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Nr 5 Allegro moderato (Staccato) 455
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Svit for orgelharmonium op. 16 [15°51] [9] Jul (Ps 55) 413
Preludinm 3’36 Jul (Ps 63) 2’19
Saraband 411 Nydr 202
Trio 143 Trettondedagen 326
Adagio 420 Botdagen 3
Marsch 2’00 Lngfiedag 6’18
Cantilena op. 17:2 531 Pask 335
Pastoral op. 17:3 13’51 Kristi Himmelfirdsdag 2’36

Tolv orgelstycken 6ver Pingst i

koralmotiv op. 36 [42'14] Heliga Trefaldighetsdag 418
Advent 244 Tacksdigelsedagen 411
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Otto Olsson

OTTO E. OLSSON foddes i Gamla stan i Stock-
holm den 19 december 1879 som den ildste av
tva broder. Fadern arbetade som kusk och vakt-
mistare hos den kinda konsthandeln Bukowskis.
Familjen flyttade efter nagra 4r till Blasieholmen,
dir modern éppnade en mjélkaffir. Hon var
varmt religiés och medlem av Evangeliska Fos-
terlandsstiftelsen. Utan att hon var musikaliskt
bildad fanns hos henne ett stort matt av musi-
kalitet. Otto Olsson fick ofta folja med sin mor
till kyrkan om séndagarna. Oftast bes6kte man
den numera rivna Blasieholmskyrkan. Hir greps
han tidigt av den musik han fick héra. Organis-
ten hette Albert Lindstrom och var en av Stock-
holms mest aktade kyrkomusiker. Denne blev sa
sméningom Otto Olssons forste lirare i piano,
musikteori och orgel. Trots knappa ekonomiska
resurser var modern angeldgen om att gora det
mojligt f6r sonen att utveckla sin talang, Vid 14
ars dlder antogs Otto Olsson som elev vid Musi-
kaliska akademiens musikkonservatorium. Hans
ldrare i orgel blev August Lagergren. Efter tva
ars studier avlade han organistexamen. Studi-
erna fortsatte direfter med kontrapunkt, kom-
position och instrumentation fér Joseph Dente.
Dessa studier avslutades med uppférandet av
den férsta satsen av hans di dnnu ej fullbordade
symfoni for otkester vid musikkonservatotiets
offentliga uppvisning i december 1901.

1897 intriffade en hindelse som kom att fi
avgérande betydelse fér Otto Olssons utveck-
ling: en solig varsondag triffade han organisten
i Johannes kyrka, den i Stockholms musikkret-
sar vilkinde tonsittaren Emil Sjogren. En varm
vinskap utvecklades dem emellan och Sjégren
blev en viktig inspirator f6r den unge Otto
Olsson.

VEn dag di vi gick hem fran kyrkan efter avsiutad
hagmdssa sade han: "Kon hem till mig och ta med era
kompositioner — jag vill se pd dem”. (...) Jag fann mig
snart sittande vid Bliithnerflygeln spelande mina kompo-
sitioner for uppmirksamma, intresserade ahorare. Det
var roligt att hira Sjigrens triffsikra anmarkningar,
hans uppmnntrande ord och vilvilliga instillning.”

Samvaron med Sjégren torde ha utgjort en
vilgorande kontrast mot den férmodligen betyd-
ligt mer akademiska undervisningen hos Dente.
Hir fick Otto Olsson dven tillfille att presentera
sina kompositioner f6r publik.

7 Jag erinrar mig en privatkonsert i hans [Sjogrens]
hem, da endast kompositioner av mig sjily nifirdes infor
en samling inbjndna gister. Dar spelades en pianokvin-
tett, en violinsonat, pianostycken, sanger, allt interfolierat
av Sjagrens valvilliga kommentarer. ( ...) Ibland roade
vi 05, Sjogren och jag, med att omvéixlande improvisera
pa pianot. Han birjade, och bist det var nickade han
at mig att omedelbart fortsitta. Det gillde di att spinna
vidare pd den trid han kommit in pa. Och vice versa.

Ibland gick det bra, ibland inte. "Det dr bara medelmart-
tor som kan spela bra for jamnan”, sade Sjigren.”

Vid denna tid vikarierade Otto Olsson ofta i
olika Stockholmskytkor, framfér allt i Johannes
kyrka f6r Emil Sjogren, men dven i S:t Jacobs
kyrka, ddr hans tidigare lirare Albert Lindstt6m
varit organist sedan 1891. I maj 1905 tilltridde
Olsson tjansten som organist i Stefanskyrkan
och i juni 1906 ett lingre vikatiat i Hedvig
Eleonora kyrka. Hir verkade dven kotledaren
John Morén. Denne var en av de mest framtri-
dande gestalterna inom svenskt kyrkomusikaliskt
reformarbete och en av de frimsta kinnarna
av den gammalkyrkliga musiken. Férmodligen
vicktes hir Otto Olssons intresse for den gre-
gorianska singskatten. Till den nybyggda Gustaf
Vasa kyrka kom Otto Olsson som vikarierande
organist i september 1906. Den 12 november
utsdgs han till ordinatie organist. Hir inledde
han ett fruktbirande samarbete med kétledaren
Carl Bohlin, och tillsammans bildade de fore-
ningen ”Kyrkomusikens vinner i Gustaf Vasa”.
Denna férening anordnade ett stort antal kyrko-
konserter dnda fram dll 1916, di forsamlingen
upphoérde att ekonomiskt stodja verksamheten.
Trots detta bakslag kom Otto Olsson att stanna
kvar i Gustaf Vasa under resten av sin aktiva tid
som kyrkomusiker. Han pensionerades i decem-
ber 1956 efter hela 49 ars trogen tjinst.

Redan som 14-aring borjade Otto Olsson
genom férmedling av Albert Lindstrom att

undervisa i piano och orgelharmonium. Mot
slutet av sin konservatorietid gav han iven lek-
tioner i harmonilira. I september 1908 anstall-
des han som bitrddande lirare i detta imne vid
musikkonservatoriet och elva 4r senare erhéll
han ordinarie tjénst. Under en lingre tid vika-
rierade han f6r den av sjukdom drabbade orgel-
professorn Gustaf Higg och efter dennes fran-
fille 1925 utnimndes han till larare i orgelspel.
Vid musikkonservatoriet kom han att utbilda en
hel generation svenska kyrkomusiker. En viss
ojimnhet i kvalitet kinnetecknade hans under-
visning: medan begéivade elever fick del av hans
generositet visade han mindre intresse f6r andra.
Hans respektingivande yttre och barskt faordiga
sitt paverkade ocksa bilden avhonom som lrare.
Av sina elever ansdgs han vara ”storre snille dn
pedagog”. Vid lektionerna spelades — foérutom
liturgisk musik — girna Bach och den franska
sekelskiftesrepertoaren liksom tyska romantiker.

