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. To THE Skcond EpiTioNn. e '

-

‘The rapid sale of the first english edition of Schneiders Practical ahd Theoretical
Organ School affords the surest guarantee that the work has been acceptable to a British
Public. :

The pedal exercises here laid down possess one considerable advantage over all the other
works hitherto published in Germany _ viz.that instead of being merely simple basses
laid down for the practitioner,the greater part of them have an accompaniment for the
manuals superadded, thereby relieving the monotony which must unavoidably result from
a series of mere pedal exercises.

These exercises are for a C organ, and they have been suffered to remain without al-
-teration on account of the numerous instances that have lately occurred of instruments
having been built upon this principle: the rapid development, indeed. of aclassical taste
in England, warrants the anticipation that the C organ will be universally adopted; for
upon the G organ, the magnificent works of Bach, Mendelssohn &c cannot possibly  be
cxecuted with their true effect. The German tablature, which the author of this work
has adopted in many places, is thus explained. The series of seven notes  begin

ning at C, 5@ ——the Germans call the greal octave expressed by capital letters The
next series begi?ming at@the small octave, which is expressed by small letters:the

next series beginning atE has a small stroke over each letter thus, €, and is callud

the oncemarked octave the next series beginning at% -a— is twice marked. c; and the

- = 9]

one beginning at Eis thrice marked, €, All notes below the great cctave are marked with

double capitals.

That part which treats of the mechanical construction of an organ, has been omittedin the
second edition.by this means the price has been brought more within the means of the gene
ral purchaser. With respect to the old ecclesiastical modes alluded to in theThird Part
of this work, some explanatory remarks may be necessary. What are called the ancient ec
-clesiastical modes, arise out of the different dispositions of the diatonic scale;when any cne
of the notes of it are considered as the key note of adiatonic octave without the introduction of any
sharp orflat; and these different modes were named after some of the Grecian provinces:_thusif 1
were the key_note it was called the Dorian, and was like our key of Dminor without theflat:if E were
made the key-note, it was called the Phrygian mode: but it differs from our E minor inasmuehasthere
is no sharp: F,the Lydian,like Fmajor without the flat; G.the Mixo-lydian without Fsharp: und A
i« called the &olian,and appears to be the same which Mr. Schneider calls the Hyper phrygian-this
is exuivalent to our descending scale of A minor, B was not considered as a mode, as it dir? not natu-
=rally bear a perfect fifth; and Cwas called the Ionian.which is the same as ourCma'or.The_y were
also called in the order inwhich they were placed _ DD, the Dorian was the first; E,the Phrygian the
second &c. The above is necessarily a brief and imperfect account of the modes, thosewho wish
for farther information on the subject are referred to the late Mr. Koll man's masterly Essay

on Musical Harmony. '

The chorals introduced in this work, as examples of fingering and of the modes. may al<o he
studied with advantage, for the beautiful manner in which their harmonies aredistributed and
it were much tobe wished, that the alternate open and close harmony in use among the Gernum
writers had been adopted by those who heretofore harmonized the English psalm tunes.instead
of the practice of writing &r'ee notes for the right hand and one for the left, which is the
manner in which those fine old compositions have usually been treated.
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SCHNEIDER'S ORGAN SCHOOL.

——

INTRODUCTION.

WITH GENERAL REVARKS RESPECTING THE JUDICIOUS MANAGEMENT OF THE ORGAN.

The Organ is the greatest , the richest, the most powerful, and,as regards its
mechanical construction, the most complicated of all musical instruments. As the
tones of the organ,like those of wind instruments, are produced by the admission
of air into the pipes by means of the bellows, the organ is,in this respect,to be con-
sidered as an assembiage of wind instruments, which ap[.)ears to be greater or less
according to the number of stops (each of which may be considered as a wind in-
strument of itself.) It combines within itself the characters of almost all wind in-
struments and surpasses them in the extent of the range of its tones.

The musico- mechanical management of the organ is effected by means of
the sets of keys. By their means this giant instrument obtains this advantage
over all keyed instruments — viz: that one person can produce melody and har-
mony in infinite combinations. Besides which,in order to give still greater scope
to,and to add to the richness of the effect,there is a particular set of keys for
the bass notes (the pedals,) which are played with the feet, so that' both hands
can be devoted to the upper sets of keys (the manuals;) of which t}lere.art‘. in
most organs, two, and in larger ones three, and even four.

The '01"g‘an is consecrated to the sanctuary and to sacred music;and is in-

tended to be subservient to the edification of a congregation assembled togeihe,

'
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for divine worship ; to support and to accompany,in a proper manner, :the
singing; and to be instrumental in promoting a devotional frame of mindand the
edification of the soul, and its elevation above eirery thing earthly, to the contem.
-plation of things invisible and divine; a noble object, which can only be attained
. by a style of performance suited to the holiness of the place and the sacredness
of the subjects. The proper management of this sublime instrument can induce
a devotional spirit and an elevation of mind in the scientif'ir hearer, as wellas in
any individual of feeling. The sound of the organ is able to insinuate itself by mild
and tender tones,and then the mind is filled with the pious tranquility of filial de-
_votion, but it can also elevate itself to majesty and pomp, and peal and roll like
storm and thunder, and then it elevates our hearts with sublime emotions.
W hilst most other instruments can only express individual feelings, this kingly
instrument can produce a variety of emotions. The organ alone can bhest fill
with its tones the lofty vaults of the vast cathedral, support the singing of
large congregations, and, by its power, operate upon the religious feelings.
The following three things — 1st, the proper and peculiar character of the instru.
ment;  2dly, its design; and 8rdly, the extent of space which it may have to fill
determine the manner in which it should be engaged most judiciously in all these
respects; and all the following more detailed directions will of necessity be based
upon these fundamental considerations.

From the continuous sound peculiar to the organ, the melodious progres._
-sion of one part can be distinguished in uninterrupted succession; and  conse -
quently, in a composition of several parts, the progression of each part may be
strictly followed: a legato style is the best mode of fully developing its sustained
tone. Quick runs, rapid arpeggios, passages of execution,or several staccato
chords one after another, are not well adapted for the organ;they are not in cha-
-racter with the higher objects of the instrument,and injure the distinctness of
the performance in a large building , where the sound requires time to be_
come perfect.

Simple , grand melody,combined of covrse with suitably powerful harmony,con -
veyed lo the ear with clearness and distinciness of execulion, constitute the princi-
-pal features of an appropriate use of the organ,to the developement of which the
course of this work is intended to lead.

The general musical elementary kmowledge, such as an acquaintance with
the Notes, Time, &c. is assumed, as likewise some practice in pianoforte playing;
for although the freatment of the organ is quite different to the pianoforte, yet
the pianoforte player,when he proceeds to the organ,brings with him a ready
mechanical use of the fingers, a knowledge of fingering the notes, &'e &c.
which are equally applicable t‘o organ playing. , : ;
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Bt . FIRST PART.

THE MECHANICAL PART OF ORGAN PLAYING.

CHAPTER I.

PRELIMINARY INFORMATION.

§1. The tones of the organ are produced by pressing down keys similar in arrangement
to those of the piano-forte, in sets of srrater or less compass. The sets of keys for the
hand are called the Manuals: the set tor the feet, the Pedals.,

§2. The compass of the Manuals is not so great as that of the piano-forte of the present

day : inost hive a compass of four octaves from Cto @ in some s1d O resns thelowestCgis wanting.

—
—_—

In many Knglish Organs the cowpass extends trom GG toe and sometimes to f. _
Some organs of an old date, have what are called short octaves. inwhich CC 2, DD#%, and also
FF3and GC3arewanting: some which begrin at K E but these have fallen into disuse.

§3. When an organ has several rows of keys they are all of equal compass, and lie above one
another, each a key's length farther back . Note. In England,usually, if there be two rows
of keys.the lower row is the great orgmin_and the upper row is called the swell, which generally
is not of equal eompass with the low “r row. When there are three rows of keys. the arrange
~ment 1s the same as the German orgns, exeept that the upper row is the swell, the compass
of which varies in different orgaiis: in old instruments it seldom extends further downwards
than G fourth space in the bass: but in modern organs it iscarried to E E,and ¢ below,and in
some cases to gainut G. In the sweli, tae effect of a erescendo is produced by enclosing the
pipes in a box furnished with a slidiag shutter, which is raised by a Pedal; this has been con=
-siderably improved by the introduction of what is called the Venetian swell which is a num-
-ber of pieces of wood placed horizontally one above another,and moving upon a centre, are
opened by pressing down a pedalon the right hand side of the performer. Thegreat advantage
of this improvement is that a forzando can beproduced which is not so easily effected by the old
method _Ep.  One of the manuals is called the great organ (Haupt-manual) when there aretwo
rows of keys,it is usually the lower one; the other is called the upper manmual (Obermanual; where
there are three rows of keys, the great organ is in the middle.the upper manual above it, and
the choir organ (Untermanual) below it. Bymeans of the couplers, all the rows of keys can he
connected together in such amanner, that by playing upon one row of keys(generally thegreat

organ), the corresponding keys of the manual which has been coupled toit,are presseddown at
the same time. [Itis necessary to observe that the keysbe not held down upon the other
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manual during the coupling the additional manual,otherwise the notes might keep on
sounding,and the mechanism of the coupler be put out of order.

§ 1. Pedal Keys for the feet should extend fromf—__—_ to EE two octaves and a third,
It would be well to have the Pedal Keys so made,eﬁ-n if the pipes to be spoken are

in higher octaves._ Many organs built formerly vary considerably from this compass

of the pedal keys, going down only to G G,consisting of one octave and half &e. &e.

§5. The tones of the organ are produced by the passing of wind into the pipes.The
wind is conducted by means of wind-trunks from the bellows into the wind chest: by
pressing down the keys, the valve or pallet, over which the pipes belonging to any giv=
=en note are placed, are drawn up, and by that means the air contained in the wind
chest is admitted into the pipes belonging to any given note.

§6. An organ has several stops (or rows of pipes) by which it is possible for several notes
" to be sounded together by pressing down one key. Inorder that it may be at the option
of the performer \\’ht:lht‘l' he will have more or fewer stops sounding together the stop
or register)handles are placed on both sides .f the rows of keys. By drawing out any par-
-ticular handle he causes the pipes of the step marked upon it to sound for all thenotesof
its compass.

§7. If a stop contain a pipe for every key, then it is called a whole or perfect stop; but

somne stops only give notes for about the half of the row of the keys. When the notes
of the stop commence with %——: or ;: such a stop is called a half or $mperfrct stop__
o~ o
v

for example, many flute stops, some of the reed work, as vox humana, cornet.

