedly on the occasions of such examinations com-
plaining about certain organists and especially harpsichordists who hold on to their sheet music
for dear life. Or at least the question is asked: “Why are you using music? You don't know your
repertoire well enough?” The clear implication of such questions is that the persons asking them
regard using music as less skilled and therefore as an inferior way of performing music.

Those from the opposite end of the spectrum of opinions see this differently. By no means do
they have anything against memorisation, but they do not regard it as necessary. To understand
these different approaches, one must first realise that there is a big difference between learning
a new piece and memorising it. Both processes include and use memory, but the kind of mem-
ory is different in each case. One kind serves for the permanent grasping of what is memorised,
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while the other serves the process of learning (R. Chaffin, T. R. Logan, K. T. Begosh 2008). If it
is the majority opinion of soloists that using music to play is inferior, their explanation is largely
that when studying compositions, they themselves are accustomed to working in a particular
way, during which these two memory processes merge into one. It is therefore easy for them to
succumb to the prejudice that playing with music in front one’s nose is not really interpreting,
but merely music reading (P. Cienniwa 2014). This, however, does not correspond to reality. To
the contrary, the question is what is more damaging to a musical performance: the reading of
music, or fear of a memory slip? Might it be that the requirement of memorisation is an unnec-
essary, excessive burden on the performer’s psyche? One recalls the complaints of many famous
pianists who did not enjoy this aspect of their profession. For example, Arthur Rubinstein wrote
that “fear of memory slips caused me torture similar to that of the Inquisition”

Several teams of researchers have tried to determine the extent of the actual preference for
memorisation over performing with music among today’s public, whether consisting of profes-
sionals or laypersons. One of the latest experiments used the playing of a cellist that was streamed
in two versions: first using music, then a second time without it. So the public’s opinion could
not be influenced by anything, both videos were recorded using playback of the cellist’s original
audio recording. In other words, the music being heard was absolutely identical; only the visual
perception was different. Although the creators of the experiment expected the video record-
ing of the cellist playing by heart to get a much better rating, the result was far from clear. Only
a slight majority of respondents expressed a preference for memorisation (R. Kopiez, A. Wolff,
E Platz 2017).

I believe that on the basis of such research and findings, one should begin to consider
where current official attitudes towards performers who prefer to use music might be too
discriminatory. Thanks to the power of accepted convention or custom, even the organisers
of music competitions include memorisation as one of the basic competition requirements, so
anyone wanting to use music is disqualified in advance. Generally, competitions for organ and
harpsichord constitute an exception (P. Svoboda 2020:21). And there is also some pressure for
the elimination of those exceptions as well.

In my opinion, there can be no definitive answer to this dispute, although as we are now
witnessing, one of the opinions has been entirely prevalent for a relatively long period. There
was a time when the presence or absence of music on a soloist's music stand clearly differenti-
ated reproductive musical performances from improvisatory ones. Today, of course, there are
few who devote themselves to the art of improvisation, although that certainly does not mean
that improvisation is completely dying out. Artists who devote themselves to both activities
may have an entirely specific problem with playing by heart. While improvising, they tend
to change and develop their procedures. And while they do this consciously, they also like to
be carried away by a fleeting idea. When playing a finished piece by heart, however, at times
this tendency can not only create difficulties, but even lead quite literally to disaster. When
performing, improvisers find themselves permanently in the situation where beneath their
hands, the music’s flow and form, the succession of harmonic functions and tonal modula-

NR 4/2021 | 119



ARTICLES

tions, and the variability of stylistic resources can take off in any direction of their own accord,
as it were, and while they might be able to keep the music more or less going based on their
own imagination and technical erudition, the results are usually so remote from the score
that they are unable to find their way back to the framework of the composition, or only very
approximately. Going oft the rails in this way is absolutely unacceptable, of course, if the mu-
sician’s task is to interpret a composition that has already been codified. Therefore, for musi-
cians who often improvise, having music on the music rack is above all a safety net against
undesired “wrong turns”

For performers who avoid improvisation like the plague and may not have an easy time
understanding the pitfalls I have described above, I can also provide an analogy of the perma-
nent situation of a musical improviser playing literature by heart to an experience that can also
be encountered by a musician without any improvisational habits and abilities. An unpleasant
moment can arise, for example, when performing a movement composed in sonata form, if
the player arrives at the point in the recapitulation where the tonal relationship between the
themes is supposed to be changed, but the player accidentally heads in the same direction as
in the exposition. The question, then, is how to get out of such a precarious situation. Either
one has to play the whole exposition again and pay more attention at the place in question in
the recapitulation, or one must try to burst directly into the second theme of the recapitulation
in some other way. It is in a certain sense paradoxical in view of what has been said above that
performers with skill at improvising usually manage to do this less conspicuously than those
without it. This problem is covered by a number of textbooks, and there is research describing
the best ways for players to avoid such problems. A major role is played by the ability to com-
bine the three main elements of memory;, i.e. tactile, auditory, and visual memory (P. Cienniwa
2014). For the successful reproduction of music by heart, experienced musicians can also rely
to a certain extent on their general knowledge of music’s harmonic, metrical, and hierarchical
structure (R. Chaffin, T. R. Logan, K. T. Begosh 2008).

No individual aspect of organ performing can be separated from the others, and this is one
of the main reasons why those who aspire to play the organ achieve the level of a master only
after many long years of working with the instrument. Experience plays an absolutely indispens-
able role in this process, but let us also admit that even just a decent partial mastery of each of
the aforementioned technical and interpretive elements also presupposes yet another particular
talent and its long cultivation. The effort to incorporate memory training into such a process is
often counterproductive for a very fundamental reason. It draws too much attention to the self,
while attention is turned away from far more important aspects of playing. One might object
that something of the kind can be observed with every other instrument or with singing, but
this ignores a seemingly trivial problem that is specific to organ playing: the great differences
between individual organs. This means not only the great many difterent types of organs that the
organist must learn to play, but also the fact that playing a certain way might be absolutely ideal
on one instrument, yet we might judge it to be absolutely incorrect on some other instrument.
Simply put, organists are forced to change the individual resources of their playing drastically,
even to their exact opposite, sometimes from one day to the next, or even hour by hour.
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If we memorise a composition, one of the key elements is finger memory or muscle memo-
ry; alongside visual memory, muscle memory plays the greatest role in the process in question
(R. Chaftin, T. R. Logan, K. T. Begosh 2008). In the case of an organist, however, muscle memory
is actually something that one must quite deliberately suppress! Above all, organists must be
adaptable. Without the laborious cultivation of the ability to adapt instantly, organists cannot
play staccato one time and legato the next in some contrasting passage, when the next organ
mechanism or acoustical environment they encounter often may demand something complete-
ly different (J. Tama 2018: 25-34).

It is the listener who should feel comfortable. The audience definitely should not sense that
the organist is having difficulties, and this applies especially in situations when the organist can
be seen. Listeners should be devoting their attention primarily to the music and its effect. In
my opinion, the organist should be just the intermediary of the music, and not the object of the
listener’s admiration. This can be seen as the final reason why we can usually consider it to be
unnecessary for an organist to play by heart. The player’s looking at the music does not disturb
anyone except in the extraordinary case of the score falling oft the music rack unexpectedly,
causing an emergency. At such a moment, it would be great for the organist to be able to play by
heart at least a bit. If not, he or she can at least put skill at improvisation to good use.

Stowa kluczowe /Keywords:

varhany ¢ varhanik ¢ hra zpaméti

the Organ * organ-player * playing from memory
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The Szar-organ-project aimed to approach the question “constructing organs in a historical style” from
a new aspect. In the case of such instruments, its commonly the standard repertory that indicates the
choice: the often played middle- or northern-German literature requires stereotypically something like

Silbermann, Hilldebrandt or Schnitger, The French literature requires a French instrument, Italian or
southern-German music sounds convincing on an Italian-type organ. It's pretty seldom to choose an
exotic model instrument with regard to its regional and historical relevance rather than to some desired
repertory. The story of the late 17"-century organ in the Lutheran church in Levoéa/Slovakia and that of
its twin in Szar has a lot of enlightening aspects that reveal the spirit of a lost world in the heart of Europe.

1. Vorgeschichte

Die katholische Pfarrkirche zu Saar wurde 1759-1760 erbaut. Von der Bauzeit bis etwa 1955
beherbergte ihre Empore nacheinander drei Orgeln, zwei Positive mit 6 bzw. 9 Registern und
eine Orgel mit 13 Registern aus dem Jahr 1856 von Orgelbaumeister Joseph Loyp aus Wien.
Letztere stand bis in die Nachkriegszeit in der Kirche. Es stehen uns Daten und Fotos von dieser
Orgel zur Verfiigung. Das Instrument hatte wahrscheinlich wihrend der Kriegszeiten Schiaden
erlitten. Laut Privatberichten lief3 der Pfarrer die Uberreste der auler Gebrauch stehenden Orgel
1955 abbauen, damit der Kirchenraum durch das Fenster hinter der Empore besser beleuchtet
werden konnte. Der Spieltisch wurde 1990 nach Moor/Mér (Ungarn), ins ehemalige Kapuziner-
kloster gebracht. Als der Orden aber die Anlage wieder zuriickerhalten hatte, wurde der Spiel-
tisch bei Bauarbeiten als Plunder entsorgt. In Saar waren einzig die Uberreste der Balganlage der
Loyporgel in der Balgkammer neben der Empore erhalten.

Disposition der Loyp-Orgel:

Manual (C-f" 54 Tasten)
Principal 8 FuR ? (evtl. 4' FuR)

| Pedal (C-f°, 18 Tasten, Repetition bei c9)
Supbal 16 Ful

Dulciana 8 FuR

Violonbalk 8 Fulk

Bourdunflét 8 FuR

Quintbalk 6 Fulk

Copula 8 Fuls

Octavbal 4 Ful

Fugara 4 Ful

Floten 4 Ful

Quint 3 Fulk

Octav2FuR

Mixtur 3 FuR
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2. Die Initiative

Dank dem grofiziigigen Stifter Ferenc ,,Frank” Hasenfratz konnte das Dorf das Projekt
zustande bringen, die verlorene Orgel auf der seit 60 Jahren leerstehenden Empore zu erset-
zen. Janos Laub, Kantor der Pfarrkirche, fragte zwei Fachexperten (mich und Herrn Dr. Gyula
Kormos) an, ein Konzept fiir eine neue Orgel auszuarbeiten.

3. Die Uberlegungen

Eine Rekonstruktion der Loyporgel haben wir aus mehreren Griinden von Anfang an ver-
worfen. Das Instrument stand sowohl akustisch als auch optisch an einem sehr ungiinstigen
Ort, aber auch die Raumnutzung auf der Empore war durch seine Position sehr benachteiligt.
Architektonisch wire eigentlich ein kleines Briistungspositiv mit barocker Stilistik angezeigt
gewesen, was dem Standard der Dorfkirchen in der Barockzeit in der ganzen Karpatenregion
entsprochen hitte. Die Moglichkeiten aber, die ein solches Instrument bietet, waren im Blick
auf die Ziele der Kirchgemeinde nicht ausreichend. Wir fanden den optimalen Treffpunkt der
finanziellen, akustischen und rdumlichen Gegebenheiten mit den Visionen der Kirchgemein-
de bei einem einmanualigen historisierenden Instrument etwa in der Gréfe der ehemaligen
Orgel, jedoch anders positioniert und auch stilistisch anders gestaltet (es sind schon einige
originale klassizistische und frithromantische Kleinorgeln — auch von Loyp - in der Region
vorhanden).
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4. Warum Historismus?

Der Hauptgrund fiir den Historismus, trotz der Entscheidung, die Loyporgel nicht zu re-
konstruieren, ist sehr einfach nachvollziehbar: Mit einer beschriankten Registerzahl auf einem
einzigen Manual (und Pedal) wire eine gewohnliche moderne Orgel fast ausschlieSlich auf
liturgischen Gebrauch beschrinkt. So wiirde man nur die neobarocke Praxis des vergange-
nen halben Jahrhunderts wiederholen, deren Instrumente in dieser Grof3e fiir Konzertzwecke
heute nur noch sehr marginal verwendet werden. Solche Instrumente fesseln heute weder das
Publikum noch die Musiker. Sie sind fiir das iibliche Konzertrepertoire zu klein; fiir die grof3e
Menge historischer Musik vor allem aus der Zeit vor Bach ist aber ihr gleichférmiger moder-
ner Orgelklang etwas uninteressant. Es braucht besondere Instrumente fiir das alte Reper-
toire, selbst wenn sie klein sind. Oft weichen aber solche Instrumente in vieler Hinsicht von
modernen Orgeln ab, es braucht also auch Spezialisten, die sie richtig spielen konnen - solche
findet man aber kaum auf dem Land. Selbst professionelle Organisten und Kirchenmusiker
in Ungarn entdecken dieses Umfeld erst jetzt. Wir mussten daher einen guten Kompromiss
zwischen den Anforderungen des alltiglichen Gebrauchs und der historischen Exotik finden,
um weder auf Authentizitit noch Benutzerfreundlichkeit zu verzichten.