Som konserterande otganist framtridde Otto
Olsson i offentliga sammanhang redan som
19-dring. I januari 1903 anordnade han sin f6rsta
egna orgelkonsert. Konserten dgde rum i Johan-
nes kyrka och pd programmet stod orgelkompo-
sitioner av Hindel, Mozatt (Fantasi f-moll K. 608),
Guilmant och Widor. Medverkade gjorde 4ven
tvd sangsolister. Denna konsert foljdes av ytter-
ligare tvé liknande evenemang i Johannes kyrka
(1904 och 1906) med vetk av Bach, Franck,
Rheinberger och Reger samt dven nigra egna




kompositioner. Vid sitt tilltride som organist i
Gustaf Vasa kyrka fortsatte han den konsertanta
verksamheten huvudsakligen dir. Repertoaren
kom med tiden att omspinna verk fran tidig
barock till samtida tonsittare som Vierne med
flera. Den franska orgellitteraturen beundrade
han fér dess klarhet men intog med tiden en allt-
mer kritisk hallning till nyare musik, framfor allt
den sa kallade nya saklighetens alster, vilka han
ansdg “’blodfattiga” och i avsaknad av innehall.
Som orgelsakkunnig féljde Otto Olsson i
stort den senromantiska linjen. Han var dock,
Ppé senare ar, inte frimmande for orgelrorelsens
idéer. Dessa tillimpade han emellertid med stor
urskillning och bibehéll en i grunden konserva-
tiv héllning. Sin egen orgel i Gustaf Vasa ansig
han, efter ombyggnaden av Setterquist 1915, vara
landets frimsta instrument. Han lit den med
tiden férses med mixturer och alikvoter i den
nya tidens anda, liksom han f6reslog en modest
omdisponering av flera andra sekelskiftesorglar.
Otto Olsson bérjade mycket tidigt att kom-
ponera och skrev “ofantliga massor” innan han
vagade visa det f6r ndgon. Emil Sjégren sig hans
stora talang och ing6t mod och sjilvfértroende
hos sin unge vin. Han férmedlade dven kontakt
med en dansk férlaggare. Bland Otto Olssons
kompositioner mérks en symfoni, ett rekviem, ett
Te Deum, strakkvartetter, pianostycken, két- och
solosanger samt en mingd otgelmusik. Under
fyra 4r uppbar han Statens tonsittarstipendium.

Akeerman & Lunds originalspelbord 1ill orgeln i
Gustaf Vasa kyrka fore ombyggnaden 1915.

The original keyboard to the Akerman and
Lund organ in the Gustay Vasa
chureh before the reconstruction in 1915.

Frin 1909 koncentrerade han sig pa att skapa
musik for kyrkan. Under manga ar var han
mycket produktiv och 1918 tillkom det verk som
fir anses bilda kronet pa hans kompositoriska
verksamhet: den vildiga Credo symphoniacum —
symfoni nr 2 for orgel. Efter detta 4r komponerade
han allt mindre. Detta hade férmodligen frimst
sin grund i en allt storre arbetsborda, men dven i
en allt obarmhirtigare sjilvkritik. Férutom upp-
gifterna i Gustaf Vasa kyrka och vid musikkon-
servatoriet upptogs hans tid av arbete i kyrko-
musikaliska nimnder och kommittéer samt med
diverse orgelbyggnadsprojekt. 1931 beskrev han
sig skimtsamt som en “drkebiskop i miniatyr
for kyrkomusik”. Ett allt stétre frimlingskap
infér den nya tidens kyrkomusikaliska strém-
ningar bidrog sikert dven till att hans kompo-
nerande avtog, Bland Otto Olssons sena kom-
positioner kan nimnas en strdkkvartett i a-moll
och en kantat f6r Maria Magdalena fSrsamlings
600-arsjubileum (1947). Stilistiskt férdndrades
inte hans tonsprik sirskilt mycket under dren —
han var och férblev sina ideal trogen. Mozart,
liksom de franska orgelmistarna och den grego-
rianska sdngen satte han hoégt. Av dessa forebil-
der formades hans stil: en romantik pa klassisk
grund utan sirskilda nationella drag.

Som minniska var Otto Olsson timligen tillba-
kadragen och kanske en aning osiker. Han var
ofta faordig men omvittnat rakryggad och trofast
och dgde ett utpriglat sinne for drastisk humor.

Otaliga ir de anekdoter som florerar om honom.
Hans har var kortsnaggat, blicken var klarbla
och han bar pincené. Han liste girna romaner,
spelade schack och fotograferade. Hans sprak
var mustigt och ofta kryddat med kraftuttryck.
Han nj6t av god mat och dryck och hans frin
borjan giingliga gestalt fick med tiden en pataglig
rondér. Otto Olsson gifte sig forsta gingen 1913
med Gerda Malmberg och andra gingen 1936
med Dagmar Wilén. Bida dktenskapen forblev
barnl6sa. Hans sista ar kom att priglas av sjuk-
dom och en kinsla av utanférskap. Otto Olsson
avled den 1 september 1964 i sin bostad pa Artil-
lerigatan. Vid begravningen den 13 september
i Gustaf Vasa kyrka spelade Nils Bjork enligt
Otto Olssons énskan sorgmarschen ur Beetho-
vens Eroicasymfoni samt mellanspelet ur kan-
taten Sangen av Wilhelm Stenhammar. Gustaf
Vasa kyrkokér sjéng under David Ahléns led-
ning Otto Olssons tonsittning av Davids 121
psalm och Salig den dig aldrig sviker.

Ralph Gustafsson




Musiken

PA DENNA INSPELNING iterfinns Otto Ols-
sons samtliga orgelkompositioner frin tiden mel-
lan 1903 och 1908 med undantag av Meditation
7 e-moll vilken av utrymmesskil fatt utgd. Den
ingdr ddrfor i nista volym. Liksom i den férsta
volymen har verken placerats i kronologisk ord-
ning. Stilen 4r vid denna tidpunkt fullt utveck-
lad, instrumentbehandlingen 6vetlidgsen och det
kontrapunktiska handlaget suverint. En tydlig
dualism i tonspriket mirks: lyriskt romantiska
kompositioner stir sida vid sida med stramt kon-
trapunktiska satser, ibland inspirerade av dldre
tiders vokalpolyfoni. De tekniska kraven pa exe-
kutéren dr ofta betydande. Den pedagogiska
ambitionen ar tydlig, liksom stravan att férse kyr-
komusiker med praktiskt anvindbart material.
Annu saknas gregorianska inslag i melodiken.

Otto Olssons instrument vid denna tidpunkt
var alla byggda av Akerman & Lund. Orgeln i
S:ta Maria Magdalena kyrka torde darfor vara ett
utmirkt medium att férmedla denna musik. D4
tita klangvaxlingar hor till stilen har det ansetts
6verflodigt att i detalj redovisa varje registrering,
detta for att inte tynga texten med en alltfér
stor mingd sakuppgifter. Switen for orgelharmoninm
spelas pa ett standardharmonium tillverkat av
Ostlind & Almqyist, den harmoniumfabrik dir
Otto Olsson vid tiden for verkets tillkomst fung-
erade som konsult.

Adagio Dess-dur
Senromantikens faiblesse f6t symfoniskt anlagda
adagiosatser avsatte en hel del spér i Otto Ols-
sons produktion. Adagio i Dess-dnr fran 1903 dr
ett exempel pd denna genre. Efter ndgra viskande
ackord pa voix céleste-registrering antyds kom-
positionens huvudtema i ett inledande pedalsolo.
Ett andra tema i kontrasterande A-dur presen-
teras och leder si smaningom fram till en stor
kulmination pa fullt verk. Musiken kommer till
ro och huvudtemat atervinder, forst i b-moll
men sedan ater i Dess-dur. Satsens andra tema
limnar material till en enstimmig coda och det
hela tonar bort i ett knappt hérbart pianissimo.

Svit G-dur

Den stora sviten i G-dur tillkom 1904. I detta verk
spelar inspiration fran éldre tiders orgelskapande
en viktig roll. Stilen 4r ren och kontrapunktiskt
konstfull. Otto Olssons registretingsanvisningar
har i den engelska utgavan (Augener, 1931) troli-
gen modifierats for att passa den brittiska orgel-
typen. I denna inspelning har en teranpassning
for svenska orglars klangliga egenskaper foretagits.