§4. Some stops do not proceed from the same fundamental tone. though indeed from the
same key. Those stops which exactly represent the pitch of the tones ofour keyed in=
=struments, and of singing voices, that is to say, in which the double C sounds just as
low, and the middle C just as high as the pianforte, and is sung by voices, are called
8- feet stops, because an open pipe which shall give the double C must be & feet long.
In 4-feet stops all the notes sound an octave higher; in 2-feet stops two octaves high -
=er; in 16-feet stops all the notes sound an octave lower. There are also some stops
which give the fifth,- for example, fifth 6-feet, 3 feet, 1 foot; and others again, in
~which several pipes are assigned to each note,- for example, mixtures, 3,¢,and 6 rank:

L4

cornet3 & & I'ank!n . '.-‘u
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Of the Stops wﬁzch differ from each other with respect to their pitch, aceordmg- to the true sound

When the following keys are struck.
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3 A in the last cetaves, tho tone vnuld become too highgthe last octave is cunstructed of the same compasgs as the preceding one; when

this is the case,itis said tobe repented Thu repztltlun oEcvn also, in muny organs in the lust cctave in 2 foet,
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§9. With respect to the distribution of the different stops.it is generally the case that,
in an organ with several manuals, more stops are assigned to one manual than to an=
-other; and indeed those stops which,on account of their nature,are the most powerful.

it is in consequence of this the manual which has these principal stopsis called
(Hauptmanual) great organ. In most organs with two rows of keys, this is the under
manual; in organs with three rows of keys,it is mostly, and most conveniently the mid-
-dle row. The most powerful and the deepest stops are of course assigned to the pedals.

In many English organs the pedals only pull down the keys of the manuals, without
having any separate stops: sometimes they have a 16 feet stop, sometimes an 8-feet stop
is joined to this, and sume organs have been lately built in which more stops have been
added to the pedals, as a double trumpet. &c In some cases they have also what is called
iarge unisons,which is an 8-feet stop. the pipes of which are upon a large scale.

§$16. The stop handles in a well-constucted organ are so distributed on bothsides that
the stops belonging to each division of the organ are found together in a determinate
order

§11. There are,besides,other subsidiary handles which do not belong to any particular stop.
1'!Y The pedal couplers. This handle connects the bass notes of the manual with the pe -
-dal row of keys, so that the keys of the pedals cause the stops of the great organ to
sound at the same time. 27" The manual couplers for jnining' one row of manuals to
the other.(§3)

§12. A fuller account of the different stops is reserved for the Second Part of thiswork:
it was, however, necessary to state thus much here, because the beginner inorganpliying
must, at any rate, know something about it inorder to learn that the 8 feet stops  are
the principal ones: and, even in his first exercises he must take care in registering that
these prvdnminate: he will do well, if. in his first exercises, in the manual he nnly draws
out 8 feet stops,and in the pedals a 15-{cet one, strengthened by a weak $-feet one.

Note. The drawing out of the stops must be done g’t'ntly, without any violent motion,
and care must be taken that the handle is pulled completely out; and likwise in push -
=ing it in again which also must be done gently that it is sent completely back.

§13. The org‘au-pla.\‘rr sits before the organ upon a form, which must stand ata dis-
-tance of about nine inches from the manual row of keys: the form must be of such a
height that the fore-arm of the performer shall be in a horizontal direction.  This
applies to organs with one or two rows of keys; and, in the latter case, the position of
the performer is to be understood with reference to the lower row of keys. In the
case of organs with three rows of keys, the lower row projects about three inches.and
the form is therefore to be ﬁlaced about twelve inches distant from the middle row of
keys; likewise the height of the form is to be in this case de_terr’nined in refezencé to

the middle row of keys. \ L
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CILAPTPER 1.
TREATMENT OF THE MANUALS.

Although the fingering of the manual is,on the whole the same as for the pianoforte,
it undergoes many modifications, which arise from the difference of the tone, and
management of the two instruments. The hands and the fingers must be held in
the same manner as in pianoforte playing, _ namely, so that the longer fingers are
to be bent inwards towards the hand until they come into a line with the thumb,
which is to be kept straight.

M\L The keys of .the organ usually fall lower than those of the pianoforte. It is
necessary that the valves, bv means of which the pipes receive the wind, should be
suafficiently opened by pressing the keys quite down. In order that the full quan-
-tity of wind may be immediately supplied the key should be pressed down with a
certain deg-ree of smartness: the pressure must be quick and with due force at one
stroke. Violent striking of the keys is useless, and is injurious to the mechanismof the
Urgi‘l"-

V15, The finger must keep the key firmly pressed down as long as the duration of
the note; but so soon as the latter is concluded. the finger must be raised quickly and
high enough for the valve to be completely clused. Ina succession of notes it is ne-
—cessary that each key should be pressed dovn with due force at the same instant
that the finger is removed from the one completely done with. This quick change

1 raising up and pressing dewn the fingers produces clearness of execution. For
+ 1 2
——— e
if in a series of notes %‘;:Ethe fingers mark:d above them, were not to
v
be raised quickly and high enough in changing the »uotes, that the valves may be

completely closed, the passage might easily sound t.'huq.:é’_—':jj:;:
, v y ¥

§l_()’;. This exactness in holding down and raising up the fingers is the most essen-
-tial peculiarity in organ-playing, and the first in which the student has to exer-=
-cise himself; and it is precisely that which, at the commencement is difficult to ‘
a person not altogether unpractised on the pianoforte for although,on the pianoforte
exactness in this particular should be attended to, it is not enforced withthat strict =
- ness which is necessary here; for it is in that instrument not so perceptable if a
note should happen to remain too long, or the fingers-are not raisedup soverypre=
=cisely, because the note in the pianoforte does not retain its sound in the same de=
=gree as that of the organ. In the following exercises, without changing the po-
sition of the hand it is requisite to keep in view this exactness in regard topress
=ing the keys and taking the fingers off. ;
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PRELIMINARY KXERCISES WITHOUT CHANGING THE POSITION OF THE H.4ND.

Right Hand The Left Hand 2 Octaves lower. For each Hand alone thew both togrether.
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. §07  As rapid passagres are not adapted for the Organ,the following' Scale exercises are
written in crotchets to show that they are not to be ployed too quickly. In these distinctness
is to be particularly attended to,and that will be attained by observing: what has been noticed
in §15. I have deemed it advisable to place a Bass under the Scale exercises for the rig-ht

nard (A4 ) and likewise in the exercises for the left hand ( B) not to leave the right hand.
unemployed.

C
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k.

If an Organ has 2 manu:ls, it will be well to play with each hand upin a separate manual, and so to manage the choice of
the stops ( the ro-g’isit-rim—) that the tweo manuals differ from each other in regard to the strength and quality of their

tone.

In the eramples marked (A) the rieht hand is to piay upen that manual in which the strongest stops are drawn out, and in the

examples merked (B ) on the contrar

"1 iJ0R.

(A) SCALE

EXFRCISFS

the 1:F* hand is to play n the loudest manuals
play upo

FOR THE RIGET HAND.
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§ 15 As regrular composition in perts, and especially with binds (s wecduction ) is that which is
neet suited for the style of the org-an the priucipal thing to he attended to is that the progression
of vach sirgle part be nol ivjirr-+4 in tis connerion, wherefore in fingering: especial eare must be tuken
th.t this peculiurity be not lost sight of this is indeed properly speaking: the first principle, ac-
cording' to which the most appr:priute Fingering for the organ is to be determined. On which account

1 The passing of one and the same fiager from one note to another immediately follow -
ing: is,in compositions of one part by all means to he avcided;in obmpositirms of several parts
where this rule cannot always be folloved,care must be taken as much as possible, that this innue-
diate passing: of any finger to the next note shall only take place in one part. For example:

____I | [ 3 4 4 3 2
ﬁ 37 f’ :_ f; f o oo, e S
e L e g

 To preserve the connexion in the prog-ression of a part it is often of use,

. 2+ 'To chang'e one finger for another upon the same key, keeping: it down the whole time.
The fingrer which first pressed down the note gives place to another finger, but this chang'ing:
of the finger must be so managed, that the other finger be placed upon the note before the first

' one has quite left it,in order that the note may continue to sound without interruption.

Fq % 123 321 2 ki . 3[_2 21.+ $P S a3 4
SSE NSy Left Hawl - —%ﬂa‘%ﬂﬂk > qﬂ@q QH

= - A !

! *1to 17 of the following: examples regard is had to this method of fingering
&j_.,,'.'lllw passing of a longer £ ingier over a shorter one is also very frequently necessary in

crompositions of several parts. In N 18 to 24 of the following Ex.this method is applicd.
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, 1)

g A part cannot always be carried on with the same hand by v hich it was commenced, a part
iy often hecome g0 extended that the hand which wus used at the begrinning: of it can no longwr
reach the notes in this case the other hamd must take up the part but in these changiing's of the
part from one hamd to the other the connexion of the prog-ression of the part must not suffer

In the Chorals which stand at the end of the next examples this interchang-e of the hands is occu-
sionally required.and the notes which must be played tog-ether by one hand are marked with a brace

F.rercises with application of the change of firgers wpon the same key withow! a repililion of the nale

IN 3 PARTS
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.‘. 9 "
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B. EXERCISES WITE THE LONG:FINGER PASSING OVER THE SHORTER ONES
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DIRECTIONS FOR THE USE OF THE PED.1LS
In the position of the performer which was described in (§ 13, his feet vill be suspended.
whéin they hang: straigtht down, over the long: keys about 2 inches in front of the short keys
‘T'he key must be pressed down with the foremost part of the foot only (the Ball of the foot ) and
the heel must be raised a little, for the v hole of the foot should by rig-hts not press down the key,
even though when the key is pressed down the notes shovld be continued for any leng-th of time.

§ 21. The key must likevise be pressed down quickly and with precision,and all that we obser-
ved in §13, applies here also: immediately that the foot is disengaged,it is to be dravn hacl:
towards the form,helow which a ledg'e must be placed ,upon v hich the unemployed foot can rest
without at all obstructing: the othcr foot vhich may be still occupied. To place the foot before one
upon a ledge fixed above the short notes is not rig ht becarse by so doing: if the other foct is
still employed , the action of the latter might very easily be impeded.