5. Alte Orgel, neues Konzept

In den Jahren vor dem Saarer Projekt wurden schon einige historisierende Orgeln in Un-
garn gebaut. Stilistisch wurden diese durch wohlbekannte Orgeltypen inspiriert wie den ita-
lienischen, den iberischen, den franzdsischen und den mitteldeutschen (,,Bach”). Das Reper-
toire legt zwar nahe, dass man bei der Planung historisierender Orgeln von den altbewéhrten
Typen ausgeht, wir hatten jedoch eine andere Uberlegung. Wir wollten sowohl den Fachleu-
ten als auch dem Publikum ein gutes Beispiel zeigen, dass auch Orgeln der vergessenen, viel
zu wenig erforschten Orgellandschaften des ostmitteleuropéischen Kulturraums wertvoll und
sehr gut brauchbar sind. Auch Musiker, die der Orgelgeschichte des eigenen Kulturraums
unkundig sind, was leider oft der Fall ist, konnen durch solche Orgeln neue Perspektiven
entdecken.

6. Wo suchen?

Wir suchten also eine Orgel, die eine stilistische Alternative zu den bekannten Orgeltypen
bietet, die in unserer Orgellandschaft exotisch wirkt, die aber gleichzeitig mit der ungarischen
Geschichte etwas direkter verkniipft ist als etwa Schnitger oder Silbermann. Die Problematik
eines nationalen Aspektes wird spéter diskutiert, an dieser Stelle ist nur wichtig, dass wir nicht
nur im heutigen Ungarn, sondern im ganzen Karpatenraum, in Osterreich, Polen, der Slowa-
kei und Rumdnien nach unserer Musterorgel gesucht haben, wo die Spuren der vergangenen
Jahrhunderte Relevanz fiir die ungarische Geschichte haben. So wurden wir auf die Orgel der
Evangelischen Kirche zu Leutschau/Levoca/Lécse, einer bezaubernden Kleinstadt der Slowa-
kei in der Region Zips/Spis/Szepes aus dem ausgehenden 17. Jahrhundert, aufmerksam.
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7. Die historische Sphare der Leutschauer Orgel

Mit der Osmanischen Invasion wurde das mittelalterliche Kénigreich Ungarn nach 1526
allmahlich in drei Teile gerissen. Die durch die Osmanen nicht eroberten Territorien des
Kénigreichs waren grob das heutige Burgenland (heute in Osterreich), ein Teil des heutigen
Westungarns, Oberungarn (etwa die heutige Slowakei), die Oblast Transkarpatien (heute in
der Ukraine), Transsilvanien und das Partium (heute Teile von Ruménien). Der westliche Teil
wurde Provinz des habsburgischen Reichs unter dem Namen Konigreich Ungarn, der stliche
lebte als Fiirstentum Siebenbiirgen (und Partium) weiter und war formell selbststandig. Mit
wenigen Anderungen dauerte diese Situation bis zum Ende des 17. Jahrhunderts. Wahrend
dieser Zeit erlebte der durch die Osmanen eroberte Landesteil eine heftige wirtschaftliche Re-
zession, ganz zu schweigen vom starken Riickgang der Bevolkerung. Von Orgelbau in diesem
Territorium kann bis nach 1700 keine Rede sein. Dagegen erlebte die Kultur im habsburgi-
schen Ungarn und in Siebenbiirgen weiterhin eine Bliitezeit. Dank kulturellen Stromungen,
gemeinsamen Gebrauchen, sprachlichen und historischen Gemeinsamkeiten und einem
intensiven Handel blieben Oberungarn und Siebenbiirgen weiterhin sehr stark miteinander
verbunden.

Dasselbe gilt sowohl fiir die Musik als auch fiir die Orgelbaukunst. Siebenbiirgen, die Zips,
die Bergbau- und die freien kéniglichen Stadte des historischen Oberungarns hatten zum
Teil dieselben Organisten und vor allem Orgelbaumeister (dies gilt auch vor und nach dieser
Periode): Bartholoméus Motus von Eperies, Gabriel Reilich, Johannes Vest, Johannes Hahn
und viele andere. Vest (um 1630-1694) war der legenddre Orgelbauer Siebenbiirgens, Schrif-
ten beziehen sich auf ihn bis {iber ein Jahrhundert nach seinem Tod hinaus. Seine berithmte
Herrmannstadter Orgel (1671-1673) galt als grofites Werk der Karpatenregion bis zum 19.
Jahrhundert. Der Meister aus Neusohl/Banska Bystrica/Besztercebanya (heute Slowakei) hat
bereits vor seiner siebenbiirgischen Karriere in Oberungarn Bekanntheit erlangt. Im darauf-
folgenden Jahrhundert war Hahn (1712-1783) der fruchtbarste und bekannteste Orgelbauer
in Siebenbiirgen. Er wurde in Leutschau geboren und muss im selben Gebiet in die Lehre
gegangen sein. Als Lutheraner aus Leutschau muss er auch unsere Musterorgel bestens ge-
kannt haben. Aber was fiir eine Orgeltradition prégte die Orgellandschaft der Karpaten in der
Zeit? Sie war stilistisch von zwei Richtungen beeinflusst, vom Westen durch die damalige siid-
deutsche Tradition, wahrend im Osten ab etwa Neusohl bis Kronstadt/Brasov/Brasso (heute
Ruménien) der polnische Einfluss dominant war, so auch in Leutschau. Wahrend die friihe
siiddeutsche Orgeltradition mit ihren Vertretern von Manderscheidt bis Freundt heute fiir
viele ein Begriff ist, blieb die polnische Orgellandschaft der Renaissance und des Frithbarocks
bis heute meist unentdeckt oder wird aus Mangel an Informationen félschlich als siid-, oder
mitteldeutsch eingeordnet.

8. Die polnische Orgel: der unentdeckte Orgeltyp

Erst in der Zeit nach dem Zweiten Weltkrieg oder noch spiter schufen wir ein mehr oder
weniger klares Bild tiber historische Orgeltypen der verschiedenen Orgellandschaften Euro-
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pas. Anhand der Erkenntnisse der Forschungen dieser Zeit sprechen wir auch heute tiber
norddeutsche, mitteldeutsche, siiddeutsche, franzosische, britische, iberische und italieni-
sche Orgeltypen, was die Zeit vor der Romantik anbelangt. Alle Orgeln vor dem mittleren
19. Jahrhundert werden in der Regel nach diesen Kategorien betrachtet oder als Varianten
und Mischformen von diesen angesehen. Auffillig ist, dass — mit der bedeutenden Ausnahme
der ehemaligen DDR - alle diese definierten Kategorien sich auf ,Westeuropa” (d. h. auf die
Lander westlich des Eisernen Vorhangs zwischen 1945 und 1989) beschréanken. Das liegt zum
Teil an der Isoliertheit des Ostblocks in dieser Zeit. Forschungsarbeiten waren in den Landern
des Sowjetischen Einflussbereichs erschwert, die politische und kulturelle Isolation, die kom-
munistische Ideologie und die wirtschaftliche Lage ermdglichten dort weder eine dhnliche
Entwicklung wie im Westen, noch die erforderliche Zusammenarbeit mit dem Westen.

Erst nach der Wende findet die Orgelwelt des ehemaligen ,,Ostblocks” etwas mehr Beach-
tung: seit den 90er Jahren werden immer mehr Schitze aufSerhalb der ,,Orgelgrofiméchte” des
Westens griindlich entdeckt, so auch bedeutende polnische Instrumente. Obwohl es schon
vor 1989 Versuche gab, ihre Charakteristika zu beschreiben, realisieren wir erst jetzt allméh-
lich, dass es sich hier um einen selbstdndigen Orgelstil handelt, der auflerhalb des Fokus® der
Organologie geblieben ist. 2011 widmet auch Roland Eberlein erfreulicherweise acht Seiten
seiner Orgelgeschichte der polnischen Orgel. Stilistisch wire es falsch, die polnische Orgel
direkt von unseren ,altbewdhrten” Kategorien abzuleiten, vor allem deshalb, weil dieser Typ
schon im 16. Jahrhundert nachweisbar ist, also in der Zeit der Polarisierung der ersten nach
aktuellen Normen definierbaren Orgelstile der Neuzeit.
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Wichtige Merkmale:

Dieser Orgeltyp ldsst sich nach unseren derzeitigen Kenntnissen immer noch schwer be-
schreiben, da die Forschung noch in den Kinderschuhen steckt, und es stehen nur sehr wenige
Originalinstrumente bis ca. 1650 zur Verfiigung. Es folgt also ein Versuch, spezifische Merk-
male aufzulisten, die nach meinem Erachten nachvollziehbar sind. Erkenntnisse bei der Or-
gelrestaurierung in Olkusz und Untersuchung von Dokumenten und Resten der ehemaligen
Laetus-Orgel (1568) in Bistritz/Bistrita/Beszterce (heute Ruménien) und das Studieren von
Klangbildern frither polnischen Instrumente um 1600 waren bei der Ergriindung dieser Kri-
terien maf3gebend. Einige dieser Merkmale sind zwar auch bei frithen Orgeln auch auferhalb
Polens anzutreffen, ein erkennbarer, geographisch lokalisierbarer Orgeltyp hat sich aus diesen
jedoch nur in Polen herauskristallisiert. An dieser Stelle sei Krzysztof Urbaniak ein herzliches
Dankeschon ausgesprochen fiir viele Informationen und zur Verfiigung gestellte Unterlagen.

- Das Hauptwerk spaltet sich nicht in weitere Werke, wie z. B. in Norddeutschland. Bei
grofleren Werken aus dem 17. Jahrhundert mégen zwar zwei Windladen zum Haupt-
manual gehoren (separat oder zusammengebaut), aber die Pfeifenreihen werden of-
fenbar nicht nach Registertypen gruppiert (wie es bei gewissen norddeutschen Or-
geln der Fall ist), sondern eher nach ihrer Fuf$zahl auf die Windladen verteilt, was die
Verselbstindigung eines weiteren Werkes mit separatem Manual nicht ermdglicht. Als
Resultat kann das Hauptwerk reicher mit labialen 8 und 4° Grundstimmen ausgestat-
tet sein als z. B. jenes einer norddeutschen Orgel (die dafiir weitere 8° und 4° Stimmen
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auf einem separaten Manual - beispielsweise einem Oberwerk - hatte). Deshalb ha-
ben aber auch grof3e Instrumente oft nur zwei Manuale (Hauptwerk und Riickpositiv).
Das Pedalwerk wird gewohnlich als selbststindiges Werk gestaltet, im Unterschied zur
norddeutschen Bauweise mit Pedal-Seitentiirmen kann es auch im Zentrum des Ge-
hduses stehen.

- Streicherstimmen - oft Salicinal (sic!), aber auch Schweizerpfeife oder Viola genannt -
werden fast immer disponiert: die fritheste nachweisbare Erwdhnung eines Salicinals
tiberhaupt findet sich im Jahr 1568 in einem Orgelbauvertrag von Bistritz, die Orgel
wurde durch den Lemberger Orgelbauer Jacobus Laetus erbaut. Man kann wohl an-
nehmen, dass das Salicinal in der polnischen Orgelbautradition seit langerer Zeit ver-
wurzelt war. Das Salicinal hatte eine dhnlich trichterférmige Bauweise wie die labialen
Dolcan- oder Dolkanregister anderer Orgellandschaften; die polnischen Salicinale sind
jedoch Streicherstimmen, also enger mensuriert und viel weniger grundténig. Es lasst
sich vermuten, dass die friitheste allgemeine Verbreitung des Streicher-Klangcharakters
in der polnischen Orgellandschaft erfolgte, wesentlich frither als bei mittel- oder siid-
deutschen Orgeln. Das Register in Bistritz wurde in die Johannes-Prause-Orgel von
1795 integriert und ist teilweise heute noch erhalten. Seine trichterférmige Bauweise
entspricht den polnischen Salicinalen des 17. Jahrhunderts.

- Die Prinzipalchore werden durch die erwéhnten Streicher und verschiedene weitere
Registertypen (Quintadena, Rohrfléte, Gemshorn/Spitzfléte) erganzt. Ublich sind Ge-
dackte und Rohrfléten in 8 und 4’ Lage, die oft ungewohnlich weit mensuriert sind.
Die Rohrflote wird in vielen Féllen sogar in der 2’-Lage komplett ausgebaut. GrofSere
Instrumente haben manchmal eine bemerkenswerte Vielfalt an Manual- und Pedal-
zungen - die Orgel in Olkusz ist ein gutes Beispiel dafiir. Metall (Blei) wird selbst bei
flotigen Grundstimmen immer bevorzugt.

- Die Terz kommt weder in Floten- noch in Prinzipalbauweise vor, es gibt aber eini-
ge Beispiele fiir flotige Quinten (z. B. in Olkusz) und sehr viele fiir 2°-Fl6ten. Ebenso
tiblich sind hochliegende Prinzipalregister in der Art der Chore eines ,italienischen®
Ripieno (Quinta 1 '/, Sedecima 1°).

- Haufig wird die polnische Cimbel (Cymbal im Polnisch) disponiert, im Normalfall
auf einem oder mehreren Manualwerken, manchmal sogar im Pedal. Diese ist ein Ef-
fektregister, welche das Plenum ergénzt (in einigen Féllen wird sie in die Mixtur ein-
gebaut). 2 bis 11 ungestimmte kleine Pfeifen verschiedener Gréfle werden an einen
gemeinsamen Pfeifenfufl gelotet und unter das Rasterbrett gesetzt.