I den virdigt skridande Preludio presenteras
allt visentligt tematiskt material till de dérpa f6l-
jande satserna. I den klangfullt breda inledningen
hérs ett tema med fallande terser. Efter ett fuge-
rat avsnitt pi en kammarmusikaliskt sparsam

fléjtregistrering foljer ett koralartat motiv, fram-
buret av en ensemble bestiende av milda flojt-,
strik- och tungstimmor. Satsen mynnar ut i ett
stort crescendo.

Chorale bygger pa det tidigare presenterade
koralmotivet. Melodin spelas forst i en enkel fyr-
stimmig harmonisering och upprepas omedel-
bart i en nigot rotligare trestimmig drikt. Efter
ett mellanspel i Fiss-dur f6ljer ett antal variatio-
ner. Registreringsforslaget 32. 16. 8 ft” i pedal,
?Tuba” i vinster hand och “Full swell” i héger
torde inte hirrora frin Otto Olsson. Ett mellan-
spel i b-moll och sex ittondelstakt med mjukt
flytande sextondelstrioler bildar kontrast genom
sin milda karaktir. En underliggande oro anas
dock genom de komplicerade rytmiska monst-
ren. Efter ett kort avbrott med kraftfulla ackord
och kadensartade girlander leder en stegring
fram till en sista variation med cantus firmus
i vinsterhanden ackompanjerat av virtuosa sex-
tondelar i 6verstimman. Ett kort crescendo for
fram till en h6jdpunkt vid den avslutande codans
inledning. Musiken tonar ner och slutar i piano.

Fugans mijukt fallande tema dr hdmtat frin
forsta satsens inledande motiv. Det beledsagas
av ett kontrasubjekt med karaktéristiska septima-
sprang. Satsen botjar enkelt men efterhand titnar
fakturen och tonspriket firgas alltmer av kro-
matik,

Cangonans enkelt skona melodi ackompanje-
ras av imiterade klockklanger. Den presenteras

inledningsvis av dubbelfl6jt i férsta manualen,
gedackt i pedalen och klarinett i andra manualen.
Klangen vixer och fargliggs med orgelns strik-
stimmor, fOr att ater sjunka tillbaka och limna
plats f6r “klockklang” med melodi p4 mjuka 16-
och 8-fotsstimmor i pedalen. Ljusa striktoner
avslutar satsen.

Ricercata ir ett kontrapunktiskt méstarprov i den
hogre skolan. Hir samlar Otto Olsson ihop allt
tematiskt material och kombinerar det pi det
mest konstfulla sitt. Savil tonsprak som hantverk
f6r tankatna dll rendssansens vokalpolyfoni.

Marche solennelle

Marche solennelle komponerades 1906 dia Otto
Olsson vikatierade som organist i Hedvig Eleo-
nora kyrka. KKompositionen existerar i tva ver-
sioner: en i f-moll och den hir inspelade i g-moll.
Anledningen finns att soka i den davarande
Hedvig Eleonora-orgelns begrinsade omfing.
Formen 4r den klassiska sonatformen och ton-
spriket patagligt utdtriktat med ett heroiskt kraft-
fullt huvudtema, festligt smattrande fanfarer och
ett smiktande lyriskt sidotema.

Fem pedalstudier
Fem pedalstudier komponerades troligen 1906 och
kom i tryck pé det tyska fotlaget Friedrich Hof-
meister 1907. Otto Olssons pedagogiska intresse
ar vil kint och resulterade i ett antal verk med
ambitionen att fokusera pé specifika speltekniska




problem liksom ovanliga spelarter, t ex spel med
tummarna pa en underliggande manual. Pedalstu-
dierna dr, i likhet med Gvriga verk i denna gente,
inte endast Gvningsstycken utan kompositioner
med musikaliska ambitioner men var och en med
uppmirksamheten riktad pé en viss teknisk svi-
righet. En jaimf6relse med Chopins pianoetyder
ligger nira till hands. Otto Olsson anvinde flitigt
sina pedalstudier i undervisningen.

Nr 1 Allegro (Legato) ir tredelad dll formen
dir ytterdelarna bygger pd en genomgiende sex-
tondelsrorelse i pedalen Gver vilken komponis-
ten spinner en fugerad sats i linga linjer. Mellan-
delen bestir av ett stindigt modulerande manua-
literparti med bérjan i parallellitonarten.

Nr 2 Andantino (Arpeggios) ir en Gvning i att
spela brutna ackord i pedalen med upprepad
korsning av benen. En lyrisk melodi pa strik-
stimmor ackompanjerar. Nagra korta solopat-
tier for flite harmonique kan horas.

Nr 3 Andantino (Forberedande dubbelgreppsivning)
ar skriven med avsikt att Gva upp ett avancerat
td-hil-spel. En jaimnt flytande rorelse i pedalen
atfoljs diskret av en lugn harmonisk bakgrund
i manualen. I mellandelen fir manualen en mer
framtridande roll.

Nr 4 Andante con moto (Dubbelgrepp) it en etyd
for ackordspel i pedalen. I det tidiga 1900-talets
organisters orkesterorienterade klangvirld kan
man likna manualsatsen vid arcospelande violi-
ner och violor och ackorden i pedalen vid en

pizzicatospelande violoncellkvartett. Mellande-
len i den tredelade formen utgérs av ett solo
for pedal.

Nr 5 Allegro moderato (Staccato) ir en avance-
rad artikulationsstudie. Kompositionen inleds
kraftfullt och rytmiskt vitalt med korta ackord
i manualen och en livfull och virtuos pedal-
stimma. I ett lugnare mellanavsnitt 16per en
genomgiende triolrorelse i pedalen ver manu-
alens singbara Overstimma och skont under-
stoédjande harmonik. Inledningens staccatoack-
otd aterkommer innan den kadensartade codan
tar vid.

Svit for orgelharmonium
For det populira orgelharmoniet komponera-
des en hel del musik runt forra sekelskiftet.
Otto Olssons svit frin 1908 hor tll de vikti-
gaste bidragen till denna repertoar pi svenskt
omrade. Harmoniets typiska delning av manua-
len i en bas- och en diskantdel med tillhérande
register, sa kallade “spel”, utnyttjas hir inte i
ndgon storre utstrickning, Satserna 4r utférbara
pa orgel, dven om de tvé sista uppvisar en typiskt
harmoniummassig faktur. Nigra av satstitlarna

for tankarna till barockens klavérsviter.
Preludinm ir, liksom svitens Svriga satser, skri-
ven i A-B-A-form. Den linga orgelpunkten ska,
enligt notbildens anvisning, astadkommas genom
att tangenten faststickes med en blyertspenna
eller liknande. Over denna utdragna baston 161

sig en ling fallande melodilinje ackompanjerad
av stigande D-durskalor. Mellanavsnittets naiva
charm bildar en vilgérande kontrast till den
nagot neutrala inledningen.

Saraband inleds arkaiserande men blommar ut
i en skon romantisk kantilena i kompositionens
mellandel.

Trio far med sina rastlésa attondelstrioler en
flyktig karaktir. Ett kort imiterande avsnitt utgor
satsens B-del.

Adagio finns iven i en tidigare version for orgel,
daterad 24 februari 1905. Satsen tycks emeller-
tid idiomatisk fér just harmoniet med dess rika
nyanseringsméjligheter och intima ton. Anvis-
ningen “med baskoppel” avser enligt orgelver-
sionen 16-fotsklang dven i diskanten.

Marschutkom dven sepatat i samlingen ”Favo-
ritmarscher fér orgelharmonium” pa Dahlstréms
forlag. Pestliga punkterade rytmer, djirva modu-
lationer och en singbart insmickrande mellandel
g6r marschen till ett tacksamt repertoarnummer
for harmoniumspelaren.