22. It is also requisite that the performer shovld sit firmly and not slip at all from the seat;
so long~ as the fingers are engagred upon the manuals there is less dangrer than when the feet
alone are employed for a long' time;in the latter case it is necessary that both hands should Ly
hold of the manual at the two extremities or even the form itself on both sides.(To hold fast
with one hand may likevise be sufficient.) In all the following: exercises for the Feduls alone
this remark is to be particularly attended to

§23. From the natural direction of the feet avaay from each other,when the performer sits as he
should Co in the centre of the Pedals* before the note ('E} the point of the right foot turns
to the keys of the upper and the point of the left foot to the keys of the lover Octave, the hecls
being turned towards the centre. The lover Octave is therefore the natural plrovince of the lfi
foot and the upper Octave for the right foot. But as a melodious progression in one octave, if
it were to be performed only and altogether with the foot belonging* to it,wovld ocerasion a con-
tinual skipping® about of the same foot,and on that account neither connexion nor a certain
execution could in greneral be attained,the other foot must therefore often come to its assis -

- tance,exchangre with the former one and g0 into the other octave and consequently pass heyond

the middle, the note C ==} the left foot tovards the upper octave.the right towards the

low er. "l he natural direction of the foot is thereby altered,so that the point of the foot is turned
more inward and the heel more ovty ard. This turning: of the feet is also produced by passing:
the feet under and over each other, as likevise hy the alternate use ¢t the point of the foot & the heel.

L . - ~ i .
Ve here assume C as the middle of the Pedids, but if the Pedals are of a greater compass than two Oectaves , then the centre is
farther on the right.

§ 24 As the organ player is freouentl: under the necessity of moving: his feet on bcth sides
farther av ay frem the middle than would Le possible it he were to sit quite firmly in the middle
of the form,especially in those cases in v hich one foot has to advance in*o the other octave,
which is opposed to its natural direction (the right into the lover and the left into the vpper ve-
tave)it is impossible here for. the hody to preserve that easy pesture v hich piano forte playing
allov's of,and the org-an player mest semetimes accordirg to eircumstances turn his body to-
wards the right hand or tovards the left. Bet he mect above all thing's gruard against  all
urnecessary and violent action,so that he may not by an unseemly thrcving: about of his whole
body, by disagreable twisting and hending of the vpper part of kis bedy.and the like produce
an unpleasant, indecorcus and even frecvently Ivdierous impression.

§25. We disting'uish two methods of using the Pedals. X

1. The plain natural method: the simple use of- the feet,where the note is struck by
merely pressing: the point of the foot upon it.
\ 2. The artificial method; the double use of each foot, the point of the foot and the heel
| being  used alternately.
| 1 he most appropriate application of these two methods is,a skilful intermixture and alter-

nate employment of them both. T his union of the tvo metheds of usi Ped: i
Qe the: mized nicthod" a0 s using' the Pedils might be

N I y 3 . "
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- 1. THE SIMPLFE MFTHOD
§26. In the first method of using: the Pedals, viz. the simple method ,we have three points

" to observe, of vhich the two first serve as the elements of the last, .
* A. The simple ch.mg‘mg- of both feet. . -
B. immediate passing: of one fuet from one note to another.
C. passing: the feet over and under each other.

: A. SIMPLF CHANGING OF BOTH FEET
§27. In changing the feet,where one note is only to sound until the next one is struck,
particular care must he taken to lift the feet up quickly from the keys,in order that the notes
may not sound one with another, and this exactness in holding: down and lifting: up the feet is
equally to be attended to as in the directions for fingering for the Manuals. ( §16.) |

* The left foot we denote by the number 1, the right fuot by the number ¥. In the folloving enercises the upper staff be
longs tn the right hand, the tup notes of the lower staflf belong to the left hand, the battom motes to the Pedals. It will be well
first to prectise the Pedals by themselves. In N9 1 to 6 the surcession of scconds oaly occurs,in which the feet are nearvet
to each other; herw all pussible sorts of successions, either £ lmr’ keys or one short and | long key,or 2 short keys ary em-
plyed because in all these cases the action of the feet 1a different. In N 7 to 9 there are sucerssions of thirds & fourths, o
in which the fert take a greater distance from each other. Exanples in still groster intervals will be fuund farther on.
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B. Sliding, chargring: the feet upon the same L‘*y‘u-r'!hon! repealing: the note, and with repition of the note.

§26. When any succeeding note is at a greater distance than a second the foot cannot reach it
except by altering: the position first taken.on which aceount it is necessary to slide the foot from
one key to another  This sliding' can bhe either to the next kev both higher or lover,or even
to a distant one :

§29. In sliding:, the foot must he moved with the utmost possible quickness and precision
to the following: note, so that the connexion may suffer as little as possible; in the closer
intervals this sliding: must be rather a gliding from one key to the cther,as in a progres-
sion of seconds from a short key to a longs one, from a long: key to another long one, but
this gliding: or sliding: of the foot cannot he managed from a long: key to a short one.

Nore The gliding: of the foct i+ rurked in the exercises by a bow connecting' like:
numbers  for exammple 1 2w

§30. To move the foot to the adjoining: ¢y can be managred with little dif ficulty, because
the distance from one key to the other is about the breadth of the foot itself. Tb mme
the fuot to a distant key, to leap as it were, requires more practice,and yet it is in man)
cases indispensably necessary. In the following exercises the only object is, to pro-
ceed vith the sliding so fur as is necessary to prepare for the following division.

Preliminary Ewxercises in movirg the Fool to another Key.
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Six. Exercises with moving each Foot to other keys and at different intervals.

Thirds.
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As in these 6 examples the object was for all the Intervals to occur in the Pedals, the student
will please to consider the accompanying' upper parts in that light.

§ 31. The passing: of the foot from one note to another may be very appropriately connected
with the changing: of the feet,as was the case in the preceding: ex amples Here also can henppi -
ed the substitution of one foot for another upon one and the same key.

This changing: of the foot upon one and the same key, when either the note continues uninter-
ruptedly to sound on,and is not repeated by the foot which takes the place of the other,or vhen
it is again struck and repeated is called “einsetzen’” The former we may call the “einsetzen™
proper, the latter «nachrucken.’

In the first case (when the note is not repeated )the foot that succeeds is placed upon the same
key, before the foot which first pressed it down has left it: in the second case (when the note is
repeated ) the first foot is lifted up at the same instant in which the second foot treads upon
the key,and as it were, forces away the other foot. In the former case the foot which was first
c-nu-ag-ad is set at llhertr and may now be employed for other notes: which will be rendered mu

easicr om that account and especially greater skips will be therehy modified,as will best appear

from the follov mg examples.
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Pussing: the Feet from one mole to another connected with changing of the Feet.
b Prf-hmmary 'Exercise in changring: the Feel upon the same mole *u:!hmd repeating: il.
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I (2N ) SIX * EXFRCISES

with application of the chang-ing of the Fret upon the same note and 'repruﬁng- it
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t the three part compaositions N> 4 & 6 each hand may here also play,
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ANDANTER. L uith ontt stopn) A4

N6

§32 Here follow some further remarks upon this point

1. The passing of the foot to more than 2 keys suceessively is to be avoided as
much as possible.

2. Although each foot might he able comveniently to go heyond the natural limit
assigined to it in § 23, even as far as the middle of the other octave, it
will nevertheless be exceedingly incomenient in more distant notes; in such
cases and in a slow movement one foot may be alloved to advance even more

than two notes In succession. For example
E=3
ey T e o S —0 — — — H
== = = =
- —
: * 2 = = oz 1 ?.'l.." -~
1

In a quicker movement this plun cannot be recommendid, and changring: of both fiot
must then be applied or the use of the point and heel of one foot alternately as will
be further shown in the part containing' that methed of using: the Pedals P

3. In those cases, where it is optional, the sliding: of the feet from one note to ano
ther must always be employed in the smallest inters als.  For example

y I— R e 1
" S— £ [ ] H "ewm—“—-- I
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4 1 1 4 e l

It should however be mentioned, that in most of the above examples another mode of using: !¢
Pedals, which is to be treated of in succeeding parts of this work might have been emplove !,
but it was the design of the present part to practice this particular method.
The following marked Basses will serve as a conclusion to this part.and as anapp' - «
of that particular sort of use of the Pedals which has been treated of thus far,
T'o save room only one composition for the hands, consisting: of simple chords has been re -«
{i r all these Bass variations,and on that account some liberties which have arisen from 1
cause in the progression in not a few instances,will be excused. Both the upper purlu in
top staff are to he played with the right hand.and the third part with the left hand. 3
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C. CRuSSING THE FEFT OFER AND UNDFER b.&’(" OTHER.

- §33. Both feet may be used in this manner. The foot vhich crosses over the other is lifted
over the point of the other. In crossing: under the foot passes along behind the heel of the other.
In hoth eases the foot which erosses over or under then presses down the key which lies next to
the key in possession of the first foot,or even, though more rarely, one more distant;and the foot
which crosses either under or over uses that species of action v\hit'h has heen treated of in the

ay g

above part. For vhen in the following: example LLT@I“:D;Q QTH the left foot,

whilst the right foot is holding: dov n the second note, moves off' either over or under it, to the

11 11
last note, the foot makes a leap of a third in the one case, « ED“-I‘:F I' & of a 4" in the other, bﬁ_"&___@ H

§ 34. In order to facilitate the crossing of the feet over and under each other, the foot which
is to be crossed must he moved in the first case a little back (towards the form,)and in the latter
case a little fory ard. When one foot has to strike a short key by erossing: over the other, and
that other has previously been pressing: down a long: key, this drawing: back of the foot is not
necessary, because aceording to the situation of the short key the foot which has to. strike
it mest at all events advance forward and consequently push itse!f heyond its usual positicn.

§85. If as was observed at § 20, the heel is properly raised in pressing' dovn the key,the
crossing of the feet under and over is very much facilitated by this position of the foot, and
the free action of the foot which is crossing: over or under the other is by that means much
promoted. The relutive position of hoth feet to each other is therefore this,that the point of
the foot which is passing: under the other comes exactly under the raised heel of the other
foot,vhich  passing over the other comes exactly over the point of that other.

§36. So long as no short key ocevrs in the series of notes,each foot moves on in a
straight line in the direction once taken, which is determined by the crossing: over and un-
der, so that the poirts cn vhich both feet strilee the note form tvo parallel lines,

GGt ABP B Ccocz D
l

s roe (LM

i

. |

B. 2 1. i
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We will call the situation nearest to the short keys,at A, the first,and that at B the
second,position; when the foot crosses over,it consequently always comes into the first
position, when it crosses under, into the second.

But as soon as a short keyv occurs in the series of notes,the foot which is to strike
it must of course advance forwards beyond that line.