- Terzreine Mitteltonigkeit ist als typische Stimmung der polnischen Orgeln belegt. Sub-
semitonien sind unbekannt, die Tiefoktaven werden gewohnlich als kurze Oktaven
gebaut. Der Pedalumfang ist in der Regel relativ groff und kann sogar zwei Oktaven
tiberschreiten.
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- In Polen findet man héufig polnische Registernamen. (In den meisten anderen Lén-
dern in der Region findet man bis nach 1800 fast ausschliefilich lateinische oder deut-
sche Benennungen.)

- Schliisselformige eiserne Registerziige sind sehr typisch.

- Vermutlich gibt es zwei Hauptperioden dieses Stils. Von der fritheren haben wir sehr
wenig Kenntnisse, im frithen 17. Jahrhundert beginnt die Periode der Krakauer Schule
mit Hans Hummel (1570-1630) und Jerzy (Georg) Nitrowski (ca. 1610 - nach 1673).
Diese Schule verbreitet sich von Siidpolen aus sehr schnell und wird tiberall im Land
dominant.

- Bei einigen frithen erhaltenen Beispielen féllt eine ziemlich breite Labierung der Pfei-
fen auf (ca. 2/7). Bei diesen wird der Prospekt mit gotischen, die inneren Pfeifen mit
Rundlabien gestaltet. Die Hummel-Nitrowsky-Schule gestaltet Eselsriicken-dhnliche
Prospektlabien. Angel6tete Labien kommen kaum vor.

— Der mitteldeutsche Einfluss wird in Polen erst im 18. Jahrhundert, im Zeitalter der
Empfindsambkeit, allméhlich stirker. Die polnische Orgeltradition verschmilzt lang-
sam mit diesem. Man trifft auch Mischformen z. B. mit norddeutschen Merkmalen.
Eine spezifische Orgelliteratur oder Registrierungstradition ist bisher unbekannt.

9. Der polnische Einfluss im historischen Oberungarn (heute
Slowakei) und Siebenbiirgen (heute Ruméinien%

Polens Einfluss als nordlicher Nachbar dieser Gebiete ist naheliegend. Der intensive kul-
turelle, wissenschaftliche und wirtschaftliche Austausch und die starken politischen Bindun-
gen zwischen Ungarn und Polen blicken auf viele Jahrhunderte seit dem Mittelalter zuriick.
Wichtig ist auch zu bemerken, dass sich fiir einen solchen Kulturaustausch aufler dem Habs-
burgischen Reich keine Alternative zum groflen nordlichen Nachbarn bot: Ostlich von diesen
Gebieten waren die Ostgrenzen des Abendlandes und des westlichen Christentums. Beson-
ders stark war die Orientierung nach Polen in der Region Zips, die im Grenzgebiet lag. 13
ihrer 24 Stidte wurden zwischen 1412 und 1773 an Polen verpfindet. Wenige alte Orgeln
haben das 20. Jahrhundert iberlebt, trotzdem bekommt man heute ein relativ klares Bild: Die
Zipser Orgeln fiigen sich ganz natiirlich in die Orgellandschaft Siidpolens ein, sogar eine der
beiden grofiten Orgeln von Hummel und Nitrowski — erbaut von 1615 bis 1632 - stand in der
Jacobikirche zu Leutschau. (Die andere in Olkusz/Polen ist weitgehend erhalten, sie wurde
im Jahr 2018 durch die Orgelbaufirma Flentrop vorbildlich restauriert.) Polnische Orgeln im
Karpatenraum kann man aber auch auflerhalb der Zips nachweisen, ein direkter oder indirek-
ter polnischer Einfluss im Orgelbau ist bis Stidostsiebenbiirgen spiirbar. Das betrifft in erster
Linie die alte polnische Tradition, Merkmale der Krakauer Schule kommen eher nur in der
Zips vor.
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10. Die Orgel der evangelischen Kirche zu Leutschau/Levo¢a/
Lécse ﬁ'neute Slowakei)

Nach einer dreitdgigen Untersuchung der Orgel mit Mitarbeitern der Firma Orgelwerk-
statt Paulus aus Wudersch/Budaodrs (Ungarn) und nach dem Studium des relevanten Kapitels
im Buch Historische Orgeln in der Slowakei von Ottmar Gergelyi und Karol Wurm, haben wir
folgende Erkenntnisse:

Die Orgel wurde kurz nach 1697 dank der Férderung des grof3ziigigen Leutschauer Kauf-
manns Johann Ujhdzy durch einen unbekannten Meister mit 11 Registern auf einem Manual
erbaut. Das Pfeifenwerk zeigt eindeutig, dass etwa die Halfte der Pfeifen von einer wesentlich
dlteren Orgel ibernommen worden war, deren Erbauer wiederum unbekannt ist. Das durch
Ujhazy gestiftete Instrument war eine Briistungsorgel und blieb bis 1837 von hinten spielbar.
Sie war im Chorton gestimmt, aber einige Anzeichen mogen darauf hindeuten, dass die iiber-
nommenen alten Register einst vielleicht im Kornetton gestimmt waren, was schon zu Mitte
des 17. Jahrhundert eher untypisch fiir die Region gewesen sein muss. Bis einschliefilich 1837
erfolgten mehrere Eingrifte, die den heutigen Zustand bestimmen. Die Orgel steht an ihrem
dritten Standort, sie ist leider unspielbar und beschdadigt. Da der Ausgangspunkt der Saarer
Replik der Zustand um 1697 war, sind die Anderungen in dieser Hinsicht von geringer Wich-
tigkeit. Es ist deutlich zu sehen, dass die Bauart der Pfeifen und die Registertypen polnischen
Einfluss zeigen (Trichtersalicional, weit mensurierte Rohrflote aus Blei, breite Labierungen
usw.). Die originalen Teile der Traktur sind aus Schmiedeisen konstruiert und die ehemaligen
kleinen Registerlocher in der Riickwand bzw. ihr Zustand deuten auf eiserne Registerziige
hin - angesichts von Gebrauchsspuren, die vermuten lassen, dass an den Kanten der Locher
Eisen auf Holz (und nicht Holz auf Holz) gerieben hat. Interessant ist die schwebende Vox
humana (oft als Vox humana italica bezeichnet), die eine Besonderheit Oberungarns im 18.
und frithen 19. Jahrhundert darstellt. Heute findet man viele erhaltene Beispiele in der Slo-
wakei und einige im Norden des heutigen Ungarns. Das Exemplar in der Leutschauer Orgel
ist das fritheste erhaltene Beispiel fiir dieses Register in der Karpatenlandschaft. Der Prin-
zipalprospekt ist reichlich verziert, sowohl durch gravierte Pfeifen als auch mit vergoldeten
und bemalten riesigen Spitzlabien. Die Asthetik der Prospektgestaltung erinnert in mancher
Hinsicht an die Spatgotik und Frithrenaissance (man vergleiche mit der Orgel in Osténnen).
Beispiele fiir vergoldete und bemalte Prospektlabien aus dem 18. Jahrhundert findet man heu-
te in der Slowakei, in Siebenbiirgen und im heutigen Nordungarn. Eine weitere Besonderheit
ist die chromatisch ausgebaute Tiefoktave — das fritheste erhaltene Beispiel fiir eine solche im
ganzen Karpatenbecken. Ein dhnlich frithes Beispiel dafiir bietet die Czeukowsky-Orgel im
benachbarten Kasmark/Kezmarok/Késmark (Slowakei) von 1715. Chromatische Tiefoktaven
im Manual kommen im Karpatengebiet sonst erst ab der zweiten Halfte des 18. Jahrhundert
vor, im Pedal noch spiter. Bemerkenswert ist, dass die Leutschauer Orgel im 18. Jahrhundert
um ein Pedalwerk mit einem Umfang von zwei Oktaven erweitert wurde, das ebenfalls chro-
matisch und ohne Repetition ausgebaut ist.
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Originaldisposition:
Register im Man. C-c", 49 Tone (sic!) | FuRzahl Anmerkungen
Sub-Baf im Manual™* 16’ Holz, C-h°, oder c°, gedeckt, Hinterlade, um 1697
Principal* 8 C-E Holz, ab F im Prospekt, Probezinn (1016tig), 1697
Vox humana* 8' Jtalica’, ab c® Principalmensur, Probezinn, 1697
Salicinal* 8 Trichter, Seitenbérte, Blei (4l6tig), alt (um1600)
Rohr-Flot* 8 zugeldtet, Seitenbarte, Blej, alt
Octava* 4 Probezinn, um1697
Quintadena® 4 Hite nicht angelStet, Blei, alt
Superoctava®™ 2 Blei, alt
Quinta VA verm. Blei, verm. alt
Sedecima 1 verm. Blei, verm. alt
Mixtura® H1(?) verm. Blei, verm. alt

* Original erhalten, ** mit veranderter Mensur erhalten, *** als anderes Register, verandert erhal-
ten, **** originale Zusammensetzung unklar, enthalt heute Pfeifen moglicherweise auch von der Su-
peroctava und Quinta

1. Adaption in Saar

Wir haben tatsachlich ein passendes Instrument fiir unser Projekt gefunden: die Leut-
schauer Orgel ist historisch, hat Bezug zur Geschichte Ungarns und Ostmitteleuropas (als
witzige Uberraschung fanden wir aufgeklebte Seiten eines alten deutsch-ungarischen Voka-
belheftes in der Leutschauer Windlade) und weicht von der Orgellandschaft des heutigen
Ungarns ab, daher wirkt sie auch exotisch. Sie wurde als Briistungsorgel konstruiert, was fiir
Saar optimal ist, und zur gréfiten Freude vieler Dorfkantoren hat sie keine kurze Oktave. Wir
haben uns auch gewisse Freiheiten erlaubt, die Orgel leicht zu modifizieren. Zwar wurden die
Pfeifen des ehemaligen Manualsubbasses kopiert, jedoch wurde die Subbasswindlade in Saar
als Pedalwindlade gebaut. Weder Literaturstiicke noch bekannte Traditionen fordern dieses
Bassregister heute im Manual, es war offensichtlich als Pedalersatz gemeint. (Hahn hat im
18. Jhdt. einen dhnlichen Manualsubbass in den Siebenbiirgischen Orgelbau eingefiihrt.) Um
dem Pedal ein bisschen mehr Selbststindigkeit zu geben, haben wir zusétzlich eine Posaune
8 auf der Pedallade disponiert. Es sind zwar alte Zungenstimmen der Hummel-Nitrowski-
Schule in Polen erhalten, die Saarer Posaune wurde jedoch nach dem Vorbild der Posaune 8’
in Keisd/Saschiz/Szaszkézd (heute Ruménien) angefertigt, erbaut 1786 von Johannes Prause.
Der Schlesier Johannes Prause gehorte zu den letzten in Siebenbiirgen, die in der Pragung der
alten Tradition standen. Die Mensuren der verdnderten Register haben wir rekonstruiert. Bei
der Mixtur haben wir uns fiir eine dhnliche Zusammensetzung entschieden, die Vest, Hahn
und Prause mit Vorliebe bauten, in Saar besteht die Mixtur aus 1; 2/3; 1/2} und repetiert bei
¢“und ¢ (Oktavrepetitionen). Die Quinta 1'/,” und die Sedecima 1’ sind in Leutschau zwar
nicht erhalten, wir wissen aber, dass sie bei Hahn bei ¢” immer repetieren (sie galten offen-
sichtlich als Vorstufen des Plenums). Bei der Saarer Rekonstruktion haben wir uns an Hahn
orientiert. Wahrend aber die Quinta 1'/.” die Quintreihe der Mixtur nur in den Diskantok-
taven verdoppelt, wire die Sedecima 1’ in ihrem ganzen Umfang mit einer der Oktavreihen

132 ’ FOLIA ORGANOLOGICA




ARTICLES

m
m
—

Saar, Klaviatur
NR 4/2021




ARTICLES ‘

l Saar, Prospekt

der Mixtur identisch gewesen, sie wurde daher aus praktischer Uberlegung als Vorabzug der
Mixtur gebaut.

Dafiir haben wir als Reverenz an den polnischen Stil eine dreifache polnische Cimbel als
elftes Register disponiert. Heute gibt es keine erhaltenen Exemplare dieses Registers aufier-
halb Polens, selbst dort nur noch sehr wenige. Es ldsst sich aber bei mehreren Orgeln in der
heutigen Slowakei und sogar in Siebenbiirgen nachweisen. Wir haben diesen Registernamen
auf dem Registerschild in polnischer Schreibweise gezeichnet, die anderen nach den origina-
len deutschen Beschriftungen der Leutschauer Orgel. Bei der Adaption haben wir den Um-
fang zugunsten der heutigen Praxis bis auf d” im Manual und d‘ im Pedal erweitert.