Cantilena
Cantilena komponerades 1908 och skiljer sig fran
de flesta andra langsamma och meditativa karak-
tirsstycken genom att stilla ovanligt hga krav pa
exekutoren. I den tredelade liedformen kinne-
tecknas ytterdelarna av varm uttrycksfull melo-
dik i en rik harmonisk drikt. Mellandelen ir
komplicerad med polyrytmik, dubbelpedal och

spel med samma hand pi tvd manualer samti-
digt. Registreringen ir kammarmusikaliskt spar-
smakad: oboe i manual III, klarinett i manual
11, borduna 8 fot i manual I samt gedackt 8 fot
(senare med ekobas 16 fot) i pedalen.

Pastoral

Pastoral dr ett verk av ansenliga dimensioner,
koncipierat i en form liknande den traditionella
sonatformen. Tillkomstaret 4r 1908. Huvudte-
mat” har nastan folkmusikaliskt visartad karaktir.
Det presenteras forst pd gamba 8 fot och uppre-
pas omedelbart pa gemshorn. Som ”sidotema”
kan en arabeskliknande flojtmelodi betraktas.
Den lyriska atmosfiren limnas tillfilligt under
’genomforingsdelen”, dir en dramatisk utveck-
ling dger rum. Kompositionen ér originell och
torde vara en av de mest symfoniskt anlagda pas-
toralerna i hela orgellitteraturen.

Tolv orgelstycken éver koralmotiv
Dessa stycken komponerades 1908 men publice-
rades forst 1936. Den ursprungliga titeln pa sam-
lingen var Tolv introituspreludier. Det 4r hir inte
friga om koralbearbetningar i vanlig mening,
utan snarare fria fantasier 6ver nigon eller nigra
av respektive korals fraser. Undantag utgér Nydr
dir hela cantus firmus genomfors samt Lazgfre-
dag dir anknytning till koral helt saknas. Psalm-
numren i titlarna syftar pa 1819 4rs psalmbok.

Nr 1 Advent Ps 53 Bereden vig for Herran byg-




ger pa koralens forsta fras i kombination med
en uppitgiende skalrorelse. Aven andra motiv
fran koralen skymtar forbi. Karaktiren ir hog-
tidlig,

Nr 2 Jul Ps 55 Var hilsad, skina morgonstund
inleds klangfullt och rytmisk fritt pa ett sitt som
for tankarna till klockklang. Motiv frin koralen
intrader forst ganska sent i kompositionen.

Nr 3 Jul Ps 63 Av himlens hijd oss kommet ér
6ppnar med koralens tvd fOrsta fraser i pedalen
och kommenterande ackord i manualen. Forsta
frasen upprepas i E-dur 6ver en orgelpunkt
innan en del motviskt arbete vidtar. Den f6rsta
frasen aterkommer strax innan slutet.

Nr4 Nydir Ps 66 Si, Jesus dr ett tristikt namn i en
orgelkoral av klassiskt snitt dir hela melodin finns
med. Varje fras omges av en fti ritornell.

Nr 5 Trettondedagen Ps 50 Firlossningen dr vunnen
ir en idyllisk julpastoral. Ett vaggande tema i sex-
fjirdedelstakt inleder. Koralen upptrider forst i
pedalen i linga notvirden. Ett bredare avsnitt
leder fram till en héjdpunkt, efter vilken musiken
snart aterfar sin rofyllda karaktir.

Nr 6 Botdagen Ps 384 Herre, dig i nad firbarma
behandlar endast koralens forsta fras. Kompo-
sitionen beskriver en bigform med koralfrasen
i durvariant som kulmen. Avslutningen har hir
registrerats som en dialog mellan olika stim-
grupper.

Nr 7 Langfredag dr en fri fantasi Sver eget
tematiskt material. Karaktiren 4r sorgsen och

priglas av linga uthéllna bastoner, synkoperade
rytmer, férhallningar och tita imitationer.

Nr8 Pisk Ps 102 Vad ljus Gver griften botjar med
en trangforing av koralens tvi forsta fraser i for-
tissimo. En synkoperad skalrérelse bildar, jimte
motiv frin koralen, material f6r kompositionens
fortsittning;

Nr 9 Kristi Himmelsfirdsdag Ps 113 Till hirlig-
betens land gen ir en romantisk meditation &ver
psalmtextens innehdll. Ur koralens forsta fras
spinns linga uttrycksfulla melodibigar av sill-
synt skénhet.

Nr 10 Pingst Ps 134 Kom Helge Ande, Herre
Gud! presenterar koralens férsta fras unisont.
Den spelas hir i ”fritt tempo”. Direfter vidtar en
komplicerad sats 4 la Reger. Ett stort crescendo
leder fram till en vildig kulmination med koral-
frasen i Fiss-dur.

Nr 11 Heliga Trefaldighetssindag Ps 22 Gud trefal-
dig, statt oss bi far med sina lugna stegvisa rérelser
en nirmast arkaiserande karaktir. Ett kontinuer-
ligt crescendo genom kompositionens férsta del
bygger upp en majestitisk vision av Treenigheten.

Nr 12 Tacksdgelsedagen Ps 16 Min sjil skall lova
Herran inleds miktigt med stora ackord och dub-
belpedal pd fullt verk. Efter ett modulerande
avsnitt med nagra av koralens fraser vidtar en
slank triosats med koralen i tenorlige. Ett stort
crescendo genom de sista takterna leder fram till

slutackordet. R
Raiph Gustafsson
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Otto Olsson (i mitten) pa besk hos en god viin, Joel Lundegdrd och hans famil), i Sméland.
Bilden dr troligen tagen 1908.

Otto Olsson (in the middle) during a visit to his good friend Joel Lundegérd and his family in Smdland.
The pictnre was probably taken in 1908.
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Otto Olsson

OTTO E. OLSSON was born in Gamla Stan in
Stockholm on 19 December, 1879, the eldest of
two brothers. His father served as coachman and
caretaker at Bukowski’s, the famous art dealers,
After a few years, the family moved to Blasie-
holmen (also in Stockholm) where his mother
opened a dairy shop. She was deeply religious
and a member of the Evangelical Patriotic Foun-
dation. Though she was not educated musically,
she had a great deal of musicality in her. Otto
Olsson often accompanied his mother to church
on Sundays, mostly to the Blasieholm Church,
now demolished. At an eatly age, he was moved
by the music he heard. The organist was Albert
Lindstrém, one of Stockholm’s most respected
church musicians. He was also to become Otto
Olsson’s first piano, music theory and organ
teacher. Despite modest financial resources, his
mother was eager to enable her son to develop his
talent. At the age of 14, Otto Olsson was taken
on as a pupil at the Musical Academy’s conserva-
tory. His organ teacher there was August Lager-
gren. After two years, he passed his organist’s
exam after which he continued studying coun-
terpoint, composition and instrumentation for
Joseph Dente. These studies ended with the per-
formance of the first movement of his yet unfi-
nished orchestral symphony at the conservatory’s
public audition in December 1901.

In 1897, an event of considerable impor-
tance to Otto Olsson’s development occurred:
one sunny spring Sunday, he met the organist
of Johannes Church, Emil Sjégren — a compo-
ser well-known in the musical circles of Stock-
holm. A warm friendship grew and Sjégren was
to become an important inspiration to the young
Otto Olsson:

“One day, as we were going home from church after
high mass he said: “Come home with me and bring
Jyour compositions — 1 want to see them”. (...) I soon
Sound myself sitting at the Bliithner grand piano, play-
ing my compositions to an attentive, interested andience. 1
enjoyed hearing Sjggren’s accurate remarks, bis encourag-
ing words and sympathetic attitnde.”