_.,.._....-____

i E

_ GENERJL RULFS. .
§37. L In an ascending series of notes the left foot generally begins, and in a de.
scending' one, the right: in the first case the left fuot crosses under, in the second the rig-ht
one crosses over, consequently the direction of hoth feet is §  so that here therefore the

f ¥ J - " 1
i rigcht. foot maintains the first and the left foot the second position.
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Bat wx in ﬂil’l'ﬂllg‘ the short key the foot must of course lw in the first position the occurrope.
of the short keys in a series of notes often alter the above arrangement.as well with respect to 1he
foot which should commence (e Esampte No1,2,3,58.) as to the foot which should eross over or un.

der,and the direction of the feet will then of'ten be such that the left foot gets into the  first
position and the right foot into the aecond (Ex. 3,4.54.6. ) .
- 8 ? 2 ® - | Ehe | |
@it = { ¥ ¥ .
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3 Frequently also the direction of the feet changres in one and the same series of notes, so that

the foot , which at the beginning: stood before the other, af'tervards has to stand behind it and

then both feet chang'e their position. 7§ §

Q 2 1 ® 11 ¥ 9:__1

2

Q = ;EE — —-—:T:"‘;H 9;:_—'____5 ggq&m‘_

1 Each foot must remain as Inng' as possille in the pnmtmn first taken or aftervards taken

gr ,_Q_’GQ’Q .P

in consequence of the occurrence of a short key

not thus:
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5. In a succession of 2 or 3 short ICE}B it is indeed somewhat mrnmement to cross thp foot over,
but still it is often necessary unless it can be manag-ed some other way Here it is tohe ohserved
that the foot over which the other one is to cross,must press down the key with the extreme point
of the foot only,in order that the foot crossing: over may have room to pass freely over it:the foot
vhich crosses over must in this case have the heel raised up partlctllarlv hig-h .whilst on the con
trary the heel of the other foot must not be raised too hig'h, so that the instep being alxo raised
too much in consequence,be not touched by the heel which crosges over. A quick removal of the
foot is here especially needful ,which as respects the foot over which the other is to cross must
be rather a drawing> back in an horizontal direction towards the performer than a perpendiculir
lifting: up of the foot In a succession of short keys crossing: the feet over is mostly to be applicd,
more seldom crossing: under In a slow movement it will be prefer:hle to use one foot and pass it
from one key to another: here also it is very advantageous to make the double use of the -feet

( tocing and heeling)as is shown in the nucceedmg- part
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In the following® examples all the afore named principles are carried farther out; and
those in the above part under A and B. (§27 —32) will of course be found of frequent
application. The position of the feet is only g'iven in those cases where it is not self evident,
and v here it deviates from the rule given at §37 wunder 1.
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PRELIMINARY . REMARKS UPON THE FOLLOWING SCALE EXERCISES.

In order to save room, in the follow ing' Bass Exercises in the Major and Minor seales,
there is no particular staff added for the Manual. The student should alvays hold down .
continually the chord of the tonic of the scale: in some exercises the dominant chord
must be introduced in the last har but one,either for the whole har or the latter half of it

In the evercises under a. (as well in the Major as in the Minor)there never occurt o
short keys one after another: these are to he practised first. Then follow the exercises
under b. where two short keys one after another oceur and crossing the foot over to one
of them is employed first Jeior, then Mince, see § 87, Pemark 5 )

Next the exercises ¢ wlere three short keys come one after another ( gee § 37
Remark 5) It vill he more convenient in the -+ Exercises under b and e, partly
employ the Arlificial wethod as will appear farther on.

In the exercites fevnded upon the Miner secloc, reoard ie hed to the virices  formy
under vhich the Minor scale appears s shes

to

Elrments of Compasttion Articles 21, 51 { SF,
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The f‘ollowmg' three themes with varied Basses will serve as a practice in all the sorts
of simple Pedal playing: thus far treated of. The hands have the same chords through

all the variations of the Bass, and I refer on this subject to the remark made .:t the
similar examples at the conclusion of the former part.
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(' hurch melodies (as they stand in the Choral Book.)
Oh God. snd Lord. (No77.)

As a conclusion to this Chapter may fol'low the marked Buses to some wel

known

Neovo'le
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Now let us praise the Lord our God. (Noa)
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> - ¥ THE JARTIFICIAL METHOD e
§: 35 ln the Artificial method each foot is used in a twofold ivanner. that is to ray, the toe andd
heel strike alternately one key after another. In this manner rmht-lpu-mly '
A. one foot ean without chang-ing: its situation and \uthuut moving away, sound two
notes adjoining one another. -
alse if mowd be,a third if the Pedal keys are not 100 wide ssunder,especially when one of the Botes 15 a short one.
B. one foot can play a series of more notes than two, if’ it changes its place; tlmm done

by turning-. =
A. WITHOUT CHANGING THE SITUATION OF THE FOOT.

§39. The foot must be turned outwards more than usual. so that when the heel stands over the
first key the toe shall be over the other key and both notes can be struck by turns,without any
other motion of the foot bemg necessary,than the alternate ruising & lov ering-of the heel & tue

§ +0. In the natural positiop ( § 23.) of' the right foot the lowest of tv o notes which arein this
manner to be sounded one after the other is struck with the heel the hig: gher one with the toc

In the natural position of the teft foot the higher note is Mruck with the heel and the
next lower one with the toe. With hoth feet this takes place in the followi ing 8 cases

L. In moving from one long key to another long key.

2. From a long key to a short one.

3 From one Bhurt key to another short key

Preliminary Exercises in the natural and wunallered sitwation of the Feel ®

® When the heel is 1o be employed the mark €0 will be used to signify f.and when the tor, the number which belungs to that particular f.of
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§41. When the right foot has to strike after a short key the next higher long key, or after
a long key a lower short one, the natural position of the foot must be reversed so that the
heel is turned towards the right and the toe towards the left; this we call the reversed position
This reversed position takes place in the case of the left foot,where a short key is to be fol.
lowed by an adjoining' lower note,or a long: key by a higher short key; in that case the heel
must be directed to the left extremity of the keys and the toe to the centre.

4

Preliminary Exercises in the reversed position of the fool withowt changing: the silwalion.
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B J4L.TFRED POSITION OF THE FOOT
. : Moving on by turning.
§42  Turning consists of the alternations of the natural and reversed positions of the foot
and is effected with each foot in the following- manner. Whilst in the natural position of the foot
the point presses down a key, the heel turns over that key, by which it gets to the third note
reckoned from that which it ( the heel ) first struck « when the heel strikes the kev then

~the forepart of the foot passes over that key and advances by that means likewise to the
third note; b

RF. 0 2 0 LF.0 1 0 2 0 “’2 L.F. 0 '1. 3
. ] 1
« S~ jr— b@‘wﬂrs_fmﬂ

This turning and twisting' of the forepart of the foot and the heel is to be considered

as a sort of crossing over and under. /

§ 43. Sometimes also the heel is employed after the toe or the toe after the heel upon
one and the same note. For example

2 0 20 2 2 0 20 2 U2 0
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T hat part of the foot which is subsequently placed upon a long: key already pressed down,
descends upon it without the note itself” being repeated at the sume moment the other part
of the foot is raised, in order to apply itself to the following' note. '

§ 44. In this manner a gradually progressive series of notes may be perfurmvd withone
foot without any breaks, and here the following: is to be observed:

1. The right foot usually commences with the heel an ascending: series of notes
begrinning: with a long' key and those also which beg in with tvo successive short
keys; all descending series of notes with the toe.

The left foot usually commences a descending series of notes heginning: with
a long key or with two successive short keys, with the heel;and all ascending
series of notes with the toe. For example
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2. As the heel cannot he placed upon a short key after a long key w]u(-h has been
struck with the point of the foot, there are frequently of necessity ~ exceptions
to the above rule and the short keys which occur in the series of notes often

I ocecasion the series of notes to be begrun with the opposite part of the f"()f
to that which is nwntmned above under 1. For example ;
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3. Or the point of the foot will spring or slide to the adjoining key (see « and b in the fullowing
examples ) When three successive short notes occur, this is at all events necessary also with
two short keys, when they oceur in the middle of a series of notes, For example
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Or in such cases

1. The other foot is called to its acsistance. For example

Ri ht Pt [ €
_'“ 0. < O 2 ! 2 6 2 O i e e R L -
. — (@ > ———--ﬂ———— — Sy ———
N1 __.C = 1'::2_5_____7:‘;‘_\__.,*_ — .ﬁ-\IEI_'E:‘ o= ‘_':‘;B -

5 If even as at § 40, the heel can be brougrht upon a short key, inasmuch as another short key
follows it, yet one cannot well come with the toes upon a long key from a short key that has

been struck with the heel, in such cases therefore striking the short key must be chviated
by the methods deseribed at 3 and 4.
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6 Though in all the above noted cases that end of the foot which first strikes the key may

be subsequently changed for the other end (§ 438) yet in quick passages.that is not possible
because there i not sufficient time for it
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I here now follows a number of Exercises vhich contain nearly everything that

is necessary and may serve as examples of all that has been said in the preceding:
pages upon this subject.

A

PRELIMINARY EXERCISES.
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0

2 0 1 0 2 0 o o
- e e — e ——— - g
. [ ] a3 _—
! NOI ‘_{ [ ] E e . t - <y
, o2 20 2 02 0O 202 02 0 20 2 02 0 2 0 2 o
H & = 2
- :'—*’M%“.
N2 2. %—ﬂ_‘ - — I | —r H i - 5 T S ' By
= o H | T = y 1 1

N
=]
L)
=
]
o
L, v}
>
L)
=)
e
]
]
2
sl
=
A
(=]
]
2
e
=

0 2
.nil’ . . —r,-%‘
NS et e e ey e ]

'

o0
. ——— T !
* L T T T
o TR B o T —— ——
1 1 i J | h
N0 4 s an 1"} 5 5 s 1 e e i T —._.‘I:l
or Lu?n 2020 PO20 2020 2020 2020 . “
0 0 o 0 = 0 o 02 o
. - [A\:.ﬂ | I S [ bl [ ] | Y 1
1‘ 0 0. !v f”: (l ‘:.. |l iy I ; [ ] o “
' T SR 5 0 2 n z 0 5

0-3”? 0O 2 0

'\.0 9‘ _—19 --JI"_;:— JI é
ot a2
A0 10) %tj;w
2
\!0 Il @i;gw Da“ ! { I[ -
R 02 0 20
l R 1) % =

s HAFIDI P s Oroun Behed o nna




FOR TFE LEFPT FUOT,

| 0 1 0 ] (7} 1 0 ]
. : 1 X 8 1 = - —
Nl S @ = N — TS ——5y— = - =
e [ - B 1 i 1 o 1 | " ) - :"__
10 1 0 o 10 1 01 ? 1o 1 "0l 0 1 0 1 o1 o ]
L - &
Vo 9 : e e e e e e e e e e
. = - -— — + - - J R -
- o, oW g W% ST o ¥ g Lo~ ll
10 10 1 0 1In 1 0 10 1 0 10 I 0o 1o 1 0 10 1 0 1o 10 10 ]
1 01 o1 0 1o1 01 0 1 01 01 0
i L o T | - 1 -
A°S3 ﬁ-g f—t—t—s D - D (e e )
™ L} - I Tt ".' mm o 4 +
= ew ol g0 X —oN SR s e