Die alte Windlade hatte tiber den ganzen Umfang Doppelventile. Die zweite Reihe wurde
aber 1837 oder noch frither aus der Traktur herausgenommen. Da die Ventile sowieso sehr
grofl bemessen sind, hat die zweite Reihe den Anschlag unnétig erschwert. Die Replik der
Windlade wurde daher nur mit einer Reihe konstruiert. Bei dieser Ventilreihe haben wir aber
die Grof3e der alten Ventile iibernommen, ohne sie zugunsten eines leichteren Anschlags neu
zu berechnen (d. h. zu verkleinern). Die nicht existierenden Teile musste man nach Spuren re-
konstruieren oder anhand Analogien nachempfinden. Die schonsten Beispiele dafiir sind die
eisernen Registerziige und die Pedal- und Manualklaviaturen. Bei den letzeren beiden lieflen
wir uns von der jetzigen, wahrscheinlich erst 1837 konstruierten, jedoch sehr archaisch wir-
kenden Spielanlage inspirieren. Die Ausfithrung des Projekts erfolgte durch die Orgelwerk-
statt Paulus in den Jahren 2016-2017.
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Die Saarer Orgel hat folgendes Klangbild:

Principal 8 Sub-Bal 16’
Salicinal 8 Posaunen-BaRk 8'
Rohr-Fl6t 8

Vox humana 8

Octava 4'

Quintaden 4

Superoctava 2'

Quinta A

Mixtura lll - Sedecima 1

Cymbat Il

Die Stimmtonhohe ist @ = 465 Hz bei 18 °C, der Winddruck 60 mm WS. Fiir die Stim-
mung habe ich ein modifiziertes mitteltoniges System ausgearbeitet, in dem die Terzen F-A,
C-E, G-H, D-Fis beinahe rein sind, das aber eine grof3e Bandbreite der Literatur ermdoglicht
und die Kantorenpraxis nicht behindert. Auferlich haben wir uns an dem vermuteten origi-
nalen Erscheinungsbild der Orgel orientiert, die unauffilligen Abweichungen wurden durch
die raumlichen Gegebenheiten erzwungen.

12. Rezeption

Das Interesse ist sehr grof3, auch dank der sehr giinstigen Anreisemoglichkeiten. Sowohl
von Raab/Gydr als auch von der Hauptstadt hat die Orgel regelmaf3ig Besuch. Es finden auch
Kurse statt, z. B. veranstaltet das Konservatorium in Raab jedes Jahr Musiklager im Dorf.
Einige Konzerte und musikalische Anldsse wurden schon veranstaltet, die Kirche wird dann
selbst bei schlechtem Wetter voll.

Die Orgel, die FuRballtribiine und Bartdk

Nachwort iiber die nationale Problematik

Mit dem Saarer Projekt war die Hoffnung verbunden, das Instrument durch seine regi-
onale und historische Signifikanz dem ungarischen Publikum néher bringen zu konnen, als
es im Fall einer Schnitger- oder Silbermannreplik moglich gewesen wire. In diesem Bereich
Europas versteht man darunter jedoch schnell eine nationale Relevanz, deren Betrachtung
im Bezug zu den modernen Nationalstaaten Slowakei und Ungarn etwas heikel sein mag. In
Wahrheit lasst sich diese Orgel weder im politischen noch im nationalen Sinne definieren
(eine konfessionelle Zuordnung wire ebenso unméglich), denn ihr zeitgendssisches Envi-
ronment entspricht weder in politischer noch ethnischer Hinsicht den heutigen Verhaltnis-
sen. Die Slowakei existierte erst viel spater; ein eigener Staat mit dieser Pragung war damals
noch fiir lange Zeit kein politisches Ziel; das historische Konigreich Ungarn aber, zu dem
Leutschau bis 1918 gehorte, unterschied sich - trotz einer rechtlichen Kontinuitdt - in vieler
Hinsicht von dem heute bekannten Staat Ungarn. Das betriftt vor allem seine grofle ethnische
Vielfalt. Leutschau hatte in der Entstehungszeit unserer Orgel bis auf einige ungarische Patri-
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zierfamilien deutsche Bevolkerung. Die evangelische Kirchengemeinde blieb sogar bis 1945
deutschsprachig. (Saar ist im Ubrigen ein ungarndeutsches Dorf.) Die deutsche Prigung war
fiir die ganze Region Zips sowie fiir die Bergbau- und freien kéniglichen Stadte im damali-
gen Oberungarn allgemein typisch. Diese deutschen Sprachinseln waren vom slowakischen
Sprachgebiet umgeben, das Bild wird aber durch weitere benachbarte Sprachgebiete (wie z.
B. goralische, ruthenische oder ungarische) noch viel bunter. Die Zips hatte auflerdem — wie
schon erwihnt - eine besonders starke polnische Orientierung. Der Stifter der Leutschauer
Orgel - Herr Ujhdzy - diirfte seinem Namen nach Ungar, die Ethnie des unbekannten Erbau-
ers jedoch deutsch, eventuell slowakisch oder polnisch gewesen sein — man muss dazu aller-
dings bemerken, dass die heute bekannten im damaligen Oberungarn tétigen Orgelbauer bis
um 1700 tiberwiegend Deutsche waren, erst im 18. Jahrhundert erscheinen neben deutschen
zunehmend auch slowakische und etwas spiter ungarische Namen. Trotz dieser wichtigen
Rolle der deutschen Herkunft in der regionalen Orgelbaukunst (was auch Siebenbiirgen und
sogar Polen betriftt) ist das ganze Bild zu komplex, um das Wesen der Leutschauer Orgel und
ihre zeitgenossischen Schwesterinstrumente nur mit einer einzigen der (damals) einheimi-
schen Volksgruppen verkniipfen zu kénnen. Unsere stiirmische Geschichte macht es fiir uns
ebenso kompliziert, eine solche Orgel einem der Staaten Ungarn oder Slowakei im histori-
schen Kontext eindeutig zuzuordnen. Daher wiéren Definitionen wie ,,ungarische’, ,,slowa-
kische”, aber auch ,,deutsche” oder ,,polnische Orgel“ unter verschiedenen Aspekten allesamt
anfechtbar. Der jetzige Stand des Dialogs zwischen den Betroffenen - oder eher dessen Man-
gel — bietet leider immer noch keinen Konsens: Fiir Slowaken bleibt es doch weiterhin eine
slowakische und fiir Ungarn eine ungarische Orgel - und bei beiden mag die Bezeichnung des
jeweils anderen zu Kritik, womdglich sogar zu Neid fithren. Ohne die notige gemeinsame wis-
senschaftlich-neutrale Auseinandersetzung mit der Geschichte verbleibt leider die Distanz.

Diese Problematik ist offensichtlich nicht Ungarn- oder Slowakei-spezifisch. Uber ein
Jahrtausend war die ganze ostmitteleuropéische Region eine {iberaus bunte Welt. Im Vergleich
zum Westen war sie ethnisch, sprachlich, kulturell und sogar konfessionell inhomogener, dies
jedoch mit sehr intensivem Kulturaustausch und flielenden Grenzen. Der uniibersehbaren
Vielfalt steht die gemeinsame abendldndisch-kulturelle und christlich-religiése Pragung die-
ser Region gegeniiber. Das heutige Ostmitteleuropa zeigt ein vollig anderes Gesicht mit neuen
Grenzen und zahlreichen sdkularen Nationalstaaten. Das Ideal der Ethno-Nation wurde die
wichtigste, wenn nicht sogar die absolute Grundlage der Selbstdefinition dieser politischen
Entitdten. Man hat dementsprechend ein stolzes Zusammengehorigkeitsbewusstsein jeweils
innerhalb der einzelnen Ethno-Nationen entwickelt; der frither sehr intensive Austausch und
die verbindende Kulturidentitdt zwischen diesen haben sich jedoch eher zuriickentwickelt.
Infolgedessen wurden einst neben- oder miteinander lebende Volker einander entfremdet;
diese Entfremdung hat - nicht selten in der Form von Feindbildern - in der Folklore starke
Wurzeln geschlagen. Die Kriege, die totalitiren Regime des 20. Jahrhunderts und das omni-
prasente Streben nach ethnischer und sprachlicher Reinheit innerhalb der Nationalstaaten
hat die Kulturlandschaft vielerorts radikal und unumstofilich verandert. Als Ergebnis dieses
Vorgangs ist es heute fiir viele unméglich, sich einen realistischen Uberblick iiber die Ver-
gangenheit des eigenen Lebensumfeldes zu verschaffen, zumindest ohne dessen ehemalige
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politische, sprachliche und ethnische Verhaltnisse (bzw. Spuren, die auf jene hindeuten) als
land- und kulturfremde Aspekte wahrzunehmen. Deshalb haben wir oft so grofie Schwierig-
keiten, die Kulturgiiter, Figuren und Phanomene unserer eigenen Lander - besonders aus der
Zeit vor der Romantik - iiberhaupt zu betrachten. Wenn es gelingt, unser modernes Natio-
nalkonzept tiberzeugend auf sie zuriick zu projizieren, kénnen sie in die Nationalpropaganda
integriert werden, wenn aber nicht, so werden sie eher nicht thematisiert, im schlimmsten Fall
verfélscht, gar angefeindet oder vernichtet.

Bis vor etwa 200 Jahren war diese ganze Problematik untypisch. Daraus muss ich schlie-
8en, dass die gegenwirtige Identitit der Nationen im Herzen Europas - trotz stereotyper
Bezugnahme auf Jahrtausende (was z. B. unter geographischen oder sprachlichen Gesichts-
punkten seine Berechtigung haben kann) - fiir historische Dimensionen recht jung ist. Weil
jeder von uns die Vergangenheit nur noch durch seine eigene, erst 200-jahrige (oder je nach
Ermessen sogar viel jiingere) romantische Nationalbrille betrachten kann, gibt es heute nichts,
was die Volker in unserer Region stirker voneinander trennen konnte, als das Gemeinsame in
ihrer Geschichte. Eine Sichtweise, die diesen Aspekt férdert, wird in der Regel auch von der
politisch beeinflussten offiziellen Geschichtsschreibung der einzelnen Nationalstaaten erwar-
tet; die dergestalt etablierten nationalen Richtlinien prigen bereits die Ansichten und Uber-
zeugungen mehrerer Generationen. Viele historische Reminiszenzen hingegen - wie auch alte
Orgeln - deuten unwiderruflich auf unsere Zusammengehdérigkeit hin. Es erfordert Arbeit,
Offenheit, Bildung und Reife, ihre schone Botschaft heute zu begreifen.

Ein halbes Jahr nach der Fertigstellung der Saarer Orgel fand ich einige Eintrage auf Slo-
wakisch im Géstebuch der Orgel. Worte von Bartok kommen mir in den Sinn: ,,Mein eigent-
liches Leitprinzip aber, dessen ich mir - seit ich mich als Komponist gefunden habe - voll-
kommen bewusst bin, ist der Gedanke der Verbriiderung der Volker, der Verbriiderung trotz
allem Krieg und Hader” Trotz starker Tendenzen, die in die Gegenrichtung weisen, haben
wir bei solchen Orgeln vielleicht eine kleine Chance dafiir - zumindest eine bessere als auf
manchen Fufiballtribiinen...
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SUMMARY

The instruments of the church at Szar

The parish-church at Szar from 1760-60 had been home to three organs up until the end
of WW2. Two of these were positive-organs, both from the 18th century, one with 6, the other
with 9 stops, the third organ was a one-manual-and-a-pedal instrument with 13 stops from
1856 built by Viennese master organ builder, Joseph Loyp. This last organ got badly damaged
during WW?2 and its remains were demolished in 1955.

The Project

Thanks to a generous fund from Frank Hasenfratz, the church community initiated an
organ-building project. The committee consisted of church-cantor Janos Laub, and two ex-
perts: Mr. Gyula Kormos and me.

The scope of the project

Neither the little organ-balcony, nor the budget allowed for a larger instrument that would
suit a wider concert-repertory. The idea of a possible reconstruction of the Loyp-organ, or
building a small baroque-style positive organ was dismissed by the committee. Finally we
decided on a one-manual-and-pedal-organ; being different in style and position from the
previous instrument.

Why a historical instrument?

Contemporary music practice requires instruments that can perform a wide range of the
organ repertory. The relatively small size of many church organs of the neobaroque-move-
ment in the 20th century make them sufficient for almost only a liturgical role. Their size
though, would still suit a wide range of early repertory (esp. before Bach), it’s their sound that
is often too dull to make such pieces sound exotic and authentic, due to equal temperament,
neobaroque voicing and a modern wind-system. On the other hand, many historical or even
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copy-instruments are often too specialised for standard liturgical use. Therefore we had to
search for a compromise between standard needs and historical exotics.

Old organ, new idea

There have already been a couple of historical-style organ-building projects in Hungary
since the 1990s. The represented styles were commonly the well-known historical organ-styles
of Germany, France, Italy and Spain. This time we wanted to search for an old instrument as
a model for a copy in the East Central-European region due to more relevance to Hungarian
history than that of Schnitger or Silbermann.

Where to seek

We considered a wider geographical range that is mostly the territory of the former King-
dom of Hungary. The 17th-century organ of the Lutheran church at Levoc¢a (formerly: Hung.
“Lécse’, Germ. “Leutschau”) in Slovakias Spis-region (Hung. “Szepes’, Germ. “Zips”) seemed
to fit all expectations.

