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for Mary

A man that looks on glasse

On it may stay his eye;

Or if he pleaseth, through it passe,

And then the heav’'n espigéorge Herbert)

The art of performance onbeginswhen the player learns to read ‘between the lines’,
when the ‘unspoken’ comes to lightldx Reger
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Preface

In his seminalDeutsche und Franzésische Orgelbaukunst und Orgelk{i®Q6) Albert
Schweitzer wrote that ‘the artistic essence of aarargis defined by the manner in which one
proceeds...frompiano...to fortissimo and back agairt. A significant part of this study is
concerned with the mechanics of dynamic change on tren,omarticularly Karl Straube’s
treatment of the Swell and the Walze in his 1912 ark® ¥ilitions of organ works by Max
Reger.

‘Modern’ (late-Romantic) organ style as codified by @& in these editions, however, is much
more than a mere realisation of the dynamics in Regeores. It is a systematic and unique
presentation of post-Wagnerian performance practicehe organ. It covers all aspects of
performance, including dynamics, phrasing, touch, textvegjstration, tempo and the
modification of tempo. In Chapters two to five this stattgmpts to place the treatment of these
parameters both in the immediate context of Reger'sopal experience, and in the wider
context of turn-of-the-century Germany.

With at least the nominal agreement of the compfusethe 1912 editiof, Straube imposed a
personal system of performance on Reger’'s organ miived from ‘modern’ mainstream
musical practice and from his own experience asfanpeer — practical, musical and aesthetic.

Due to external forces (principally World War | and trgan reform movements that resulted
in changing attitudes in organ performance and building)full flowering of ‘modern’ organ
style was short-lived, and Straube’s Reger editions heceived scant attention from player and
scholar alike. In his later years Straube himself agpeadnave been somewhat embarrassed by
the ‘modern’ organ and its playing techniques with wiietwas associated throughout his long
career (see Chapters six and seven). However, 8tsaalmbiguous stance in relation to the
survival of ‘modern’ organ style implies a level of refgat its demise that is explored in Chapter
SIX.

By means of an examination of these editions tinidyshopes to rekindle an interest in Post-
Wagnerian performance practice as a contemporaneousappo Max Reger’s organ works.

! Schweitzer 3. ‘Das kunsterlische Wesen einer IOugel noch viel mehr das ganze Wesen der

Orgelmusik, wird bestimmt durch die Art, wie man aufdi@ Instrument vom Piano zum Forte, vom Forte
zum Fortissimo gelangt und vom letzterem wieder in di@Agsklangfarbe zuriickkehrt.’
2 Straube’s 1912 Reger edition is headed ‘with the agreeshthre composer’ ['im Einverstandnis mit dem
Komponisten’]. As Reger died in 1916 it can only be assitimgt he would have had no objection to the
publication of a further set of his organ pieces edite8traube in 1919. Friedrich Hogner, in fact, didghelthat
this edition was published with the express permissioregéR(in Hoégner C 305 ‘Der Verlag Peters hat diese
[1919] Straubesche Ausgabe mit ausdricklicher ZustimgnRegers gedruckt und veréffentlicht’). However, it
seems that several key writers on Reger’s organ musldled the issue — see, for example, Wunderlich A, where
is obvious that Heinz Wunderlich thinks that the 1919 editias published during the composer’s lifetime. The
fact that at least a dozen of the movements later éoliberl by Straube were given single performances by him
between spring 1906 and summer 1907 (see Appendix 3ndieste that Straube was indeed planning his 1919
Reger edition at this point, a decade before Reger's death.

xiii



Acknowledgements

The author is indebted to his supervisors Dr. Ewald KooamahDr. Hermann J. Busch for
their invaluable support, expertise and patience over goengd. Grateful thanks are also
due to H.J. Falkenberg (1), Dr. Hans Fidom, Michael Hedleyanist of the Nicolaaskerk in
Amsterdam (Sauer 1889, I11/40), Maria Hubner of the Bacthkrm Leipzig and Heinz
Wunderlich for suggestions and correspondence. Partitidaks are due to Drs. Susanne
Popp and Susanne Shigihara of the Max-Reger-Institut irsiitue for their forebearance
and willingness at all times to be of assistance.

Xiv