1olno 1nyo 1010 10J0 1o 1nlo 1010 jpl1o

RO - — .
N4 @i.::_‘;‘._{.i;..!_'él._l&.* A e

e —— ¥ J’.-
1 0 10 1 0 1 0 10 1
- YLl £ 3 T
.p ! ren ' "
N O D 2 | & t H D =Y + P : __"
LA [ Do, [ ] [ ;_\___c ===
101 01 01 01 o 10 1 9 o 10 1 n1 0 10 10 1
o ) S| 1 1 ! o — — —-
'0(‘ T == 1 1 gty =) =1 T T I e
.\ ! ) e H - 4 & . -—.—. ” =1 ) e Il
_ - — ey .v—-n—z—. — .__EL—._._I'_G_»_'-. + -—
10 1 O T | 01 ? 1 0 1 n1l 0 1 0o 1 01 0 1 01 0
E- =T e = B == —_—r— I T == ==
"0 7 = : —3' —1 l; 1 = . 1 == ) e ) e e e D e -
"‘ ¥ . z T | M I —" et N o ® r 3 " —5 - - | = = S el
__b:zl_.._n B S Rt - = ’1_—,’—'—1_._' s v 5 = =
i ol 0 1 n 1 0 10 (.
L 17 : 1 4 i 1
NS (o ] — ~a — t H
et Y | SR — [ e [ ] e, | . =
- S [ =] -
—_— _—
1 0 1 10 1 ol o 10 1 1 O 1o 10 1 ol o 1 0 10 1
*0 () T | — : T —t ——t +— =t = v
ARI I == — ey -
" Qo i om _S.au - = L B -]
2 5 A - o=
Q_lln 101 ot o 119 1O o011 0.1 07 10 1 1
Nola e e e e ERE==E = '-“
i = -y ———y - - 5
) | Ti.__... b‘.._l_m_ S7-GE 'l_...._._....._'_..-_;.___

i
gh =
y
L/
/
%
L)
/
g
=

=
)
-
442
L1
41 ©
-
-1 O
-
H|©
-

by ==

4
o
.ﬁg
il
i
i
-
I
8
Ll -
QL
Tl

N HNEIDER s Organ Bohoal. (b0% )



SCALF. FXFECISFS

-
] g =] I
. = e ] i [T
-~y o —
L =4 W |
e ——

yo 1l

NS,

i 1
] T
L N [ ) | P
f b M= ')
oJ S <3 I~ -a

Nao
2022 22
oA they N T

e
T50 0 "N 501}

; it PN ]
T} Lif +
?OI - __{‘— 0’,.""3

01010 11

2
00220 202

I

2 2
-
et

N°D

NOIL

SCHNFIPFPR’s Orgsn Schaol

No 2,

by




TVFELFE FPIECES FOR PRACTICOF,

| 1l F
| )~ ] -‘ o . T
o 5 | sl 1 - s il B ...* o I e STl = T
i Fd P Y 1 o '_ne _._|..___.__..p R:_._.r Y —{ = =
. | & e [ -8 o — o [ ]
: -*'%}:v’i-t o~ —— 7 1 % g‘f}'[ “.t_-?. . '-."n,:.:“
J R T e T
N0 ] ' | o |
Cu k. 2 0of 20 ® g
¢n 20 2 02 020%¢ 0 . - 2 %0 £ % 0
- ‘o P T 9 STt 209 .
Za): ™ i p— - hdt, " 7 7 Sa—
@i, oo tn S Sincat: T et tieras ]
™ =1 ——t 2 TS e X L) 1 R s o O
1 T i N A R g |
#
= i = = r__=-—-,...___i__*_t“‘1
N0 9 = ) |t | m—
e — T —
g' R T A D s S e e D o i
— P | B B 1' I ey .g. . -* = _-__O‘- + e
1o 106101 0 101 0 1 o To 10101 o1 610

0Orl
AN
\)
\Y

*035 o202 ®
E== '._'__:‘I_*.._ ——

o4 JO T .

10 .
SCUN L IDER Orpan Sepest”™




slajels

sfajeje

Al

e

10101

010101

P

0202020 54690

e S A T s

N2 Y.
20
&
T
} 0
_. 1 —
Fiz==—==
H 1
o)
|
| 2 B h 2__ON 2 __0
e = == = -
- ._'*"__'
e C o Ty e
\;__v = =" I bl | - 1
e o o] i - I.I
1 0 L0 10 0
..a-""-__'_“"-..._l
b : —
I -gf-——«‘;" :
L Qv Y [ ] i
o =
NC 8
02
g 0 202020 -Fﬂﬁ'll 20 | —
g : g _._q;iim:.__\l
o ™ rl T '[
V}‘ﬂu = e s
1 ! 1
SCHAFIDER's Organ Schosl (hos)




r.- : 7Y
’_ |

. . .,__é,__“__ B
J:r:i.—r. s ;f ’E
.I\..o 9' 6 1 e =
: l'.l u?

ST o

0l OI .l l’ilu
~ ———
| h
; .L‘._—.“"'“—-ﬂ—r—d -——-——-——-—--—:—-d S E—
= _..‘-1—(‘_’--_-—-—___._1_" I E—
. |

N0

+
= 1

; L ' 3t i 1

ST N e H.n.,.ll l O | : . %



(54§
«C

TWELVE PIECES FOR THE PEDALS ALONE
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§45  Much practice is necessary to attain proficiency in this mode of using
the Pedals, in order to give the feet that fucility of action kuhi(-h is requisite on
account of the quick changing: of the toe und heel and the turning of the foot
The Pedals must also not full too low or be too stiff, for otherwise it is scarcely
possible to get the notes to sound quite correctly. On this account an exclusive
use of this method is not advisable, and it is best to employ it in connexion_with
that of crossing the feet over and under each other That regard has been had almost
entirely to this method of playing: in the many examples that have been griven on this
subject, is however with the intention of affording an opportunity of sufficient
practice in it.

§46. Qenerally speaking a good management of the Pedals is only to be
uttained by the mixed use of all the sorts of playing treated of in this  chapter.
and not by an exclusive use of any one in particular. '

The mited method. which always selects according to circumstances . from _em-h.

purticular one that which is most appropriate, is consequently the best.
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CilaaPTER 4.

OBSERI'ATIONS ON THE RIGHT MANAGEMENT OF THE ORGAN.

§47. Playing in parts, where each part preserves its distinet progression is the most appro-
priate, and compositions in 3, 4,5 and even 6 parts can he executed with clearness. Of all
-these sorts of composition, that in 4 parts on account of its comprehensiveness in vhich hov
ever the harmony is complete, maintains especially for the Organ, the first place and is the
most employed.

§48. A continual playing in 4 parts would however hecome too uniform,and on that ae-
count a changee hy the introduction of more parts is to he recommended. Indeed itis of very
great effect upon the Organ, if sometimes passages occeur * here the parts are doubled
and the chords appear as full as possible.

§49. In a full style of playing, the principal thing is not exactly a careful progression
of a certain number of parts, but the intervals of the chord are doubled just as they lie
most conveniently for the hand and fingers. For as the entire composition'of the Organ
in its 16, 8,4 and 2 feet Registers is founded upon replicates, there is here the less
cause to he fastidious on aceount of progressions forbidden in harmony, because they
would not be at all extraordinary here, especially when the full style of playing' is c¢on-
tinued for some time. Care must however be taken that no consecutive fifths or octaves
oceur hetween the extreme parts. Thus for example the following' progression is to bhe
used unconditionally in A, but not in B.

- A : | ! | L.
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Right Hard. ‘v\- s o — : _;‘_d,,;_ FJ : =
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} i t
\
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PEDAL. :b(‘, D'_Q'.. E _“ e ! = . FJg - -
= 1 || =

§ 50. As in the full style of performance the object is, to exhibit the organ in its great-
est power, it is particularly appropriate to execute such passages with a full organ, by
which also those progression in the middle parts which in a strict composition of fewer
parts would be deemed faulty, are covered by the preponderating: strength and volume
of the other parts. The Pedals must in these cases be introduced with particular strength,
and where an orgran has not powerful Pedals, this mode of playing: can only be used
_with caution.

§51. - The full style is also to be emplnyed in choral playing' and is often very re-

quisite, particularly where the wng-reg"ltwn is largre. More on this subject in the third
part of this hook.

52. .~ As a continual pure four part playing becomes wearisome, that would likewise be
the case with a continual employment of the full style of playing: therefore a judicious

lte rnate use of hoth styles is advlqa'ble
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§53. Three part compositions with soft stops have a particularly ag-reable effect upon
the organ,especially if' each upper part can be played upon a separate manual and regristers
of different kinds,and the Bass upon the Pedals. Also four part compositions hive a goaod
effect if managed in this manner, one principal part being played upon one muanual tvo
parts upon the other manual,and the Bass upon the Pedals. (Also five part compositions ean
be treated in a similar manner) The principal part can also,as well in three as in four
part compositions, be taken up by the Pedals,in which case the actual Bass is performed by
the left hand on one of the manuals,for which however particular care must be taken in
selecting' the regristers. On account of our limited space we can only grive one example of
a few bars for each of these particular methods,and hope if' the work shall he favourably
received to publish at some future time a continued collection of Organ  Pieces, in
which every kind of Organ playing shall be exemplified.

1. In three parts. . /lil__é | 1 J | l l I
A o b ?__'i;_—_sv_j—‘ﬁ_—j—f' wajoietie e g o

Right Hand. ) 7T - ':‘—_;‘L‘——!-—.—. '—-':—"E' _1—1— -
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PEDALS. @E:ﬁf‘—.z:m:w-i— e e e e S it
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Of this kind are also the example Page 28 to 20 N° 4 and 6, the three part examples
also from Page 15 to 16 may bhe executed with the Pedals in this manner, provided the lowest
part does not exceed the compass of the Pedals; in the latter case the Pedals may even he

pla_yed an octine lower

2. In Sor parts
POCO ALLEGRO.

Hight Hand. ==5 .-: =3 ——.
PRSI

e .
Left Hand. ; : _{
2 —_—u
PEDALS. \‘ ot 3____._%

In like manner the four part examples from Page 17 to 19 can be played with the
Pedals and the second and third part with the left hand upon a particular manual provi-
ded those parts be sufficiently near togrether to be taken by one hand NT13 to19 21 to 23}
This also applies to subsequent four part examples.
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s Tiwe Principal part in the Left Hand,

Riuht Hand

Left Hand.

PEDALS.
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To God in the highest alone be praise.
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b The prineipid part in the Pedals.
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CHORGAL.
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§5 . A free use of the Pedals, independent of the playing of the left hand,is indispenca.
ble in ali the difterent kinds of playing: and it has also heen the particular ohject of this lit -
tle work.by the greatest possible copiousness in the chapter devaoted to those subjects to utfind
the needful introduction to the attainment of this free use of the feet. Such free independent
use of the Pedals is alvo called Obligato- Pedal playing-.