The historical atmosphere of the Levoca-organ

As a result of the ottoman invasion, medieval Hungary fell into three parts after 1516. Its
southern part was occupied by the ottomans (a considerably large part of modern-day Hunga-
ry), its western and northern parts (today a part of western-Hungary, Burgenland in Austria,
the Slovak Republic and Ukraine’s Transcarpathian-region) became province of the Hapsburg
Empire, whereas its eastern part (belonging to modern-day Romania) became autonomous
under the name of Principality of Transylvania. During 150 years of decay within the otto-
man part, there was an intense cultural continuation in Hapspurg-Hungary and Transylvania.
These two remained closely connected by means of trade, science and culture. They shared
i. a. mostly the same organ builders, one of them being Johannes Hahn (1712-1783), one of
the foremost Transylvanian master organ builders of the 18" century. Hahn was a Lutheran
from Levoca, so our organ certainly had an influential role in his early life. As for the stylistic
orientation of organ building of the Carpathians at that time, it was strongly influenced by the
southern-German tradition from the West and by the Polish tradition from the north. The
polish organ tradition of the Renaissance and the early Baroque is for many still much less
known than the southern-German school of that time.

The Polish organ: an undiscovered type

Organology has managed to chart all known historical organ-types according to organ
landscapes mostly in the decades following WW?2. Research could however be extended only
with great difficulties to countries belonging to the Soviet sphere during the Cold War. But
since 1989 there is an increasing interest to discover historical treasures - such as old organs -
of the former Eastern Bloc. Slowly we tend to realize that an individual unique style has been
skipped: the Polish organ. Fortunately there is already an increasing number of studies dealing
with this phenomenon.
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Important features

Having only a few instruments surviving from the renaissance- and early baroque-peri-
od, and being at the very beginning of the exploration and elaboration of historical records,
a proper general description of the Polish organ is still difficult. Yet there are some peculiari-
ties we can list, based on some old instruments from around 1600 and descriptions of contem-
porary organs, that characterize most instruments of the time:

- The Great Organ doesn't split up into further separate units as in Northern Germany.
Therefore bigger instruments too consist still only of a Great Organ, a Ruckpositive
and a Pedal. In case of bigger instruments, there might be several 8’ and 4’ stops on the
Great, which is today stereotypically considered to be quite untypical of that time.

— There’s almost always a “Salicinal” (8’) on the Great. Considering its funnel-shaped
construction it is related to the Dolkan-family, yet its sound is of a narrow-scaled
string. The earliest (still existing) example of such a stop is probably from 1568. This
might mean that the custom of building string-stops, such as a variety of many 8 and 4’
stops on the same manual got standardized in Poland still earlier than in Southern- or
in Middle Germany.

- Beside strings there’s a variety of stopped ranks such as extremely wide-scaled stopped
flutes or chimney flutes (up to 2’), quintadenas, even open flute-ranks like conical
flutes. Flutes are generally made of lead in Poland.

- Aliquots are somewhat less typical, no thirds (“terz”), yet there are some fifteenths
(“nasards”) and a lot of 2’ flutes.

- The polish “cymbal” is very typical; it is a cluster of untuned small pipes (2-11) that
stand on a common foot. One cluster belongs normally to one note. Every cluster has
about the same sound.

- Stop-names are often written in Polish, rather than in Latin or German.

- Stop-pulls are usually made of wrought iron and shaped like keys.

— There are possibly two main periods of this style, the earlier is less known, the lat-
ter Cracow-school beginning with Hans Hummel (1570-1630) and Jerzy Nitrowski
(ca. 1610 - after 1673) spread very quickly around in Poland.

- Pipes of the early masters have sometimes a wide mouth, the Cracow-school is typical
with its donkeyback-shaped lips of prospect pipes.

- The Polish organ dissolves slowly into the Middle-German tradition during the 18th
century.

The polish influence in organ building in historical Upper Hungary (modern day Slowa-
kia) and Transylvania (modern day Romania)

The well-known close Polish-Hungarian relations in terms of politics, culture and trade date
back to the middle ages. Poland being the only neighbouring country on the north and east of
Hungary belonging to the Occident, its cultural influence is self-evident, especially in the Spis-
region at the border of the two countries. Despite there being only a few surviving old organs we
could state that the organ-landscape of this region is practically identical with that of southern-
Poland in the Renaissance and early Baroque. Beyond this, a more-or-less direct polish influence
can be detected from the very north of historical Hungary down to southern Transylvania.
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The organ at the Lutheran church at Levoca

Having spent three days examining the instrument and studied available records with the
leaders of Paulus Organ Workshop from Budadrs (Hungary), we have the following infor-
mation about the organ: It was built thanks to a generous fund from a local merchant called
“Ujhdzy” in (or shortly after) 1697. It had 11 stops on a single manual. It seems that a part of
the pipework is considerably older. Its builder is still unknown. The instrument got extended
later in the 18th and early 19th centuries. The funnel-shaped Salicinal, the wide-scale Rohr-
flote, the remains of the ironwork of the old stop-action obviously refer to a polish stylistical
background. However there are special features too, that make this organ unique: it's most
probably the earliest surviving instrument from the whole Carpathian region without a short
octave and with an undulating Vox humana (similar to an italian “Voce umana”) that became
fashionable roughly in the region of today’s Slowakia later in the 18th century.

The copy in Szar

We have finally found an instrument to fit in the framework of the budget, the room and
our expectations. Yet we made some minor changes when copying it, such as constructing
an independent pedal, introducing a pedal-Posaune 8 and a Polish cymbal on the manual as
a salute to the polish tradition. We also extended the compass of the keyboard by two semi-
tones for the sake of an even wider range of music-literature. Missing parts and ranks were
reconstructed based on contemporary analogies from Poland, Slovakia and Transylvania. The
tuning pitch of the instrument is =465 Hz, and its temperament is a modified meantone. The
new historical organ was built by Paulus Organ Workshop in 2016/7.

Reception

Thanks to its good accessibility both from the Budapest- and Gyér-directions, there are
many guests visiting the organ every year. Concerts would always fill the church with an audi-
ence.

Afterword about an old national debate

The aim to present an organ from Slowakia in Hungary due to its historical relevance
might generate nationalist debates between both parties. Associating an instrument from
around 1700 with any of these nations in a modern sense can however be regarded as anach-
ronistic in many aspects. The political entity of Slowakia is a much later development, yet
pre-modern Hungary was very different from the modern nation-state of this name in politi-
cal and especially in ethnical terms. The multi-ethnical environment of the organ-culture in
historical Hungary makes it also impossible to reduce its relevance to a single ethnicity, the
emphasized role of ethnic Germans and that of the polish organ-making tradition make it
even more difficult to find a proper “national” definition for this organ.

These problems obviously are related not only to Hungary and Slovakia but to the whole
of the Eastern Central-European region, that was characterised throughout a millennium by
an immense diversity of nations, languages, confessions, etc., but also by fluent boundaries,
an intensive cultural exchange, common occidental cultural roots and of course the Christian
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faith. Today we have plenty of secular nation-states and a lot of new borders instead. The ideal
of the ethno-nation has become an absolute basis for these entities to define themselves. We
have knitted into proud nations, each being foreign to the other. Things that have connected
us throughout so many centuries now separate us from each other, such as our common his-
tory that has fallen apart to many national narratives.

Our 200 year-old (or even younger) romantic national spectacles make it very often dif-
ficult for us to consider plenty of figures and phenomena of our history, especially from pre-
nationalist times. Many of them, just like the Levoca-organ or even its copy in Szar, could be
regarded as symbols that stand for BartoK’s idea of “nations’ confraternisation”, unlike certain
football-stands...

Schliisselworte/Keywords

Historisierende Neubauten * Alte Musik * Polnische renaissance-
Orgelstil * Slowakisch-Ungarische Geschichte

Historic-style organs ¢ Early Music ¢ Polish renaissance organ-
style * history of Hungary and Slovakia
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PRO MEMORIA

MAREK MIKONOWICZ (1948-2021)

Marek Mikonowicz, the appreciated Wroctaw organist, organ builder, conductor and peda-
gogue, died on 28 May 2021.

He was born on 23 June 1948 in Klodzko and graduated from the Music School Complex
in Walbrzych. In the years 1971-1975 he studied at the National Higher School of Music in
Wroctaw in the organ class of Prof. Romuald Sroczynski. In 1977 he completed his educa-
tion with a distinction in the field of organ playing at the National Higher School of Music in
Cracow, in the class of Prof. Jan Jargon. In the years 1974-1987 he was organist at the Domini-
can church of St. Adalbert in Wroctaw. In 1988 he founded the choir Maksymilianum in the
Wroclaw parish of St. Maximilian Maria Kolbe which he conducted up to 2015. This ensemble
gave concerts in many churches in Wroctaw, in Lower Silesia, but also outside the country,
in places like Czechia and Germany. The most important event for the choir was a meeting
with Pope John Paul IT and the participation in a mass at St. Peter‘s Square in Rome during an
artistic journey to Italy in 2001. The choir also took part in various festivals and competitions
receiving numerous awards and prizes.

An important element of Mark Mikonowicz's activities was his work as an educator. From
1983 he was an organ teacher at the Music School Complex in Walbrzych. His pupils included
inter alia Maciej Bator and Lukasz Romanek. He retired in 2006.

Marek Mikonowicz was also an appreciated organ builder. He was trained in this area in the
years 1978-1982 by the organ constructor Jézef Cynar. In 1986 he obtained the certificate of
apprenticeship, and the master craftsman certificate in 1998. In 1987 he founded his own organ
building firm in Wroclaw’s Sudecka Street, specializing in the restoration of organs as well as
in the intonation of voices and the tuning of instruments. Mark Mikonowicz's firm carried out
dozens of major restorations, mainly in the area of Lower Silesia, including the instruments in
the churches of Oldrzychowice Ktodzkie (1988), Polanica-Zdrdj (2003), the Church of St. Igna-
tius Loyola in Wroctaw (2001), and in Zaréw (2011). In the years 20102011 it performed work
on the organ of Plock Cathedral, and since 2012 it successively restored the organ of Swidnica
Cathedral. Marek Mikonowicz was also employed as an organ conservator (in the years 1992
2008) at the Academy of Music in Wroctaw. Moreover he was permanently responsible for the
professional maintenance of a number of organs, which often included ad hoc repair work, in
churches like St Anne’s Church on Mount St Anna, Our Lady of the Rosary in Klodzko, the
Assumption of the Blessed Virgin Mary in Polanica-Zdrdj, the Protestant Church of Divine
Providence in Wroclaw as well as the University Church in Wroctaw. Particular attention is also
to be given to the reconstructions carried out in the following places:

— Suliméw, Church of St. Francis of Assisi (1998);

- Wroctaw, Augsburg Evangelical Church of Divine Providence (1991, in cooperation with
Antoni Szydfowski);

— Wroctaw, Church of St. Klemens Dworzak (1998);

- Wroctaw, Saint Maurice Church (1996).

Among the most recent orders performed by the firm was the repair work carried out on
the organs in the parish churches of Niemcza and Jaszkowa Gorna.

Marek Mikonowicz was buried on 2 June 2021 at the local cemetery near Bardzka Street
in Wroctaw. R.I.P.

Andrzej Prasat
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REVIEW Grzegorz Pozniak, Powojenne losy firmy organmistrzowskiej
.Berschdorf” z Nysy. Opole: SINDRUK-DIMK 2020, pp. 371,

ISBN 978-83-959719-1-4.

The sounds of the organ on the “wandering cart”

“Memory is not a ‘depository of facts,
but facts can be brought back into memory
over time. In the case of important events
or outstanding characters, this statement is
an imperative: whenever possible, forgotten
facts which can be found in various archives,
chronicles and notes should be given a new
life - this time historical one. This type of
existence is the memory which makes it
possible for the descendants to recreate
their own roots, history or traditions.” This
is what Grzegorz Pozniak wrote in 2019 in
the introduction to his book entitled “Ber-
schdorf”  Organ-building company from
Nysa. Activities in the Opole region based on
the collections of the State Archives in Opole,
when he gave the readers his next book de-
voted to the organ-building workshop in
Nysa. But at that time no one expected that
a few months later the author would become
a participant of the post-war history of the
Berschdorf family. This was due to the documents and photos from the family collections
given to him by Carl Berschdorf’s grandchildren. Among these documents the diaries
of the organ builder have a special place. And these precious archives which are a direct
testimony of the everyday life of C. Berschdorf and his family, and the history of the organ
builder presented by him personally became the main subject of the monograph.

In view of the above, it is indisputable that the book presented to the readers was
based on the most reliable source materials, in which one can find information about the
family life of the Berschdorfs and the activities of their organ-building workshop. The
small diary, which probably accompanied Carl Berschdorf in his everyday life, was the
first recipient of his thoughts and actions.

The discussed monograph presents the unknown history of the Berschdorf company
in Nysa after World War II. The whole book starts with an Introduction, in which the
author systematizes successive generations of the Berschdorf family. The main content of
the first five chapters are the organ builder’s notes from 1945-1950, with the exception of
1948, since the diary of that year has probably been lost. Thus, the starting point is 1945

NR 4/2021 149



REVIEWS

and the escape of the family from Nysa before the front line and the resumption of the
workshop in Regensburg — the city where Carl Berschdorf spent the rest of his life.

The next diaries, which can be treated as witnesses of the drama of war and family wan-
dering, are testimony of the fate of the organ-building workshop at the time of loss of all
their possessions and the need to start a “new life”. They also perfectly show Carl Berschdorf
himself — his personality, thoughts, lifestyle, piety and total trust in God’s Providence, ex-
pressed in the motto which regularly appears in his notes: Omnia ad maiorem Dei gloriam.