Being with Sjégren was probably a welcome
break from Dente’s more academic teaching
Also, Otto Olsson was given the opportunity to
present his compositions to a public.

“T remember a private concert at bis [Sjogren’s)
home, where my compositions alone were performed in
Sfront of a gathering of invited guests. A piano quintet,
a violin sonata, piano pieces and songs were performed,
interspersed with kind remarks by Sjigren. (...) Some-
times Sjagren and I would amnse ourselves by improvi-
sing alternately at the piano. He wonld start and when it
was at its best he would nod to me to take over immedia-
tely. The object was to carry on the idea be had begun.
And vice versa. Sometimes it was successful, other times
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not. “Only mediocrities play well all the time”, Sjigren
would say.”

Otto Olsson often substituted at different
churches in Stockholm at this time, particularly
for Emil Sjégren at the Johannes church, but also
at St Jacob’s church, where his former teacher
Albert Lindstrém was serving as organist since
1891. In May 1905, Olsson was given a position
as organist at the Stefan church and in June 1906,
he substituted for a long period at Hedvig Eleo-
nora church, where the choir leader John Morén
also served. The latter was one of the most pro-
minent personalities involved in the reformation
of Swedish church music and one of the grea-
test authorities on ancient church music. This
is probably where Otto Olsson’s interest in the
treasures of Gregorian chant was awoken. Otto
Olsson came to the newly built Gustaf Vasa
church as substituting organist in September,
1906. On 12 November, he became permanent
organist. He initiated a fruitful cooperation with
Catl Bohlin, the choir leader and together they
created the foundation “Friends of church music
at Gustaf Vasa”.

This foundation was to organise a great number
of church concerts until 1916 when the patish
stopped funding the foundation. Despite this dis-
appointment, Otto Olsson was to stay at Gustaf
Vasa during the rest of his active time as a church
musician. He retired in December 1956, after 49
years of loyal service.

As a fourteen-year-old Otto Olsson already
started to teach the piano and the harmonium,
through recommendation by his teacher Albert
Lindstrom. Towatds the end of his time at the
conservatory he also gave lessons in harmony.
In September 1908, he was employed as assis-
tant teacher of that subject at the conservatory
and eleven years later he was to be given a per-
manent position. For a long time, he substituted
for the sickly organ professor, Gustaf Higg, and
was appointed organ teacher when Higg died in
1925. At the consetvatory, he fostered a whole
generation of Swedish church musicians. A cer-
tain unevenness was characteristic of the quality
of his teaching: where talented pupils bene-
fitted from his generosity, others were shown
less interest. His imposing appearance and his
harsh laconic ways tainted the image of him as
a teacher. His pupils regarded him “a greater
genius than a teacher”. Besides liturgical music,
Bach, the French repertoire from the turn of the
century and German romantic composers were
readily played during the lessons.

Otto Olsson appeared before a public as a
performing organist already at the age of nine-
teen. In January 1903 he organised his first own
organ concert. The concert took place in the
Johannes church and the programme included
compositions by Handel, Mozart (Fantasy in F
minor, K. 608), Guilmant and Widor. Two singers
also took part. This concert was followed by yet




two similar events at Johannes (1904 and 1906)
with works by Bach, Franck, Rheinberger and
Reger as well as some of Olsson’s own compo-
sitions. As soon as he became organist at Gustaf
Vasa church he mainly carried on the concert-
giving activity there. His repertoire was gradu-
ally to span from early baroque works to con-
temporary composers such as Vierne and othets.
He admired French organ literature for its clar-
ity but was to become increasingly critical to
newer music, chiefly to the works in the spirit of
the so called “neue sachlichkeit” (the neo-clas-
sical style), which he considered “anaemic” and
devoid of content.

As an organ expert, Otto Olsson was largely
a follower of the late romantic style. In later
yeats, though, he was not a stranger to the
organ reform’s ideas. He applied these with great
discernment however, and essentially remained
conservative. After the reconstruction by Set-
terquist in 1915, he regarded his own organ at
Gustaf Vasa to be the country’s best instrument.
With time, he had it fitted with mixture stops
and high-pitched overtone stops in the spirit of
the day, and he suggested a slight redisposition
of several other organs from the turn of the
century.

Otto Olsson started composing at a very eatly
age and wrote a “tremendous amount” before
he dared show it to anyone. Emil Sj6gren saw
his great talent and infused courage and self-

confidence in his young friend. He also put him
in touch with a Danish publisher. Among Otto
Olsson’s works there is a symphony, a requiem,
a Te Deum, string quartets, piano pieces, choral
and solo songs and a great deal of organ music.
During four years he received a composers’ grant
from the Government. From 1909, he concen-
trated on creating music for the church. During
many years he was very productive and in 1918
he composed the wotk that was to crown his
activity as a composer: the great Credo symphonia-
cum — Organ symphony No. 2. After this year, he
composed less and less. This was probably due
to a greater work load, but also to an increas-
ingly unmerciful self criticism. Apart from the
duties in Gustaf Vasa church and at the con-
servatory he was occupied with church music
boards and committees, and with various organ-
building projects.

In 1931, he jokingly described himself as
the “miniature archbishop of church music”.
An increasing alienation to the new streams in
church music probably also contributed to his
silence. Among Otto Olsson’s later composi-
tions are a string quartet in A minot and a can-
tata for the 600th anniversary of Matia Magda-
lena parish (1947). The style of his tone langu-
age hardly changed during the years — he was
and remained true to his ideals. He highly regar-
ded Mozart, the French organ masters and Gre-
gorian chant. His style was formed by these

models: romanticism on a classical base with no
particular national traits.

As a person, Otto Olsson was rather with-
drawn and perhaps slightly unsure. He was often
laconic but reputedly straight and loyal and had a
very pronounced drastic sense of humour. Many
anecdotes about him prevail. He had a crew cut,
his eyes were icy blue and he wore a pince-nez.
He delighted in novels, played chess and photo-
graphed. His language was coarse, often strewn
with cursing. He enjoyed good food and drink,
and his at first lanky stature acquired considera-
ble roundness with time. In 1913, he got married
a first time to Gerda Malmberg, and a second

time in 1936 to Dagmar Wilén. Both marriages
remained childless. His last years were marked by
illness and a feeling of exclusion. Otto Olsson
died on 1 September 1964 in his home on Artil-
lerigatan. At the funeral on September 13 in
Gustaf Vasa church Nils Bjétk played, according
to Otto Olsson’s request, the funeral march from
Beethoven’s Eroica symphony and the interlude
of the cantata Sdngen (The Song) by Wilhelm
Stenhammar. Gustaf Vasa church choir sang
Otto Olsson’s version of David’s 121st psalm
and the hymn Salig den dig aldrig sviker, directed by
David Ahlén.

Ralph Gustafsson

The music

THIS RECORDING compiles all of Otto Olsson’s
organ music from 1903 to 1908, with the excep-
tion of Meditation in E minor which has been
excluded due to lack of space. It will be included
in the next volume. As in the first volume, the
works are listed chronologically. By this point,
Olsson’s style was fully developed, his use of the
instrument superior and his handling of counter-
point supreme. In the tonal language, a clear dua-
lism can be noted, contrasting lyrically romantic

compositions with tight counterpoint, someti-
mes inspired by the vocal polyphony of older
times. The technical demands on the interpreter
are frequently exacting. A pedagogical ambition
is clear, as is the effort to provide church musici-
ans with useable material. As yet, Gregotian ele-
ments do not appeat in the music.