§55. It is not however by that intended to gray that the Pedals may not occasionally play the
corresponding: notes to those of the lef't hand, for the obligato use of the Pedal is not always
possible or necessary, but the performer who is not able to do anything: more with the Pedals
than to sound here and there the simplest fundamental notes of the chords and only to use it
as a doubling' for the left hand when that continually plays the Buass, renounces one of the
essential peculiarities of the organ.

§56. The Pedals must not he always employed it is very appropriate for them sometimes
to be silent a mere powerful effect is produced vhen they commence again. a. Pedal notes
have a good effect held on where the hands have more motion: b in like manner when
chords are held on in the hands an increased movement in the Pedals is very effective;
c. solo passagees in the Pedals, introduced occasionally, are also of good effect. d  the
Pedals can also be used doubly  both feet playing: at the same time;) e. this ix generally
denoted by “ Pedal doppio.”

a (with a Fuli Orjun. )
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(% Thew pavieges can aho be performed upon another manual with weaker regnters, and the places where the Peduls ecmne in gpen the
manual with strung registers

b.(uith Lad  stops) i A .
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§57  That too quick movements are still less to be permitted in the Pedals thun in the
Varuals is, generally speaking. oving to the nature of the deeper notes, inasrruvch as they
do not emit their sound so easily and quickly as higther notes,and also a cuick stecession
of Buss notes is not so easily distingwuished as a succession of higher notes ; likewise on
account of the IZrmpossibility of the feet attaining so great a degree of mechanical facility
as the fingers. In such quick Bass passagees it is well to leave them altogether to the
lef't hand und only to grive the findamental notes in the Pedals,and according' to the nature
of the upper parts eitl.er hold them longer a. or only for a short time. 5. For example
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§58. It may be here generally observed that rapid passages are to be avoided
on the organ and the degree of rapidity allowable will be best decided by at.
-tention to the peculiar capability of each stop; Stop Diap‘asons, !-‘]utc-s,&:c.
speaking more quickly than most Reed-stops. For the Full Organ, the de_
-gree of quickness should be consistent with the idea of power & solid strength

The quick repetition of the same note or chord is quite repugnant to the cha-
.racter of the organ.

§59. Variety may be produced in organ playing by the alternation of compo -
-sitions in few and many parts by keeping the pedals silent for a while,
by the change of the manuals and combination of the \ariuus’stops producing
thus  transitions from Loud to Soft. These transitions should not bow-

-ever be so frequent as to degenerate into puerile trifling.

-

§60. Especial caution is requisite in this respect when the organ is used in
actual divine service; it is another thing when the object is to exhibit the pe-
_culiur powers of the instrument to their full extent,exclusively of its employ -
_ment in divine worship;in the latter case, the performer may display his pro.
_ficiency in the mechanical management of his instrument and his acquaintance
with harmony; but he should avoid the introduction of anything which is con-
trary to the character of the most noble of all instruments, nor exact from it
unworthy and frivolous musical imitations nor attempt at ephemeral fashionable
airs, which belong to other places, and are designed for other purposes.

_ Unhappily, organ players, even of reputation, have in latter times indulged ina

style of performance quite contrary to the art.

-

Thus much it appc-ared necessary to state wpon this suijrl at the con-

clusion of this part.
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PART SECOND.

>

LiIST OF THE MOST USUAL STUOPS OR REGISTERS FOUND IN ORG.INS .

- . ot

Fundamental Principal

or Diapason Slops.

Double Diapason........ i-fj feet.
Diapason (Open)........ 8 feet.
Principal......ouossses 1 feet. ‘
FHteenth_ o vsssvinsvin 2 feet,

Double Double Diapason 32 feet.

A variety in the quality of the tone of these various Diapasonsis given by the circum-=

~-ference of the pipes being more or less contracted.
Mizxture Stops.

3

So called because they give upon one note either the fifth or the third or both together
orseveral other notes besides and even entire chords. They cannot be eémployed alone
but are used to strengthen and accompany the Fundimental Stops.

The Twelfth........ 3 feet.

The Tierces mostly 12 feet.

The Sesquialtralconsisting of two pipes)whichgives the fifth and upper third to C %

The mixtures proper which consist of several pipes for each note giving the harmonic
third or only the ground note and the fifth repeated. As many pipes as a mixture con:

-tains for each note, of so many ranks it is said to be.

The Cornet is of the same mixture as a mixture proper.

Flute Stops

They are divided into 3 sorts. 1 quite open. 2ﬁluite stopped,and 3. half stopped. The
first(quite open) are made in every variety of shape,narrow and tall _or wide and short_ or

diminish inbreadth towards the top.. producing muchvariety of tone knownby different names.

*X* These measuremontsinfeet indicate the height of the pipe (almn- the moutls-pieea)thieh would be sounded by pressing the key equn

—=valent to % :_'__ on the Piano Forte. (Si-¢ Table page

-& i i i - [L A L)
F£ ‘Theresult of stopping the end of a pipe is to produce as grave a pitch fromafour foot pipe ax would be ohtained [Fomanopenpips X f
L}
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The stopped Diapason,
Bordun. °
The Quintaton _ on account of its narrow mouth and the shades attached to both sides
The fifth above is heard in addition to the ground note.
The half stopped Flute work . is called a Reed flute .
In the covering of its pipes there is a little tube fastened in the middle through
which the air flows.
The Reed work.
The Trumpet of 16 . & or 4-feet.
Oboe, s-feet.
Bassoon, most - usually 16 - feet .
Posaune, of 32 and 16 feet (in the pedals.)
Clarion.
Regal.
Vox humana .
In the preceeding enumeration of the stops, only the most vsually oecuring
are named _ for a concise description of the various parts of anorgan see
the 20 Part of the first edition of this work .

ON THE MOST APPROPRIATE USE OF THE STOPS. REGISTERING .

§1. The stops (registers) enumerated above are of two kinds.

1. those in which, upon every key, the note properly belonging to it sounds; so that,
for example, upon the key C, a note corresponding in name sounds:

2. those in which another note sounds; for example, when C is struck, its fifth@, for
instance, or its third E.

The stops of the first description are called, in this respect Leadini stops(Haptstimmen
and are those of the same pitch as the huinan voice, or the usual key'd instruments the %-
feet Diapasonstops (Grundstimmen); and those which give the lower or higher octaves of
the Diapason stops (viz . the 16,4, 2, and 1 feet ones). Filling-out stops (Ausfiillstimmen) Fill-
ing stopt-'{l"l'ﬂlslimlm-n),nr strengthening stops Verstarkungstimmen) .

The stops of the first description of quint, ticrce, and mixed (mixtures cornetts),are
called secondary stops ( Nchenstimmen), auxiliary stops *lilfsstimmen).

§2 . Although the 8-feet stops are the real Diapason stops, yet still the 16,4 jand 2 feet
stops may be employed singly by the organist as Diapason stops, if he plays an octave
higher for 16 -feet, an octave lower for the 4 feet, and two octaves lower for the 2- fect
stops .

Note . Anexperienced organ-player will sometimes likewise be able to employ, in its
proper place, with good effect, the higher and lower stops according to their posi
tion, especially when he employs the organ as an independent instrument, with -
out being at all restricted to the regular church style .

SCHNEIDER", Orgis Bebuol,
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§3 . The Diapason stops(the s feet ongs) are the basis of the organ; and in a good ins
_trument , the 8 fcet tone should predominate in the full organ; and should not be overpow_
_ered by too many higher or lower filling or secondary stops, by this test the good builder
i~ known, the organist in selectmg single registers for use should have regard to this -
fundamental relation; and to the difference in the quality of the tone of the various stops.
§4 . In blending registers together ,particular regard must be had to the difference
Letween the stops in respect of their various quality of tone: in this respect the following
is to be observed .
a) the following sound strong, full, and solemn— Diapasons, 32, 16, and § feet; Bordun
16 and % feet; Grobgedakt (great stopped Diapason); Reed flute.
b) agreeable, mild, pleasing—flutes, Kleingedakt ,(small stopped Diapason;Lieblichge_
_dakt, viola di Gamba, Salicional; Waldflite (forest flute),s -feet;
¢; hollow, snuffling — Hohlflite, Quintating
d) piercing sharp, —all narrow, small scale; 4,2, and 1 feet open stops, and the mix_
_tures abuve all
¢ guttural — all reed -stops more or less.,
“tops made of tin sound clearer than those of wood; stopped pipes are milder than
open oness half-stopped ones, or those tapering te a point, sound somewhat stronger than
those quite stopped, but not so strong as quite open ovnes.

L
]

§5 A.—Use of the Leading Stops .

In a well arranged orvgan, all the Jeading stops used together —viz. 16,5, t,and

> feet —have a good effecet without the secondary stops. We will thcrefure only give a

f- w hints respecting the judicious combination of single stops .

1. The union of leading stops, of equal pitch and like guality of tone, gives indeed
an increased strength of tone, but no particular alicration in its qunff()'. Thus, for
example, two open diapasons or two stopped diapasuns, or two flutes, or two trumpets
of cqual pitch (sor 4 feet tone) will sound lounder than any one of those stops by
itself, but its quality will remain the same .

2. The union of leading stops of equal pitch, but of unlike quality of tune, does alter
the latter. For example, open and stopped diapason, s feet ; Viola di Ganiba and stop-

-ped diapason or a flute-stop,8feet; Quintatin and Viola di Gamba, or open diapason,

5feet; trampet and open, or stopped diapason or quintatin, sfeet: principal or oc_

-tave 4-feet and reed flute; Gedackt (flute), 4 feet, &e.&e.

3. In blending leading stops of unequal piteh, it is generally requisite to take care that
the Registers to be united are onlt one _octave distant from each other; consequently
that the stops 16and 8 feet— 5 and | fee_t ~—4 and 2 feet, are joined together; and that of
these two stops, the Diapason stop, the really »-feet stbp, or the 'uppanontly s -feet
stop, resulting from transposition into another octave (see 2) is most prominent.

Note . In quicker passages, a combination of registers, which is contrary to this prin_

-ciple, is of good effect. For example, Bordun or Quintatin, 16 feet; and a clear somnd

_ing » 4 feet or even 2 feet register; Quintatin 8 feet; and Sifflite, 1foot; &c. Kc.
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§6 B~ Usc of the Secondary Stops . AL . :

As the single secondary stpps do not give the true fundamental note,but either i1~
fifth or its third; and is if, even in a combination of secondary stops, the fundamental note is
contained , it is at the same time too much concealed by the other notes; it of course follows,
that the secondary stops can never be used alone . For example: if, in order to be ahle to
play a Quint register (twelfth) of 3 fect by itself, the fifth below were to be played, that
would be attended with too much inconvenience, and be also of no service, because the same
¢ffect can be produced by another register, quite similar to it in tone (octave 4 —feet English
principal )

Yute . In many of the larger organs there are cornets and mixtures so arranged that .
the fundamental notes so greatly preponderate, that, in many cases, and for the af .
tainment of particular effects in the solo playing of the Virtuoso or accomplished
player, they may even be used alone, at least in the upper octaves,where the secon
dary notes are the least audible, and are overpowered by the fundamental notes; but
in such an employment of the stops as this, the before-named condition must exist.