The memories of Gabriele Reuter — the youngest daughter of Carl Berschdorf — are
the next part of the book. They constitute chapter VI of the monograph, complementing
the previous chapters. Although their contribution as far as organ building is concerned
is not significant, they provide invaluable information about the family life of the Bersch-
dorfs: their everyday life, intergenerational relations, piety and features that character-
ize the family members. The whole is presented in a synoptic way: next to the original
German text by Gabriele Reuter, there is Polish translation which helps Polish audience
understand it better, and at the same time they have the possibility to verify the described
facts with the original version. It should be noted that this chapter closes the story of Carl
Berschdorf — the father of the family and the organ builder.

Chapter VII of the discussed monograph, which consists of a sketch of the history
of the Berschdorf company and a catalogue of works by Irmgard Berschdorf, makes an
extremely significant contribution to the current knowledge about the organ-building ac-
tivity of the Berschdorfs and the instruments they have built. Thanks to the notes found
in the home archive of Carl Berschdorf’s grandchildren living in the United States of
America, the existing catalogue of instruments has been expanded by 71 items. Thus, the
author of the book that is the subject of this discussion, for the first time submitted to con-
temporary knowledge dealing with the history of Silesian organ building, a list containing
231 opuses of Berschdorf instruments along with the date of building, name of town and
number of the stops.

The last chapter of the discussed monograph is entirely devoted to Norbert Bersch-
dorf — the only son of Carl Berschdorf, who decided to emigrate to the USA where he
lived and worked until the end of his life. It should be noted that so far his activities
remained undiscovered and thanks to the consistent research conducted by the author
of this publication they were presented to the public. In this way, the person and work of
Norbert Berschdorf (the third and the last generation of the company) were for the first
time described in detail in literature. There is his biography as well as a catalogue of his
works in the United States of America. The death of Norbert Berschdorf in 2003 ends the
story of the organ building company Berschdorf, which started its activity in Nysa and
existed for over 100 years. Thanks to the source research carried out with complete accu-
racy, which is the result of the scientific activity of the author of this book who at the same
time took care of the reliability of the information provided, the post-war — beautiful
and tragic fate of one of the most outstanding organ building companies in the history of
Silesia was restored to memory and precisely described.

In addition, it should be noted that the previously unpublished photographs found in
the family archives are extremely valuable elements of the monograph. They not only en-
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rich but, above all, complement the historical facts presented in the monograph, being at
the same time their “tangible” and “material” evidence. It is also worth emphasizing that
the graphic design and the solidity of the publication deserve recognition.

We should therefore welcome the monograph by Grzegorz Pozniak, who through his
research presented a wide view of the life and works of the Berschdorf family, at the same
time bringing back to memory characters who were, in a sense, forgotten or not known,
which should be especially appreciated. This book is not only very desirable in the music
and church environment, organ studies and musicology but also makes a valuable contri-
bution to the history of the Silesian region. It is also the third monograph of this author,
devoted to the history and activity of the Berschdorf organ-building company from Nysa,
and due to its innovative nature, it presents an important supplement to the state of re-
search on the traditions of organ building in Silesia and Central and Eastern Europe.

| Ewelina Szendzielorz

REVIEW MICHAL SZOSTAK, The Organ as a Source of Inspiration: The
Rebirth of a Giant (Paris - Vatican - Licheri) / Organy jako Zré-
dto inspiracji: odrodzenie giganta (Paryz - Watykan - Licheri).

Series: Opoliensis Musica Ecclesiastica 9. Opole: SINDRUK-
-DIMK 2021, pp. 583.1SBN 978-83-959719-4-5.

The nineteenth century is a period of
rapid transformation in organ building. The Michat Szostak
emerging symphonic organs became an in-
spiration for the composers active during 7
this period. Dr Michat Szostak’s latest pub- Py The

lication is devoted to the topic of inspiration &l 3 0 R G A N

and the study of its role in the creative pro- 35 0 (| R as a Source of Inspiration:

The Rebirth of a Giant
{Paris - Vatican - Lichen)

cess. The author focussed mainly on issues
around inspiration through the sound of

Organy jako zrodto inspiracji:

Aristide Cavaillé-Coll's symphonic organs (AR - 7 Ddroczsigigants

Watykan - Lichen)
and the organ in the basilica of the Blessed

Virgin Mary of Lichen located in Lichen
Stary. The study presented here is an origi-
nal approach to this subject matter.

The core of the reviewed publication
is constituted by the author’s doctoral thesis entitled The Organ as a Source of Inspiration in
the Art of Improvisation and Performance Practice written under the supervision of Professor
Andrzej Chorosinski and defended in 2019 at the Frederyk Chopin University of Music in
Warsaw. The contents of the dissertation was supplemented with more than a dozen articles
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published by Dr Szostak in several English-language journals, i.e. the British journal ,,The Or-
gan’, the Canadian journal ,Organ Canada’, and the American journals ,,The Diapason” and
»Ihe Vox Humana”.

A CD constitutes an integral part of the book. It contains five tracks (Sortie Grand-Cheeur
Op. 122, no. 8 by Louis James Alfred Lefébure-Wély; Priére et Berceuse Op. 27 by Alexandre
Guilmant; Marche Pontificale from the Ist Sonata in D minor by Jacques-Nicolas Lemmens;
3rd Chorale in A minor Op. 40 by César Franck; and a cycle of improvisations in the form of
a five-part Organ Symphony) played by Michat Szostak on the organ of the Lichen basilica. The
pieces recorded on the CD belong to the classics of French organ literature of the second half
of the nineteenth century and correlate appropriately with the issues treated in the book. The
choice of the instrument was not made by chance, since the author fulfilled the functions of
the main organist in Lichen for many years and had the opportunity to become familiar with
every detail of the local instrument.

The book comprises seven chapters. The first chapter is a kind of introduction. It contains
a description of the socio-cultural context that characterized the nineteenth century. It serves
as a background for the presentation of the development of the ideas of romanticism and the
currents in music connected with it, with particular focus on the changes in the sphere of Eu-
ropean organ construction. This is followed by a presentation of the figure of Aristide Cavaill¢-
Coll as the key figure of symphonic organ construction in France, which is at the same time
an introduction to the description of the characteristics, the features and the evolution of sym-
phonic organs on the basis of some selected works by this organ builder. It is these features as
well as the variability of those features over time that constitute the basic field on which Dr
Szostak considers the notion of inspiration flowing from the instrument at the disposal of the
performer in the further course of his work.

In the second chapter the author describes the unrealized project of a Cavaillé-Coll instru-
ment for the Basilica of St. Peter in the Vatican. It became an inspiration for the organ project
in the Lichen basilica. For this reason the contents of chapter II, which contains only a few
pages, might have been incorporated into chapter III, in which the Lichen organ is described
in every detail and a comparative analysis of this instrument with the afore-mentioned project
by Cavaillé-Coll is provided.

The research area of the largest organs naturally leads to the issue of comparing them in
terms of size. Chapter IV is devoted to this issue, in which a classification of the largest organs
in Poland, Europe and the world is carried out and, on this basis, the instrumentarium in the
Lichen basilica is placed among them. Dr Michat Szostak applied his own method of com-
paring organs here (it would be advisable to avoid the term ,,methodology” in this context),
a method known from his prior publications about the Lichen organ (Licheriskie organy na tle
najwigkszych instrumentéw Polski, Europy i $wiata, Lichen Stary 2017). The criterion of clas-
sification is “the number of ranks of pipes and auxiliary devices operated from one console”.

The fifth chapter is devoted to the phenomenon of inspiration in general, its definition and
the analysis of its sources. The author describes the features of the organ as a musical instru-
ment that can inspire an organist. He then discusses the phenomenon of style improvisation
and the art of interpreting organ literature, characterizing the performance style of the com-
posers whose works are presented on the CD.
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In the sixth chapter a formal analysis of the pieces recorded on the CD is carried out in
terms of the character and dynamics of sound achieved through a registration compromise
between the sound ideal that is more or less precisely defined by composers, and the author’s
own inspirations coming from the Lichen organ (which is particularly notable with regard to
the author’s own improvisations).

The seventh chapter deals with the question of the perception of organ music, with par-
ticular emphasis on the multi-spectral phenomenon of inspiration. This chapter, which com-
prises a mere seven pages, could appear as a subpoint to the fifth chapter where the phenom-
enon of inspiration and its sources are discussed.

Summarizing this book review; it should first be stressed that it is the first study in Poland
treating the role of the instrument as a source of inspiration for the organist in such a compre-
hensive way, both with regard to the art of style improvisation and to the historically oriented
practice of performing symphonic organ music from the French cultural area of the second
half of the nineteenth century. What is worth noting is that the author managed to take a clos-
er look at the problem of the phenomenon of inspiration which may, according to the chosen
context and perspective, address multiple dimensions of musical reality - from the organist’s
vision of a specific instrument over the trends in organ construction and the cross-fertilization
of the art of organ playing and artistic creation in the field of organ music, to the internal char-
acteristics of the musician-performer or the circumstances of a specific performance. Recog-
nition should be given to the rich bibliographical notes taking into account the international
literature on the subject, which is rarely, if ever, used in the Polish academic world.

Worthy of special mention is the graphical and editorial design of the publication (numer-
ous illustrations, tables and drawings in the text). A valuable asset of the book is the author’s
decision to publish it in a bilingual form, i.e. in Polish and English, thus disseminating the
results of the author’s research and analyses beyond the borders of Poland.

Andrzej Prasat

REVIEW Organy na Slgsku VI, ). Gembalski (ed.), Vol. 6, Katowice:
The Karol Szymanowski Academy of Music in Katowice 2019,

pp.ISBN 978-83-955787-1-7.

Summary of the VI volume of the series “Organs in Silesia”

At the end of 2019, the sixth volume of the “Organs in Silesia” series was published, con-
taining scientific studies by six people associated with the Department of Church Organ and
Music and the Museum of Silesian Organs at the Karol Szymanowski Academy of Music in
Katowice. The publication is a response to the need to share the results of scientific research
related to the history of Silesian organ building. Academy of Music in Katowice with Prof.
Julian Gembalski is the oldest research center in this field in Upper Silesia. Therefore, Prof.
J. Gembalski is the author of the introduction to the published volume of authorial studies
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in which he shows the topicality of the research under-
taken in the context of the many years of tradition of the
Katowice research center.

The author of the first article is the aforementioned
prof. Julian Gembalski. The study is entitled “The Com-
pany Schlag und Sohne in the Light of Its Own Adver-
tising Material” (Firma Schlag und Sohne w $wietle
wlasnych materiatow reklamowych). In this study, Prof.
Gembalski relied primarily on paper materials sent as
part of the comapany’s correspondence, i.e. on submit-
ted offers and signed contracts. Additionally, the article
was based on descriptions of technical and technologi-
cal assumptions, on aesthetic views (the author called
Organy na élqsku Vi them “aesthetic manifestos”) contained in various de-
scriptions, and further on catalogues, advertisements of
new technical inventions and their application, instru-
ment maintenance offers and other types of documents. The collected and analysed material
shows that the company from Swidnica was a leading company in Silesia at the turn of the
19th and 20th centuries.

The second study was the one by Barttomiej Barwinek titled “Heritage Lost. The Fate of
the Historic Organ of Johann Gottfried Herbst from the Evangelical Church in Piechowice”
(Dziedzictwo utracone. Losy zabytkowych organéw Johanna Gottfrieda Herbsta z kosciota
ewangelickiego w Piechowicach). The author describes the history of the organs that were
translocated to Warsaw after the war, but were eventually thoughtlessly annihilated.

The third text is devoted to the organ of the Holy Cross Church in Siemianowice Slaskie
and its author is Marek Urbanczyk. The title of the study is: “The Organ of the Church of
the Holy Cross in Siemianowice Slaskie. History, Construction and Conservation Issues”
(Organy kosciota Krzyza Swietego w Siemianowicach Slaskich. Historia, konstrukcja i prob-
lematyka konserwatorska). The author discussed the instrument in its entirety on the basis
of the preserved documentation and described it on the basis of his own research carried
out at the stages of its repair and maintenance.

The author of the fourth study entitled “Initial Data on the Organ Building Activity of Ryszard
Franke and Jan Jona” (Wstepne dane na temat dziatalnosci organmistrzowskiej Ryszarda Franke
i Jana Jony) is Michat Duzniak. In his article, he describes the most important dimensions of the
work of the aforementioned organ builders, creating the first summaries of their activity. Previ-
ously, they were only mentioned as authors of various types of renovation works.

The author of the following article is once more Prof. Julian Gembalski. Its title is: “Or-
gans of the Swidnica Company Schlag und Séhne in the Temples of the Katowice Archdio-
cese” (Organy swidnickiej firmy Schlag und Sohne w $wiatyniach archidiecezji katowickiej).
It might be a study on the history of the company’s activity in one diocese only, but it still
shows the great scope of its activity.

The author of the last study included in the collection is Marta Kogut. It is devoted
to a unique harmonium from the collection of the Museum of Silesian Organs. The exact
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title of the study is: “Accord-Harmonium - A Unique Harmonium From the Collection of
the Museum of Silesian Organs” (Accord-Harmonium - unikatowa fisharmonia ze zbioréw
Muzeum Organéw Slaskich). The article is a description of an extremely interesting instru-
ment that shows a practical way of dealing with liturgical accompaniment in the conditions
of small chapels in the past.