At the time, Otto Olsson’s instruments were
all built by Akerman & Lund, which is why the
organ in St Maria Magdalena Church should be
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an excellent medium for this music. So as not
to burden the text with too much factual detail,
it has been deemed unnecessary to account for
each register in detail, as frequent sound chan-
ges are part of the style. The suite for organ
harmonium is played on a standard harmonium
built by Ostlind & Almqvist, the harmonium
manufacturers for which Olsson was working
as a consultant during the period the work was
written.

Adagio in D flat major

The fondness for symphonically imbued adagio
movements that prevailed during the late roman-
tic period set its mark in Otto Olsson’s pro-
duction. The 1903 Adagio in D flat major is an
example of this genre. Following some whis-
peting chords in voix céleste registet, the main
theme of the piece is suggested in an introduc-
tory pedal solo. A second theme in contrasting
A is presented and eventually leads to a great,
full register culmination. The music abates and
the main theme returns, first in B minor but later
in D flat major again. The movement’s second
theme gives material for a one-part coda, and all
dies down in a barely audible pianissimo.

Suite in G major
The great Suite in G major was written in 1904.
In this work, inspiration from organ works from
older times plays an important part. The style is

pure and the counterpoint artful. In the British
edition (Augener, 1931), Otto Olsson’s registra-
tion marks have been modified, presumably to
fit British organ types. In this recotding, a re-
adaptation for the sound properties of Swedish
organs has been made.

In the Preludio, which proceeds at a dignified
pace, all essential thematic material for the fol-
lowing two movements is introduced. Through
the tonal breadth of the introduction, a theme
of falling thirds is heard. After a fugue section in
flute register in sober chamber music style, there
follows a choral motive, borne by an ensemble
of mild flute, string and reed stops. The move-
ment develops into a great crescendo.

Chorale is built on the choral motive presented
earlier. The tune is first played in a simple four-
part harmony and immediately repeated in a
somewhat livelier three-part form. A number of
variations follow after a bridge in F sharp. The
registration suggestions of ?32.16.8 ft” on pedal,
”Tuba” in the left hand and ”Full Swell” in the
right are probably not originally Otto Olsson’s.
A bridge in B minor and 6/8 time with softly
flowing semiquaver triplets forms a contrast
through its mild character. Nevertheless, an
underlying anxiety can be perceived through the
complicated thythmic patterns. After a short
break with powerful chords and cadence-like
adornments, the music builds up to a final vari-
ation consisting of a cantus firmus in the left

hand and virtuoso semiquavers in the upper
part. A short crescendo leads to a culmen with
the introduction of the final coda. The music is
toned down and finishes in piano.

The softly descending theme in the Fugre is
drawn from the introductory theme to the first
movement. It is accompanied by a counter-
subject with characteristic seventh leaps. The
movement begins simply but develops into a
tighter structure and the tonal language becomes
increasingly chromatic.

The simple beauty of the Cangona melody is
accompanied by imitated bells. It is introduced
by double flute in the first manual, gedackt in the
pedal and clarinet in second manual. The sound
grows and is coloured by the organ’s string parts,
only to recede in favour of “bells” with the
melody in soft 16 and 8 foot parts in pedal. The
movement is ended by light string tones.

The Ricercata is a mastetly counterpoint exam-
ple of the higher school. Here, Olsson collects
all the thematic material and combines it in the
most artful way. Both the tonal language and the
craft are suggestive of the vocal polyphony of
the Renaissance.

Marche solennelle
Marche solennelle was written in 1906, when Otto
Olsson was filling in as organist in Hedvig Eleo-
nora Church. The piece exists in two versions:
one in F minor, and another in G minor, which

has been used for this recording. The reason
for this is to be found in the limited scope of
the organ in Hedvig Eleonora at the time. The
form is classical sonata and the tonal language
is markedly externalised with a heroically power-
ful main theme, festive rattling fanfares and a
witheringly lyrical side theme.

Five Pedal Studies

The Five Pedal Studies were probably written in
1906 and were printed by the German publisher
Friedrich Hofmeister in 1907. Otto Olsson’s
pedagogical interests are well recorded, and
resulted in many works written with the ambi-
tion of focusing on specific technical problems
and unusual playing styles, such as that with
the thumbs on an underlying manual. Like the
other works in this genre, the pedal studies are
not only practising pieces but compositions with
musical ambitions, in which a certain technical
complication is highlighted. A comparison with
Chopin’s piano etudes can be made. Otto Olsson
diligently used his pedal studies in his teaching;

No. 1 Allegro (Legato) is formally in three
sections, where the outer sections build on a
semiquaver movement in the pedal throughout,
above which the composer spins a fugued move-
ment in long lines. The middle section consists
of a constantly modulated manual part starting
in the parallel key.

No. 2 Andantino (Arpeggios) is an exercise in
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playing broken chords in the pedal with repea-
ted crossing of the legs, accompanied by a lyri-
cal tune on string parts. Some short solo bits for
flite harmonique can be heard.

No. 3 Andantino (Preliminary exercise in double
p) was written with the purpose of practising
an advanced toe/heel style of playing. An evenly-
flowing movement in the pedal is discreetely fol-
lowed by a calm, harmonious background in
manual. In the middle section, the manual is
given a more prominent role.

No. 4 Andante con moto (Donble Grip) is a study
for chord playing in the pedal. In the orchestral
tonal world of early 20th century otganists, the
manual part can be likened to atco-playing vio-
lins and violas, and the pedal chords to a pizzi-
cato-playing cello quartet. The middle section in
the three-part piece consists of a pedal solo.

No. 5 Allegro moderato (Staccats) is an advanced
study in articulation. The piece is powerfully
introduced and rhythmically vital, with short
chords in manual and a lively virtuoso pedal patt.
A triplet movement in the pedal runs throughout
the calmer middle section, over the manual’s
song-like upper part and supporting harmony.
The introductory staccato chord returns before
the cadence-like coda takes over.

Suite for Harmonium
At the turn of the century, quite a lot of music
was written for the popular harmonium. In

Sweden, Otto Olsson’s 1908 Suite is one of the
most important contributions to this repertoite.
The typical division of the manual into bass and
treble, with the registers that go with them, is not
much used here. The movements can be produ-
ced on the organ, even though the last two are
typical examples of harmonium facture. Some
of the titles for the movements evoke Baroque
keyboatd suites.

Like the other movements of the suite, Pre-
ludinm is written in an A-B-A form. According
to the notation, the long organ point is to be
achieved by holding the key down with a pencil
ot something similar. Over this long-drawn bass
tone runs a long descending melody line accom-
panied by ascending scales in D major. The naive
charm of the middle section forms a beneficial
contrast to the somewhat neutral introduction.

Saraband is introduced atchaically, but blooms
into a beautiful romantic cantilena in the middle
section.

Trio, with its restless quaver triplets, has a
flighty character. A short imitative section makes
out the second section of the movement.

Adagio also exists in an eatlier version for
organ, dated February 24th 1905. However, this
movement seems idiomatic to the harmonium,
with its rich nuances and intimate tone. In the
otgan version, the notation suggests 16-foot
tone also in the treble.

The March was also published separately in
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the collection Favoutrite Marches for Harmo-
nium Organ, published by Dahlstrom. Festive
pointed rhythms, bold modulations and a singa-
ble, charming middle section make the march a
gratifying repertoire number for the player.

Cantilena

Cantilena was written in 1908, and differs from
most other slow, meditative character pieces by
making extremely high demands on the player. In
the three-section Lied form, the outer sections
are characterised by warmly expressive music in
rich, harmonic dress. The middle section is com-
plicated, with polyrhythm, double pedal and play-
ing with the same hand on two manuals simul-
taneously. The register is imbued with chamber
music austerity: Oboe in manual 111, clarinet in
manual 11, borduna 8-foot in manual I, and in
the pedal gedackt 8-foot, later with 16-foot echo
base.