§7 . Without regarding the exception named in the preceding note, we assume that all

secondary stops are drawn with a full organ: this is exclusively the case with the mixtures.
The cornet can be used in conneetion with the principal s-feet (open diapason), which may he
strengthened by octave d-feet, or even a 16 -feet stop (double diapason), or even with a reed
stop (S-feet) . In using the Quint register (twelfth3-feet) an open diapasons-feet must al -
-ways he employed at the same time, strengthened also by some other s-feet stop princi
pal, 4-feet), and octave 2-feet . To a simple tierce stop, there should always be added the
fifth stop lying below it , and the octave stop Iving above it , as also the necessary founda
_tion stops besides, in order to conceal as much as possible the fifth and third. The latter
will easily be the case in the upper octaves, on which account the performer must, in using
them, avoid getting into the lower octaves, where the fifths and the thirds would sound dis-
- agreeably conspicuous . It is another thing with a full organ, where the experienced or-
gan-builder has taken good care that this defeet should not oceur.

Note . There has been much controversy respecting the admissihility of the Quint
(twelfth), tierce, and mixture stops . This is not the proper place for a further
discussion of this topic; thus much, however, I may venture ,with the concurrence
of all good organ players and organ builders, to assert, that an organ without those
registers would be deprived of nuch of its peculiar penetrating power . I of course
presuppose that the disposition , scale, &c. of those registers are in exact propor-
portion to the whole of the rest of the instrument . If indeed, a multifarious
combination of mixed stops, with the appropriate quints and tierces, is attempiod
upon some h-feet stops, among which there may possibly not be any open metal
stops at all, a most horrible crash would be the effect produced.

§. At the concbusion of this Chapter, I must mention that I could only give hints
respecting the use of the stops; tle(‘au.qe a difference in the iwalc,in the intonation, and
likewise in the proportion to the other stops,even a difference in the relative position of
quite similar stops in the organ(mear the performer, or at a distance from him, above or
helow him), will produce quite a different effect . The organist who loves his pursuit, and
prosecutes his art with zeal, will certainly apply all diligence to become intimately acequaint
-cd with his instrument, both as a whole and in its separate parts, with the character of
each wtop, its strength, its weakness, its relation to every other. By that means he will fitd
many combinations which only a good ear and a refined taste, with respect to the objectin

view, can enable him to determine as to the propriety of making use of or not .
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THIRD PART.

ON THE PROPER APPLICATION OF ORGAN-PLAYING TO DIVINE SERVICE.

Tris point has already been remarked upon in general terms suf'i'i(:i.entl_y for our
purpose, in the Introduction to this g'ork,an'd in the 4th Chapter of: the 'I“‘ll‘:sl Part: we
propose now to say a few words with respect to those special cases in which the o.rg'a.n
appears as an essential element in public worship, co-operating with and promotingt.

We have to consider —

1. Choral Accompaniment.

2. Interlude.

‘8. P-elude and Postlude.(last Voluntary.)

4. Accompaniment of instrumented Church Music, such as the Liturgy and the
Responses.

CHAPTEPR 1.

OF CHORAL ACCOMPANIMENT.

§1. The Choral (Psalm tune /is,in regard to its object, the noblest and the most simple
popular song; it is an essential element in the public worship of God, and the means by
which a greater or less number of persons of every age and every condition give ex-
pression at ome time to their religious feeling:s.

§ 2. That the Psalm singing be rightly conducted,is especially the business of the or

-ganist, the precentor, and also of the choir.

§ 8. In order that these may be enabled to fulfil their duties, a Psalm book is parti-
-cularly necessary, in which the Psalm tunes are properly arranged with respect to
the melody and harmony by a competent master; according to which the singing mnight
then be conducted and practised in schools and churches.

§ 4. The melody of the chorals must not be disfigured by ornaniéntb.passing‘notea,&c;
but the organist and precentor should rather take care that such superfluous additions
as the congregation may have been led to adopt, be gradually abandoned and the pure
melody be restored. :

§5. The harmonious portion, which is expressed either by the organ alone,or toge
ther with the four.part singing choir, must be simple,but powerful. The parts ac.
companying the melody will most appropriately move'in the same time as itself:only
very few passing notes should be allowed, no striking unexpected transitions, no ac.
cumulation of dissonances, &c. are here in [:olac.eT It is.particular]y contrary to the

object of the harmonious accompaniment of the choral, to begin or even to finish the
single lines with dissonant chords. ‘
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§6. With regard to conducting the parts in choral playing, a pure four part ar.
rangement is the foundation; a choral book,such as was desired above (§8,) would
therefore require to be so arranged that the four parts should be brought upontwo
staves, in order to be capable of being sung at once by four voices; consequently not,
as many would have it,exclusively in close fmrmony,nor.on the contrary,continually
in wide harmony,bﬁt alternating as is required in a good arrangement of the voices,
in which regard is had to the natural compass, and to a good internal melodious con-

" nection of the parts,

§ 7. The continual pure feur.part playing becomes monotonous,and the peculiar
powers of the organ would be lost, if recourse were not had occasionally to fuh play-
ing',according to the contents of the Psalm,and also the strength of the congregation.

In so doing the given harmony of the choral must be preserved, and the full playing
only be accomplished by the doubling of single intervals, which may be done without
any very great solicitude to avoid octave progressions. (Sec§§d8-52 in the First Part.)

§ 8. It has likewise a good effect to be a little florid in the middle parts or the
bass, but this must be upon the basis of the harmony given in the choral hook, in or
der to agree with the choir, which sing's the simple harmony of the choral book. For
this manner of playing, much knowledge and proficiency in counterpoint is required,
as also a careful consideration of the sentiments expressed in the words and in the me_
lody. Such a manner of playing is only suited to hymns of a lively character, and then
only by way of change. The first lines of the Hymn, “Nun danket alle Gott,” may

serve as an example

¢ ' s | i
‘NUN DANKET ——.i—o—-lE' B ]E :
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Florid in all the accompanying parts, wit-h the same fundamental harmony.

-

§9. The time in which chorals should be sung must depend on their character;
thus, a penitential psalm must be sung slower than a psalm of praise or thanks-
giving, which admits of a quicker time

§10. The registering of the organ,in respect to strength and weakness, must be
governed by the nature of the congregation. The organ must never drown the
singing of the congregation: on the contrary,if the words of the hymn shouldhap.
pen to require it, a verse might be sonretimes accompanied quite softly:this is,only
advisable in the case of well-known tunes; the whole strength of the organ being
sometimes required, to direct the congregation,in tunes, little known.

§11. In order the more easily to teach the congregation a new tune,or to lead them
to abandon any acquired inaccuracies, it will be of ad\'antég'e to play the tune n ’
wnison, with the full organ upon the manual and the pedals,or even to do so with

the hand upon the manual alone, whilst the pedals play the fundamental bass inshort
notes __ for example: B
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or also thus ___
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§12. It is of course to be understood,that,where there is a choir  that sings
the tune through all the verses of the hymn quite alike,in four parts,the or.-
ganist must not indulge in any deviations or alterations in the harmony. But if the

singing is not continued strictly in four parts through every verse,an organist pro-
ficient in harmony may, being partly guided by the subject of the hymn.lnd for the
sake of producing some variety,sometimes employ other basses and chords. But he
must ever keep the main ohject in view,and he should not be too ready to indulge in
bombastic and extraneous harmonious successions,or to display too conspicuously his
scientific skill; but his familiar acquaintance with harmony should only servefor the
purpose of giving a new charm to the often heard and well known melody,\rillmut lo-
sing anything of its clearness and general character,which would be the case if he
were to select harmonies which are not naturally adapted to the melody. The organ
_ist who is impressed witha high sense of the high importance of his calling,will not

, be guilty of anything unbecoming, but in all his performances will bear in mind that
the art of the organist is applied to lhe; most sacred objects,and that the fulfilment
of his official duties should redound to the honour of God and the edification of
thousands in the temple of the Lord.

| Remark. As the hearing of the same harmony throughout several verses will

. lead to monotony,it might be well,if the entire choir were, in several verses , to

sing in unison with the congregation, and leave the organist at full liberty.

*

this method la,however,only to be employsd when all other means bave falled. In large ergan—works ,where there ave alsn pen: 1187 Ing
, stops fu the pedals ;and the ecompasa of the upper motes mllows of [t ,the melody may be played In the pedals with the vight rul,- with
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v | . CHAPTER.IL.
OF THK INTRRLUDE (ZWISCHKNSPIEL)

§ 18. It is customary for the pause which is made between one line of averse and
the following line to be occupied by the organist with what is called the inte r]ud: The
choral would undoubtedly acquire more sclemnity if the interlude were to h(, entirely
du;le away withy¥ | -

§ 14. If the interlude has any possible object, it ean only be the following-to connect
harmoniously and melodiously the last member of a line with the first member of
the following one. The organ-player is so to manage the interlude, that it shall
conduct the congregation from the conclusion of the one line to the commencement
ol the ftullowing one in the most natural manner. Consequently, in the interlude,
no harmonies should be used which do not stand in the closest connection with the
two harmonies of the choral, between which the interlude is to effect a connection.
The interlude must, as it were, grow together with the two harmonies,between which
it is inte;-gosed. Therefore it would be highly improper to deviate in the interludes
from the slow pathetic movement of the choral, and to adopt in them a quick move_
-ment. The simpler the interlude is, and the more intimately connected, as well with
respect to melody and harmony as to rhythin, with tihe choral,the more appropriate
will it be.

§ 15. With respect to the time in which the interlude should be played the rule
might be adopted, that no quicker division of time should occur in it than half the
shortest note in the choral, written in crotchets, the shortest notes for the interlude
are semzquavers if the choral is written in minims, they would be quavers.

§ 16. When it was said in the preceding § that the time of the interlude must
be governed by the character of the psalm that is also to be understood as ap.
-plying to the entire arrangement of the melody and harmony of the interlude.
The organist is not, however to attenjt to express to paint (as it were) what has
been said in the line just finished or about to commence; for example-if the word-.
joy occurs, to introduce frisking passages; at the word sorrowful,to whimper in
semitones; and when thunder is mentioned, to storm away with powerful unisons that
which the organist must endeavour to do, is, to make his entire playing conform.
-able to the leading sentiment which is expressed in the verse or in the psalm.