A valuable supplement to the content of the discussed volume titled “Organs in Silesia”
is the photographic documentation included in the aforementioned articles and two final
indexes: of names and places.

Franciszek Koenig

REVIEW Organy na Slgsku VII, J. Gembalski (ed.), Vol. 7, Katowice:
The Karol Szymanowski Academy of Music in Katowice 2020,

pp.ISBN 978-83-955787-6-2.

Another collection of articles presenting the results
of the latest research on the Silesian organ building tra-
dition was published as a fruit of the 6th International
Scientific Conference “Organ in Silesia” which took place
at the Academy of Music in Katowice on 17 April 2018.
The organizers of the conference were the Department
of Church Organ and Music and the Museum of Silesian
Organs. The publication includes articles presented at the
conference.

The described volume opens with an article by Rev.
Franciszek Koenig entitled “Carl and Adolf Volkman.
A Supplement to Biography” (Carl i Adolf Volkmanowie.
Dodatek do biografii). The author presents the results of
his research on important dates in the life of Carl Volk-
mann. Until the research was undertaken, neither the
exact date of birth nor of death was known and the study
helps to establish both.

Michat Duzniak is the author of the second article titled “The Community of Silesian Or-
gan Builders Descending From the Tradition of the Company Klimosz i Dyrszlag After World
War II” (Srodowisko §laskich organmistrzow po IT wojnie $wiatowej, wywodzacych sie z tra-
dycji firmy Klimosz i Dyrszlag). He lists and describes the achievements of five organ builders:
Ryszard Franke, Jerzy Ludwig, Ludwik Kuznik, Ginter Miklis and Rudolf Kuznik. The article is
a valuable collection of the achievements of these little-described organ builders.

The third article is devoted to the issue of organ conservation. Its author is Marek
Urbanczyk and its exact title is “Integrated Conservation Process as a Condition for the Revi-
talization of a Historic Instrument on the Example of the Organ of the Evangelical- Augsburg

Organy naSlgsku Vii
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Church in Pszczyna” (Zintegrowany proces konserwatorski jako warunek rewitalizacji instru-
mentu zabytkowego, na przyktadzie organéw kosciola ewangelicko-augsburskiego w Pszczy-
nie). The author describes the entire instrument first, then presents its pre-conservation state,
and finally enters the description of conservation and renovation works. It shows the positive
process of exemplary work on historic organs.

Another article by Przemystaw Kadtubek is devoted to the organs of the parish church of
St. Anna in Swierklany. The exact title of the text is “Structural Solutions of the Organs of the
Klimosz i Dyrszlag Company on the Example of the Organs of the Parish Church of St. Anna
in Swierklany” (Rozwigzania konstrukcyjne organéw firmy Klimosz i Dyrszlag na przykladzie
organéw kosciola parafialnego pw. $w. Anny w Swierklanach). After presenting a general de-
scription of the organ, the author focused on drawing a detailed picture of the pneumatic (ac-
tive) tracture, especially in relation to the technical solutions used in the console.

The author of the next article is Julian Gembalski, who described the organs of the cas-
tle chapel in Raciborz. The exact topic of the article is “The Organ of the Castle Chapel in
Raciboérz. History and the Problem of Conservation” (Organy kaplicy zamkowej w Raciborzu.
Historia i problem konserwacji). An integral part of the article is an annex containing a list of
measurements for pipes of voices that need reconstructing. The article is a testimony to the
proper preparation for carrying out restoration works of an instrument so severely devastated.

Next is an article by Marta Kogut entitled “The Organs of the Company Gebriider Wal-
ter in Kryniczno - Discoveries from Conservation Works” (Organy firmy Gebriider Walter
w Krynicznie - odkrycia z prac konserwatorskich). The author undertook the process of or-
gan restoration in her workshop in Rybnik and on this occasion she discovered many interest-
ing facts regarding the construction of the discussed organs.

In the next article, Lukasz Kurpas describes “The Organs in the Mikoléw Deanery” (Or-
gany na terenie dekanatu mikotowskiego). In general, the author describes the history, dispo-
sitions and some other details regarding nine instruments that can be found in the deanery’s
churches and in other places in the deanery (including the Evangelical-Augsburg church).

Next, in his article titled “Authenticity of the Engler Organ in Kielczow and Pracze
Odrzanskie” (Autentyzm organéw englerowskich w Kielczowie i Praczach Odrzanskich)
Bogdan Andrzej Tabisz analyzes the research data on the authenticity of the instruments men-
tioned as originating from the Engler workshop.

Another article presented in the 7th volume of “Organs in Silesia” is devoted to the activi-
ties of the organ factory Schlag und Sohne on the basis of the company’s correspondence with
the parish in Klodzko. Its author is Andrzej Prasat and the exact title is “The Organ Factory
Schlag und Séhne from Swidnica in the Light of Correspondence with the Catholic Parish in
Klodzko in the Years 1890-1922” (Fabryka organéw Schlag und Séhne ze Swidnicy w $wietle
korespondencji z parafig katolicka w Ktodzku, prowadzonej w latach 1890-1922). The author
of the study analyzes in detail 115 pages of the preserved correspondence, showing the essen-
tial dimensions of the company’s activity.

The author of the next article entitled “Organ Makers in Swidnica Record Acts from the
19th and 20th Centuries” (Organmistrzowie w $widnickich aktach metrykalnych z XIX i XX
wieku) is Marcin Dziedzic. In his text, he mentions as many as 72 organ builders who are re-
corded in various records of the city of Swidnica.

156 ’ FOLIA ORGANOLOGICA




REVIEWS

The following study by Wolfgang J. Brylla is titled “Gebriider Spdth Organ in the Lower
Silesian Voivodeship” (Organy firmy Gebriider Spith w wojewddztwie dolnolaskim). Its au-
thor describes the activity of an organ builder who came from the distant Baden-Wiirttem-
berg, which is unique in the tradition of organ building in Silesia. The same author also pub-
lished a second article titled “Rudolph Iske — A Contribution to the History of Organ Build-
ing in Lubuskie” [Rudolph Iske — przyczynek do dziejow lubuskiego organmistrzostwal. It is
a presentation of important information about the hitherto little-known organ builder, who,
however, created the landscape of organ building in the region.

The later part of the publication includes an article by Rev. Grzegorz Pozniak bearing the
title “The Unpreserved Organ of Franz Joseph Weiss in Przech6d (Nie zachowane organy
Franza Josepha Weissa w Przechodzie). It is an interesting piece of information about the in-
strument built in the village near Korfantow by an organ builder so important for the Silesian
tradition.

The penultimate article by Stanistaw Pielczyk is entitled “Three-Voice Positive with a Pedal
as a Didactic and Artistic Instrument. Construction Issues” (Trzyglosowy pozytyw z pedafem
jako instrument dydaktyczny i artystyczny. Problematyka konstrukcyjna) and contains a de-
scription of the instrument’s construction along with technical drawings.

The last text is an article by Janusz Musialik titled “Sale of Harmoniums in Upper Silesia in
the Years 1860-1975 — Historical Outline” (Sprzedaz fisharmonii na Gérnym Slasku w latach
1860-1975 - rys historyczny). The text is primarily an interesting list of companies trading in
harmoniums in Silesia.

As in every other volume of the publication “Organs in Silesia’, the ending includes an
extremely useful index of names and places.

Franciszek Koenig

REVIEW Michat Alico, Pod okiem swietego Floriana. Opole: SINDRUK-
-DIMK 2021, pp. 24.1SBN 978-83-955914-3-3.

From a story for children to serious
science.

Contribution to the great history of
Silesian organ building.

Michat Alico

pod okiem Swigtego

In spring 2021 a new book for children ap-
peared on the shelves of SINDRUK-DIMK publish-
ing house. It takes readers into the world of music.
Earlier, we could read a book entitled About church
organs with children and for children written by Fa-
ther Grzegorz Pozniak. It can be used as a simpli-
fied and easy to understand “textbook on church
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organs’”. It was also appreciated by the Catholic Publishers Association Feniks 2020 and suc-
cessfully released for the second time. Now organs and their history have once again become
an inspiration to create a valuable literary and graphical story for children.

This time it is a book by Michat Alico, an author who constantly cooperates with the
Diocesan Institute of Church Music. In his work, he uses a literary pseudonym, although
his real name is not difficult to find, especially if you follow the hints on his website. The
book was enriched with original illustrations by Malgorzata Kowalcze. The title of the
story — Under the Watchful Eye of Saint Florian — certainly does not reveal to the readers
the main subject of the story, which is the presentation of the life of an organ builder Jo-
hann Matthias Vinzenz Haas, whose activities require further research.

Although the book in question does not belong to scientific publications, it certainly
deserves attention, and its topic fits perfectly into the profile of this journal. This is mainly
due to the fact that the book initiates the promotion of the described organ builder in
literature in general. He still does not have his scientific monograph. It is also worth not-
ing that although science does not know everything about him, he is already promoted in
childrenss literature. What is more, the story presented in the book is based mainly on real
and confirmed events. They were only slightly coloured with elements of literary fiction,
which in this case, does not influence the accuracy of the presented information as far as
history and cultural heritage are concerned.

The author begins his story when the organ builder’s workshop is moved from
Baboréw to Glubczyce. Although the date of this event is unknown, we know that it hap-
pened more or less at the time of the fire of Glubczyce (1854), which is the starting point
of the book. The location of the organ builder’s workshop and flat was described in detail.
There is also information that he had two daughters. The story also mentions the statue
of Saint Florian, which was erected in Glubczyce after Haas’s death, and its eyes are fixed
exactly halfway between the workshop and the flat of the organ builder.

In the story, the author recalls the names of real places where pipe organs were built
by J.M.V. Haas. These instruments can still be heard in local churches, and the sound of
some of them was recorded in the Organs of Opole Silesia album series. It would be great
if reading the book was accompanied by listening to organ music, especially the one re-
corded on the instruments of the described organ builder.

It should be noted that the book Under the Watchful Eye of Saint Florian is an excel-
lent educational aid, since it shows the centuries-old cultural heritage of Opole Silesia,
and promotes higher culture and art. The land of Glubczyce, as well as the whole Silesia,
has been marked by the traces of the activity of composers, music publishers and organ
builders who have made a valuable contribution to the development of regional music
culture, equal to European standards. For this reason, it is important to undertake actions
which can reveal facts unknown to a wider audience and present forgotten figures. This
publication fulfills this task because it contributes to the promotion of local history by in-
troducing the figure of Johann Matthias Vinzenz Haas - the organ builder who was highly
professional and who lived and worked in Gtubczyce and whose workshop was famous all
over Silesia and beyond its borders. He built numerous wonderful instruments, which still
can be heard in many churches.
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Thus, we should be glad to welcome this book, since its purpose is to present the histo-
ry covered in the darkness of the past. The author must be congratulated on his outstand-
ing creativity and literary imagination. We also hope that this publication will become an
inspiration to the creation of new works promoting organ building, and music culture.

Ewelina Szendzielorz

REVIEW | Organs of Opole Silesia, vol. 26 and vol. 27

The year 2020 is associated with the release of new albums from the series Organs
of Opole Silesia. This time they were the twenty-sixth and twenty-seventh volumes.
Thanks to it the sound of the next instruments of Opole Silesia was recorded and
many copies of CDs with organ music with appropriate commentary were released. It
is worth noting that both discs received a distinction from the Association of Catholic
Publishers Feniks 2021 in the category: Christian — Classical Music.

The enrichment of the already existing collection with two more albums (vol. 26
and vol. 27) is an expression of concern for the religious and cultural heritage of or-
gan instruments and the centuries-old achievements of church music in Silesia. This
is confirmed by the fact that the instruments that we can hear were created in the
local organ building companies in Opole Silesia, run by well-known organ builders,
such as Karl Berschdorf from Nysa and Karl Spiegel from Opole.

The two subsequent albums are a proof of cooperation that takes place between
parishioners under the leadership of their parish priests, organ builders and church
musicians and musicologists. The result of this collaboration is the restoration of the
former splendour of the wonderful instruments. It should be emphasized that they are
located not only in large urban centres, but also in smaller rural parish communities,
where they were adjusted to the local beautiful churches. In a small booklet attached
to the 26th CD, Ms Ewelina Szendzielorz reminds that “over the centuries Silesian
land has been marked by the traces of activity of excellent organ-building companies,
which were most often the result of the continuation of the family tradition of many
generations. The region located in the heart of Europe, on the Polish, Czech and
German border was a meeting place of three cultures, influencing one another and
creating a colourful, multicultural regional specificity, resulting in an extraordinary
transfer of thoughts and ideas, also at the level of organ-building art. As a result of dy-
namically developing organ building in Silesia numerous instruments were created.
Each of them is unique and exceptional because it was built for a particular church to
fill its space connected with worship of God with wonderful sound, and at the same
time to encourage the faithful gathered in the temple to sing and pray together”
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Organy $laska Opolskiego, vol. 26 Sonare Deo et Populo: the series
Orgellandschaft Schlesien, Vol. 26

Sonare Deo
et populo

Organs of Opole Silesia, vol. 26 - the
organ is played by Wactaw Golonka,
tambinowice, the parish church of
St Mary Magdalene, SINDRUK-DIMK
o1 | Publishing House, Opole 2020.