Pastoral
Pastoral is a wotk of considerable proportions,
the concept of which lies in a form not remote
from the sonata. It was written in 1908. The
main theme has an almost folk music-like cha-
racter. It is first presented on gamba 8 foot and
immediately repeated on gemshorn. As a side
theme, an arabesque-like flute melody can be
heard. The lyrical atmosphere is temporarily left
aside during the “execution section”, where a

dramatic development is taking place. The piece
is original, and may be one of the most sympho-
nic pastorals in the entire organ canon.

Twelve Organ Pieces Over
Choral Themes

These pieces were written in 1908 but first
published in 1936. The original title was Tiwe/ve
Introitus Preludes. These ate not choral adapta-
tions per se, but free fantasies of a phrase or
phrases of each choral. New Year is an excep-
tion, where the whole cantus firmus is executed,
and Good Friday, which beats no relation to the
choral. The hymn numbers in the titles refer to
the 1819 hymnary.

No. 1 Advent Hymn 53 Bereden vig for Herran
is built on the first phrase of the choral, combi-
ned with an ascending scale movement. Other
themes from the choral are glimpsed. The cha-
racter is solemn.

No. 2 Christmas Hymn 55 Var hilsad, skona nor-
gonstund is introduced with rich tonal quality sug-
gestive of bells. Themes from the choral only
intervene quite late in the piece.

No. 3 Christmas Hymn 63 Av himlens hijd oss
kommet dr opens with the two first choral phrases
in the pedal and commenting chords in manual.
The first phrase is repeated in E over an organ
point before some theme work takes over. The
first phrase returns just before the ending.

No. 4 New Year Hymn 66 Si, Jesus dr ett tristrikt
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namn is a classic organ choral in which the whole
tune is included. Each phrase is flanked by a free
ritornelle.

No. 5 Epiphany Hymn 50 Firlossningen ar vinnen
is an idyllic Christmas pastoral. A cradling theme
in 6/4 time introduces the piece. The choral first
appears in the pedal in long notes. A broader
section leads to a culminating point, after which
the music is soon restored to its tranquil charac-
ter.

No. 6 Botdagen Hymn 384 Herre, dig i nad for-
barma only treats the first phrase of the choral.
The piece describes an arc, culminating in the
choral phrase in major. The ending is registered
as a dialogue between different parts.

No. 7 Good Fiiday is a free fantasy on personal
thematic matetial. The character is sorrowful,
and distinguished by elongated bass tones, syn-
copated rhythms, relations and close imitation.

No. 8 Easter Hymn 102 Vad [jus ver griften starts
with a fortissimo condensation of the first two
choral phrases. A syncopated scale movement
begins alongside themes from the choral which
form the material for the continuation of the
piece.

No. 9 Ascension Day Hymn 113 Till hérlighetens
land igen is a romantic meditation on the lyrics
of the psalm. Long melodious strains of rare
beauty are spun from the first phrase of the
choral.

No. 10 Whitsun Hymn 134 Kom Helge And,

Herre Gud! introduces the first phrase of the
choral in unison, played in free tempo. After
that, a complicated Reger-style movement takes
over. A great crescendo leads to a huge culmina-
tion with the choral phrase in F sharp.

No. 11 Holy Trinity Sunday Psalm 22 Gud tre-
Jaldig, statt oss bi has an archaic flavour with
its calm, progressive movements. A continuous
crescendo that runs through the first section
builds a majestic vision of the Trinity.

No. 12 Thanksgiving Psalm 16 Min sjil skall
lova Herran has a mighty introduction with large
chords and double pedal on full work. After a
modulating section with some of the phrases of
the choral, a slim trio movement with the choral
in tenor takes over. A great crescendo through
the last bars leads to the final chord.

Ralph Gustafsson
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Otto Olssons orglar, 1903-1908

The organs of Otto Olsson, 1903-1908

Manual I
Principal 16’
Principal 8
Gamba 8
Halflojt 8
Dubbelflojt 8
Oktava 4’
Oktava 2’
Grand Cornet 5 kot
Trumpet 16’
Trumpet 8

Manual II
Borduna 16’
Principal 8
Dolce &

Flate harmonique 8

Borduna &

Flute octaviante 4’

Cornet 3 kor
Corno 8
Manual IIT
Basetthorn 8

Violin 8
Salicional 8

Voix céleste 8

Ré¢flsjt 8

Flite harmonique 4’

Waldflsjt 2’
Euphone 8
Pedal
Principal 16’
Subbas 16

Kvinta 10 2/3

Johannes kyrka (Stockholm), Akerman & Lund 1890

Violoncelle 8
Oktava 4
Kontrabasun 32’
Koppel: 1/P 11/P 1II/P
P4/P1/111/1111/11
I4/114 /1 16 /10
Mezzopiano, Mezzo-
forte, Forte, Tutti
Crescendo for
Manual 11T
Rullsvillare

S:t Jacobs kytka (Stockholm), P Z Strand 1840, P L Akerman 1862, Akerman & Lund 1892-93

Manual I
Borduna 16
Principal 8
Gamba 8
Flate harmonique 8
Qvinta 6’
Octava 4
Flojt 4
Qvinta 3’
Octava 2’
Schatf 3 kor
Trumpet 16’
Trumpet 8’

Manual II
Borduna 16
Principal 8
Basetthorn 8
Fugara 8
Rérflsje 8
Octava 4’
Halflojt 4
Qvinta 3’
Octava 2’
Cornett 3 kor
Dulcian 16’
Corno 8

Manual III
Harmonica 8
Salicional 8
Angelica 8
Principal 4’
Gamba 4’
Flojt 4
Waldflojt 2
Euphone &
Pedal
Principal 16’
Violon 16
Subbas 16’

Qvinta 12’
Violoncelle 8
Gamba &
Octava 4
Kontrabasun 32’
Basun 16’
Trumpet 8
Clairon 4’
Koppel: 1/P II/P
11I/P I1/1 111/1
111/11
Crescendo for
Manual I11
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Stefanskyrkan (Stockholm), orgelharmonium av okint fabrikat.
Harmonium by unknown maker.

Hedvig Eleonora kyrka (Stockholm), P L Akerman 1868

Manual I

Borduna 16’
Principal 8

Gamba &

Flate harmonique 8’
Borduna 8

Octava 4’

Octava 2’

Cornett 3 kor
Trumpet 16’
Trumpet 8
Manual 11
Principal 8
Salicional 8’
Rorfloje 8

Flite octaviante 4

Euphone 8
Trumpet 8’
Pedal
Subbas 16’
Violon 16’
Quinta 12
Violoncelle 8
Gedackt 8

Octava 4’

Basun 16
Trumpet 8’
Koppel: I/P I1/P
P4/PII/114°/1
1116°/1
Crescendo for
Manual 1T

Gustaf Vasa kyrka (Stockholm), Akerman & Lund 1906

Manual I
Principal 16’
Borduna 16
Principal 8
Gamba &
Dubbelflsjt 8
Qvinta 6’
Octava 4’
Qvinta 3’
Octava 2’
Mixtur 3 kor
Trumpet 16’
Trumpet 8

Manual II
Borduna 16’
Principal 8’
Fugara 8
Flate harmonique 8’
Gamba 4’
Gemshorn 4’
Flageolet 2’
Cornet 3 kor
Dulcian 16’
Clarinette 8
Manual IIT
Basetthorn 8
Violin 8