The 26th album from the Organs of
Opole Silesia series is entitled Sonare Deo
et populo (Sound to God and to people).
.ta:,m::,n;\)n“;:.ewll(:gségeﬁsraﬁalny It was created as a result of coopera-
Lamsdorf, St. Maria-Magdalena-Pfarrkirche tion between the Opole community of
church musicians and musicologists
with the parish of St. Mary Magdalene in
Lambinowice, headed by the parish priest Adam Ciosmak and the organ building compa-
ny Kamerton owned by Wiestaw Jelen from Olszanka near Prudnik in the Opole region.
The last renovation of the instrument in Lambinowice (a village located in the Nysa Po-
viat of the Opole Voivodeship) took place in 2019 and is a proof to the above-mentioned
cooperation.

The discussed album contains the recorded sound of an instrument from the
workshop of the well-known and respected company Berschdorf from Nysa. The or-
gan has 21 stops and several additional devices, which include, among others, three
combinations, numerous couplers (including Oberoctavkoppel and Unteroctavkoppel
— for both manual I and II), Crescendo, Schweller and tremolo. The instrument has
two manuals and a pedal and pneumatic action. The organist of the recorded works

is Wactaw Golonka, who received his musical education at the Academy of Music in
Cracow and Hochschule fiir Musik und Darstellende Kunst in Vienna in the class of
Professor Hans Haselbock. The musician gives a lot of concerts in Europe and beyond
its borders.

The artist guides the listeners through organ music of many centuries. The ad-
vantage is that he took into account the fact that most of the recipients of this CD
are the faithful of the local parish. That is why there are several well-known organ
compositions here, as well as pieces referring to popular church songs, which will
allow for easier reception and will not discourage the so-called “ordinary” listener of
the album.

The recording begins with the Sinfonia of Georg Friedrich Handel’s Saul HWV
53 oratorio based on the biblical story. This composition was arranged for the organ
by EA. Guilmant and the organist himself. The next pieces are the Prelude and Fugue
in C minor by Gottfried Kirchoff, then the Prelude in F major by the Czech classicist
composer Franti$ek Xaver Brixi and the famous work of Johann Sebastian Bach - Toc-
cata and Fugue in D minor BWV 565. After the baroque pieces, we will hear romantic
ones. They are represented by the Sonata in D major, Op. 65 No. 5, composed by
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Felix Mendelssohn-Bartholdy, consisting of: Andante, Andante con moto and Allegro
maestoso.

There are also two Chorale Preludes from Op. 65: Christe, du Lamm Gottes (Christ,
the lamb of God) and Nun danket alle Gott (So thank God all of you). Then we can hear
the Fuga in C sharp minor, composed by the Lithuanian composer and painter of the turn
of the 19th and 20th centuries — Mikalojus Konstantinas Ciurlionis. Another piece which
is played on the organ in Lambinowice is Tarantella by Dmitrij Dianov - a contemporary
Russian composer.

The album also includes works by two Polish composers of the turn of the 19th and 20th
centuries, inspired by church songs. The first of them is the Fantaisie Polonaise Op. 9 No. 1 -
“Minuit de Noél dans la Cathédrale au Wawel de Cracovie”. The second one is a composition
by Mieczystaw Surzynski Improvisations on the Polish church song “Holy God” Op. 38.

The last piece of this album is Marche religieuse: “Lift up your Heads” Op. 15 No. 2 by
Felix Alexander Guilmant. By means of its majestic finale, this piece is a summary of the
entire repertoire.

Organy Slaska Opolskiego, vok27 Improvisationes: the series Organs
Orgellandschaft Schlesien, Viol. 27 Of Opole S”esia, VOI. 27 _ the Organ iS
played by Markus Rupprecht, Tarnéw
Opolski, the parish church of St. Mar-

’ Improvisationes tin the Bishop, SINDRUK-DIMK Pub-
e "< @@ = | lishingHouse, Opole 2020.

R -

Another album of the Organs of
Opole Silesia series is entitled Improvi-
sationes. It is the twenty-seventh part
of the series in question. It was created
thanks to the cooperation of the church
s pasfll musicians and musicologists from Opole

with the parish of St. Martin the Bishop

in Tarnéw Opolski, headed by the parish
priest Tomasz Piontek, the musician Markus Rupprecht and the organ building company
Kamerton owned by Wiestaw Jelen from Olszynka near Prudnik.

Tarnéw Opolski, where the church of St. Martin the Bishop is located, is a village in
the Opole Poviat and Voivodeship. The church has an organ from the workshop of Karl
Spiegel from Opole. The instrument has 19 stops divided into two manuals and a pedal
and pneumatic action. The organ front is in the Neo-Baroque style.

This album contains eight improvisations by Markus Rupprecht. The artist is a lec-
turer at Hochschule fiir katholische Kirchenmusik und Musikpddagogik in Regensburg, and
since 2019 its vice-rector. He was a church musician in the cathedral in Eichstitt and the
Benedictine abbey in Scheyern.

In the booklet attached to the album, the artist writes about his improvisations: “at-
titude towards the instrument and - if you can say so - creating music together with the

i =
' i
( ‘ I
Tarnéw Opolski, kosciét parafialny pw. $w. Marcina Biskupa
Na organach gra Markus Rupprecht i T
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instrument is a great challenge but at the same time a satisfying, inspiring and wonderful
task. The result is seven improvisations in various styles and forms, partly free, partly re-
lated to the themes of German, Polish and Gregorian singing. Two songs: Befiehl du seine
Wege by Paul Gerhardt and Hilf, Herr meines Lebens by Gustaw Lohmann have been close
to my heart for a long time. But when you take into account the fact that the parish church
in Tarnéw Opolski is dedicated to St. Martin, also the song Let us thank God was an ideal
subject for improvisation. The last piece on this album is a little bonus - an improvisation
based on the bugle call by the local organist, Teodor Glensek, written in honour of St.
Martin. The bugle call can be heard every day at 12.00 from the bell tower of the parish
church. A wonderful tradition!”

The improvised pieces come in various sizes: from over two and a half minutes to ten
minutes of performance. With all the advantages of the discussed repertoire, it must also
be stated that the improvisations contained in this album may be difficult for an ordinary
listener who is unfamiliar with organ music.

The advantage of this album is the fact that the booklet attached to the CD contains
texts for prayer meditation, which can be read while listening to the pieces. They accom-
pany the improvisations: 2, 3, 4, 6, 7. They are usually the texts of church songs, which are
the musical themes of improvisations.

Each subsequent album of the Organs of Opole Silesia series can fill us with joy, since
it proves that thanks to the efforts of parishioners and the cooperation of many groups
of people, another instrument has been restored to its former glory. We hope that the
restored organs will continue to be used to praise God and to the benefit of the faithful.
The music of these instruments will enrich the religious and cultural heritage of the Opole
Silesia region, and thus it will add majesty to church ceremonies, so that the minds of the
faithful may be raised to God and to heavenly matters.

Piotr Borowiak
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REPORT

Report from VIl Conference on the Organ

Knowledge “Silesian Organs”,
Opole, 18th May 2021

On 18th May 2021, as part _~ g O A\SK '_ F ORGANY
of the 6th Musicology Week [ R M LN ¥ IR R ONCTS MG AN R
of the University of Opole or- ST ;5

4

ganized by the Department of
Musicology, Conference on
the Organ Knowledge in the
series “Silesian Organs” was
held in Opole. It was the sev-
enth edition of the conference
organized by the Department
of Musicology of the Univer-
sity of Opole and the Diocesan
Institute of Church Music in
Opole. Due to the ongoing coronavirus pandemic restrictions, the conference
was held in a mixed form: intramurally in the building of the Faculty of Theology
and online.

The conference started at 9:00 with a speech by the Vice-Rector for Education
and Students of the University of Opole, dr hab. Izabella Pisarek, Professor at the
University of Opole, who welcomed the guests and expressed joy at the next edi-
tion of the conference, so important for the musicology of Opole. Each edition is
a chance to present the results of research on the tradition of organ building and
an opportunity for discussion, as well as a forum for presenting planned projects
in the field of organ research.

The conference consisted of three sessions. The first one included five pres-
entations. Dr Michal Szostak from Warsaw discussed the fate of the organs of
Johann Gottlob Meinert from the no longer existing Evangelical church in Ryb-
nica (Reibnitz) near Jelenia Gora. The second speaker was dr Andrzej Gladysz
representing the John Paul II Catholic University of Lublin, who discussed the
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history of the organs of the Silesian builder Franz Lux at the Catholic University
of Lublin. The third speaker was dr hab. Maciej Babnis representing the Depart-
ment of Music Art of the Pomeranian Academy in Stupsk. In his speech, he pre-
sented the organ in Marynowy pointing to some assumptions that the instrument
may come from Silesia. Then, Petro Chyryk from Ukraine gave a lecture entitled
“The Historic Organ of the Gebriider Rieger Company in the Church of Nativity of
the Blessed Virgin Mary in Stryj”. The last speech in the first session was a lecture
by Piotr Matoga from Krakow, a student of musicology in Opole, on the history
of the Rieger organ in the church of the Immaculate Conception of the Blessed
Virgin Mary (of Fathers Discalced Carmelites) in Krakéw. The first session was
complemented by a discussion on the content presented by the above-mentioned
experts.

After a coffee break, the second session of the conference began which consist-
ed of the central lecture of the conference, delivered by a recognized organologist,
prof. dr hab. Julian Gembalski from the Academy of Music in Katowice entitled
“The Evolution of the Sound Aesthetics of the Berschdorf Organ”. On the one
hand, the lecture was an extremely interesting summary of the achievements of
the Berschdorf company in the sphere of its sound aesthetics over the years of
the company’s history, which had been repeatedly undertaken as part of previ-
ous editions of the Opole conferences. On the other hand, it worked as a prelude
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to the presentation of a new sci-
entific publication by Rev. dr hab. [ SLASKIE ORGANY
Grzegorz Pozniak, Professor at [Is N aREC A I
the University of Opole, entitled TR~

“The Post-War Fate of the Organ- H
Building Company Berschdorf £ l
from Nysa’, published in Opole -
in 2020 by the SINDRUK-DIMK
Publishing House, included in b
the Ministry of Education and ' ;I
Science list. A direct preparation -
for the above-mentioned pres-
entation was the introduction
made by Rev. dr hab. Franciszek
Koenig, Professor at the Univer-
sity of Opole and also the deputy
head of the Department of Musi-
cology of the University of Opole.
As part of his lecture, the author
of the publication (Rev. prof.
Grzegorz Pozniak) spoke about
the evident progress of contem-
porary research on the achieve-
ments of the Berschdorf company. The presented work is based on the transcrip-
tion of personal diaries of the organ builder Carl Berschdorf and the accounts by
his family members still living in Germany and the USA.

-'fi'-' v TR

PROGRAM KONFERENC]I

At the end of the second session, two presentations were made. The author of
the first was Ewelina Szendzielorz, assistant at the Department of Musicology, who
spoke about the promotion of organs and music education in children’s publishing
houses. Books by Michat Alico, also published by the aforementioned SINDRUK-
DIMK Publishing House, were taken into account. The author of the second pres-
entation was dr Michal Duzniak from the Department of Organ and Church Music
at the Academy of Music in Katowice, who informed the participants about the
conservation of instruments in the Bielsko-Zywiec diocese on the basis of the ac-
tivities of the Diocesan Church Music Commission in 2019-2020. There was an
hour-long lunch break after the second session.

The third session of the conference began with a lecture by Anna Gembalska-
Krym MA, who presented the current state of research and development plans for
the Organological Archive that was established as a research and development facil-
ity at the Karol Szymanowski Academy of Music in Katowice. This way, an impor-
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tant information about the existence of the Archive and the possibilities of using
its resources was conveyed to the conference participants. The second speaker was
Kazimierz Cieplik from Lubin, who discussed Spiegel instruments in the churches
of Wielkopolska. Then, the Assistant Professor at the Department of Musicology of
the University of Opole, dr Andrzej Prasal, took the floor. He devoted his speech to
the organs from Opole Silesia portrayed in the journal Zeitschrift fiir Instrumenten-
bau. The next speaker was Wolfgang Brylla MA from Zielona Goéra, who presented
a lecture entitled “The Construction of the Organ in Komprachcice in 1937 in the
Light of Company and Parish Documents”. The next speaker at the conference was
another student of musicology in Opole, Pawel Pasternak from Tarnéw. He dis-
cussed the proposal to develop a new, modern catalogue of the Schlag und Sohne
instruments, which was met with the interest of the participants. Rev. dr hab. Fran-
ciszek Koenig, Professor at the University of Opole was the penultimate speaker. He
spoke about the changes in the Silesian organ construction in the 20s and 30s of the
20th century taking the instruments of the Gliwice diocese as an example. The last
speaker was dr Michal Duzniak with a lecture on the translocation of organs to the
city of Bielsko-Biata and their importance for the local environment. This lecture
was followed by an almost hour-long discussion summarizing all the issues raised
during the speeches. The conference ended before 18:00.

As part of the conference, it was also possible to purchase the latest books pub-
lished and CDs released by the Faculty of Theology of the University of Opole Pub-
lishing House, SINDRUK-DIMK and by the publishing house of the Academy of
Music in Katowice.

Franciszek Koenig
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