Salicional 8
Voix céleste 8
Rotflojt 8
Salicet 4’
Flate octaviante 4’
Waldflsjt 2’
Oboe 8
Euphone &
Pedal
Principal 16
Subbas 16’
Violon 16’
Qvinta 12’
Violoncelle 8

Botduna 8’

Octava 4’
Contrabasun 32’
Basun 16’

Koppel: I/P I1/P
111/P 11/1 111/1
11/ 14/11116°/1 |
11116°/111

Forte I, I, P

9 fria kombinationer
Crescendo for
Manual 11T
Registersvillare
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Orgeln pa denna CD The organ on this CD

S:ta Maria Magdalena kyrka (Stockholm), Akerman & Lund 1878/1927

Manual I Fugara 8 Eolin 8 Violoncell 8
Principal 16’ Gemshorn 8 Voix céleste 8’ Gedackt 8

Principal 8 Dolce & Rorfloje 8 Oktava 4

Gamba 8’ Flate harmonique 8 Flauto amabile 8 Kontrabasun 32’
Dubbelfl6jt 8’ Kvintadena 8 Unda maris 8 Basun 16’

Borduna 8 Fugara 4 Salicet 4’ Trumpet 8’

Oktava 4 Flite octaviante 4 Ekoflsjt 4 Koppel: I/PTI/PTI/P
Flojt 4 Flageolette 2’ Waldflsjt 2’ /1 T01/1 /10 14°/1
Kvinta 2 2/3’ Kornett 3 kor’ Euphon 8 4/ 16’ /1 116 /11
Oktava 2’ Klarinett 8’ Oboe 8 3 fria kombinationer
Kornett 5 kor Corno 8 Pedal for vardera P-I-II-111
Trumpet 16’ Manual III Principal 16 Piano, Mezzoforte,
Trumpet 8 Gedackt 16’ Subbas 16’ Forte, Tutt

Manual II Bassetthorn 8 Violon 16’ Automatisk pedalvixel
Borduna 16’ Violin 8 Ekobas 16’ Crescendo for II-111

Principal 8 Salicional 8’ Kvinta 10 2/3 Registersvillare
ORGELN T S:TA MARIA MAGDALENA KYRKA byggdes 1878 av Akerman & Lund. Den hade
ursprungligen 30 stimmor f6érdelade pa 2 manualer och pedal. 1927 byggdes den ut av samma firma
och fick det utseende den har idag. 1961 gjordes en mindre omdisponering i otgelrorelsens anda.
1994-95 restaurerades orgeln av Akerman & Lund. Den terfick d& 1927 4rs disposition och genom-
gick dven en teknisk upprustning av det pneumatiska systemet. For den klangliga restaureringen sva-
rade intonatérerna Helmuth Gripentrog och Kalevi Mikinen och huvudansvarig for hela projektet
var Lars Norgren. Som kontrollant fungerade Jan Borjeson.

Orgeln i S:ta Maria Magdalena kyrka dr landets storsta senromantiska svenskbyggda instrument
med originaldisposition. Den omfingstika dispositionen medger realiserande av vatje férekommande
registreringsanvisning i hela den svenska senromantiska repertoaren. Orgeln har dirfor en sirstill-

ning nir det giller denna del av det svenska kulturarvet.
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THE ORGAN IN THE CHURCH OF ST MARIA MAGDALENA was built in 1878 by Akerman & Lund.
Originally it had 30 stops spread over two manuals and the pedal. In 1927 it was expanded by the same
firm and was given the appearance it has today. In 1961 a slight redisposition in the spirit of the organ
reform movement took place and in 1994-1995 the organ was restored by Akerman & Lund. The
disposition from 1927 was restored, and there was a technical improvement of the pneumatic system.
Helmuth Gripentrog and Kalevi Mikinen were responsible for restoring the sound and Lars Norgren
bore the chief responsibility for the whole project, while Jan Bétjeson acted as supervisor.

The organ in St Maria Magdalena Chutch is this country’s largest late romantic Swedish-built
instrument to be found in its original state. The wide disposition allows for the execution of every
type of registration directives in the entire Swedish late romantic repertoire. The organ thus occupies
a privileged position as regards this part of the Swedish cultural heritage.

Ralph Gustafsson

Orgelharmonium, Ostlind & Almqvist

Bas

Forte

Echo 8 fot
Diapason 8 fot
Bourdon 16 fot
Viola 4 fot
Gamba 8 fot
Baskoppel

Diskant

Forte

Piano 8 fot
Melodia 8 fot
Klarinett 16 fot
Flite 4 fot
Gamba 8 fot
Voix céleste 8 fot
Diskantkoppel

Vinster knisvillare:
Grand jeu

Hoger knisvillare:
crescendo
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Ralph Gustafsson

RALPH GUSTAFSSON fick sin grundliggande utbildning hos organisten och tonsittaren Nils Eriks-
son i Norrképing, dir han tidigt kom i kontakt med den svenska, senromantiska speltraditonen.
Studierna fortsatte direfter i Stockholm fér Bengt Berg. Vid Kungliga Musikhogskolan studerade
han orgel for Gotthard Arnér, orgelimprovisation fér Anders Bondeman och piano for Carin Gille-
Rybrant. Efter avlagda kyrkomusiker- och musikldrarexamina avslutades utbildningen med solist-
diplom i orgel. 1978 erévrade han pris vid Nordiska organisttivlingen i Stringnis och har direfter
iven studerat utomlands for bland andra Flor Peeters och Jean Boyer.

Ralph Gustafssons repertoar domineras av barock och romantik, men omfattar 4ven nyare verk.
Han konserterar internationellt och har gjort talrika framtridanden i radio, frimst med svensk musik,
samt ett flertal skivinspelningar med bl a samtliga verk av Pierre Du Mage och Louis-Nicolas Cléram-
bault (SCD 1059), Gustaf Higg (SCD 1080), Oskar Lindberg (SCD 1081-82), Emil Sjégren (SCD
1083-84), Elfrida Andrée (SCD 1085) och Niels W Gade (BIS). Sedan 1989 undervisar Ralph Gus-
tafsson i orgel vid Kungl Musikhégskolan och ér sedan 1997 professor och prefekt for orgelinstitu-
tionen. Han it sedan 1989 dven verksam som organist i S:ta Maria Magdalena kyrka (Stockholm).

RALPH GUSTAFSSON received his basic training with Nils Eriksson in Norrkoping, where he quickly
came into contact with the Swedish Late Romantic tradition. He continued his studies in Stockholm
with Bengt Berg. He studied the organ at the Royal University College of Music with Gotthard
Arnér, improvisation on the organ with Anders Bondeman and the piano with Carin Gille-Rybrant.
After passing his church musician’s and music-teacher’s exams, he completed his education with an
organist’s diploma. In 1978, he received an award at the Nordic organist’s competition in Stringnis
and has subsequently also studied for Flor Peeters and Jean Boyer, amongst others.

Ralph Gustafsson’s repertoire is dominated by Baroque and Romantic music, but also comprises
more recent works. He gives concerts internationally, and has appeared several times on the air,
mainly playing Swedish music. He has also made numerous recordings of amongst other things the
collected works of Pierre Du Mage och Louis-Nicolas Clérambault (SCD 1059), Gustaf Higg (SCD
1080), Oskar Lindberg (SCD 1081-92), Emil Sjégren (SCD 1083-84), Elfrida Andrée (SCD 1085) and
Niels W Gade (BIS). Ralph Gustafsson teaches the organ at the Royal University College of Music in
Stockholm since 1989. Since 1997 he is a professor and the head of the organ department. In 1989
he was appointed organist at St. Maria Magdalena Church (Stockholm).