§17. If, upon concluding the interlude, the congregation does not immediately
fall in with the commencing chord of the organist, it is better to dwell uponthat chord
until the congregation begins, than without regarding them to proceed farther,or to
lengthen out the interlude by superfluous additions.

§18.If the organist keeps invariably to the same length in the lnterludes, the
cougregation will soon get accustomed to come in again -at the proper time, or by
keeping the pedals quite silent during the interlude, and introduce them again at

the beginning of the next lme of the hymm, ‘the congregation would know with
certainty, when to begin.

¥ The English organists have long ‘been of this opinion, a8 the interlude between the lines has been dircontimicd for
wary years. Examplea of it are td be found in Dr. Blow’s Pealmody.___ This chapter is retained bocause most
I the romurks spply cqually to our ioterlude between the sverses.
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CHAPTER 3.

OF THE PRELUDE AND LAST VOLUNTARY.

-~

§19 . The Prelude must be arranged in accordance with the various objects to he
attained; it can serve—

1. As an Introduction to the Church Service, without any hymn immediately following :

2. As an introduction to, and preparation for, a hymn to follow it;

3. As an introduction to Church Music .

§20 . With regard to the first case, the organist has here an opportunity to give full scop
to his instrument and his art, but always regarding the dignity of the subject and the
particular object of the solemnity . The first prelude at all public worship comes un-

_der this head; ﬁere the organist ought, as the commencement ('j'f Divine Service, to he
-¢in with an introduction in character with the object of the festival,and then con_
-neet with it a suitable transition to the first hymn. The duration of such preludes muay
be somewhat longer than that of those which occur in the course of the service as
choral preludes .
Remark . Extemporaneous playing is not out of place here; but those who have not
 that gift at command, had much bhetter choose some good existing works. It
may here be said generally that it is a false notion entertained by some or_
-Zanists that every thing they play must be the produce of their own invention,
they should rather endeavour to practice effectively good existing compositions,
of which there are some for all purposes and occassions, and in all degrees of
easy and difficult execution; they would thus promote their own improvement
most materially:

§21. The prelude to any given choral should prepare the congregation for singing
the hymn; it must therefore—1)answer to the character of the hymn;2) it must determine
with certainty the mode in which the choral melody is; 3) it may also contain intimations
of the melody itself, which is particularly advisabl¢ where the melody is not guite known,
or where different melodies are used for the same hymn.

22. Note tol). The organist must use all possible means in order to indicate the
sentiment which the hymn expresses; therefore, besides the ideas which he address -
-es to the ear, he should also have a suitable combination. of stops . He will con
-sequently, when the hymns express tender emotions, not burst out wiclently; and
when the hymns are''of a-lively character, not melt auay in sorrowful me -
lodies with soft, weak flute-stops.

§23. Note to2). For melodies which are written in the modes of the present
day, no organist is likely to go wrong. Many melodies written in the so -called
old modes may, cause great embarrassment to know how to manage the prelude
most . uuntably in this respect . Melodies in the Dorian and Phrygian,and alvo
in the mixo - l);lun modes, are especially likely to occaswion doubt .
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There are, in the Dorian mode, melodies which end with the dominant —viz . 2

for example, Thro® Adams fall (N© 6 page 19) Christ unser Herr zum Jordan kam”.  If

the organist were to arrange the prelude in A major, according to our modern

view, that the closing chord should point out the mode, he would be wrong: the

prelude must begin in I minur, the prelude must also conclude with it . The pre
ludes to the Phrygian and Hypophrygian melodies must be arranged exactly like
our modern mode of A minor, with the requisite touching upon the mode of C

major, and the conclusion must then modulate” to the commencing chord of the
choral. melodies in this mode often begin with the dominant- chord of A minor,
also with the tonic chord of C major or even E minor; thus, the melody In deep
distress (N9 4 page 19) begins and ends with the dominant chord of A minor, The
conclusion of the prelude beginning in A minor must consequently modulate to the
dominant chord, but without making a complete close in E major; the course of

modulation being, for example, as follows:—
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For the melody “Kerzlich thut mich verlangen? transposed one tone higher, the pre.
lude is to be in B minor, and the conclusion passes into D major, the commencing
chord of the melody, The Phrygian melody, “Christus der uns selig. macht}* begins
in A minor; there is consequently no difficulty with the conclusion of the prelude:
in the same manner, in the Phrygian melody, “Herr Gott,nach deiner grossen Gu -
tigkeit) transposed a third higher, where the prelude must begin in C minor, it
should terminate in the principal note, because the melody begins with the tonic
chord of C minor . The melodies “Mitten wir in Leben sind?” and “Herr Gott dich
loben wir) begin in E minor; the prelude must therefore end in E minor.

A prelude answering to the Mixo-lydian mode modulates more in C major than in G ma-
jor; it does not go at all to D major: the conclusion of the prelude is governed by
the commencing chord of the melody; the commencement by the final chord: thus,
the prelude to “Mein’ Augen ich gen Berg aufricht) might begin in G major,and then
go to C major. If the melody begins with the triad of G, a so-called pla.gal ending

is here in place; for example—
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As in the Choral, " Gott sei gelobet und Gebenedeict™. -
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§21. Noteto3).There is a way of playing the entire melady of a choral to the cong:.

_gition, which s called giving out a melody, Upon one mannal uith:partirularly predonmi -
-nant stops, the choral melody is performed line by line, accompanied by the other hand
and the pedals in a florid style; and between each line of the melody the florid accom
_paniment is carried on, in which also the hand that played the melody can join(butupon
the other manual which accompanies the melody). The melody may be taken in the so -

-prano, or also in the tenor; indeed, even in the pedals. In order to a satisfactory extem

- poraneous execution of this kind, there is required much practice in harmony and in
composition generally, and likewise a perfect command of the instrument . Of this de-

-scription may be had  in preference to all others , master -works of Sebastian Bach;there
are others, less difficult, by Rink &c.&c. see Mendelssohns Lobgesang & Paulus .

As preludes of such a kind, if they make any pretension to elaborateness, and are not in.
tended to contain simply the melody itself, must have a certain length and breadth;
they should, as brevity is now desired in church service, only he employed for melo

-dies of moderate length. One part only of the melody, also, may be treated in this
manner, employing perhaps the first two lines, or even only the first line of some
imitations .

§25. As it is one of the principal objects that the congregation should begin the melody
firmlv and truly, the organist must not only conclude in the octave in which the melody
begins, but he will also do well if he joins the commencing note of the melody to the
concluding chord of the prelude in the upper part; for very well-known melodies this is not
so necessary as for those which are less known.

§26 . All that has just now been said applics likewise to the interpreludesiinterpradulium,
which are to connect together two hymns immediately succeeding one another. It is here gouod
fur the organist to hold on the concluding chord of the first hymn rather longer than usual,
and even also to let the pedals sound alone (but only for a very short time), during which he
can make any requisite changes in the registers . Then he goes over | in a suitable manner,
not too quickly, from the previous key into the mode of the following choral, and introduces
the same according to its character.

$27. The organist  should guard against making any preludes too long  and thus protract
the divine service in an unsuitable manner; still, he must take time to express what is neces
-sary: to use merely a few transient chords asa prelude, is making it a matterof toolittle
consequence .

§2%. In the prelude to church music which is to be accompanied by instruments ,the orgn
_ist must keep in view the tuning of the instruments, and not only begin in a key in which the
stringed instruments are to be tuned, but he must modulate in such chords as may facili -
-tate this tuning of the instruments; this is done the best in 1), occassionally touching the
chords of Gand A. If kettle-drums are employed in the band, and these are to be tuned in
some other than the given tones, the organist should touch that key , and towards the end
return to the key in which th. music begins .

§29. Formerly there was a different pitch for the church and chamber . In modern times,
" orgwns are tuned, as is just and proper, in the chamber pitch now in use . To connect the
organ and the orchestra is, however, at all times a troublesome business; for, with the con
_tinml alteration of the orchestral pitch, which has now no fixed standard at all and depends
almost entirely upon the will of the manuafacturer of the wind instruments, it cannot be sail
with any certainty, before hand, whether an organ tuned in proper chamber pitch will, in the
conrse of some years, agree with the orchestra or not.

SCHNEIDER S Goooon ebool.
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30 .0f the Postlude (Last Voluntary.)

-
-

1:h;g- last voluntary is introduced in many churches at the conclusion of the whole
.-a-er\'i{*e. ;,mi was possibly adopted for the purpose of drowning the noise of the congre_
giation leaving the church, the organist is not here trammeled and may allow himself full
scope, but he should still bear in mind that he is concluding a devotional solemnity . He
can here exhibit the art of the organ- plaver in its fullest extent, as well in invention
(where he indulges his own fancy) as in the technieal management of the giant instrument.
He should avail himself of this fine opportunity to give the best music in his power,There
are valuable works enough which can be here made use of: whoever is competent to it,
will find a rich store in Sebastian Bach’s works; something more easy of this kind has

heen produced by Novelio, Rink, not to mention Albrechtsherger, Eberlin, Handel, &c. &c.

OF THE TO-OPERATION OF THE ORGAN IN CHURCH MUSIC,THE LITURGY,
INTONATIONS, RESPONSES, ETC. °

§31. The organ can be of essential service in church music; it can co-operate as a solo
instrument ,and likewise serve fo strengthen- others.

§32. When it is employed as a solo obligato instrument, the mode of registering, upon
which here every thing especially depends, will be partly prescribed by the composer or
director, or else it is left to the judgment of the organist . He must,in the latter case, make
himself acquainted with the score of the composition, and will consider the relation in
which the organ solo stands to the whole, in order that he may neither predominate
over every thing else, nor yet be wholly obscured. As he is to play the part which he
has to perform exactly as it is written, there is no difficulty .provided he possesses the
necessary degree of execution.

Note . Joseph Haydn has employed the organ in this manner excellently well in the mass
] in E flat (N?12) and in his"Stabat mater in G minor; also Mozart in the Laudate™

§33. Provided however, that the organ is not employed as a solo instrument,but is only
used for the purpose of adding to the strength, there is often only one bass part given
with what are called figures . This marked part is called.

§3+4. The Thorough Bass part. The numbers marked over these bass notes denote to
the organist the chords which he has to play with_ilhe righ.t hand to the bass , which he
has to play upon the pedals,or upon the manual with the left hand. That this figuring
is not to be depended upﬁn_ and that an imﬁnssibility would be expected of the organist,
even of the most proficient (if the organ accompanient is to accomplish its full inten

tion) is evident. ™

,

SCHNEIDER’: Orgau School. s i



e -
[

§85. The organ is to be considered as an instrument composed of many wind instru.
ments if., therefore, the organ is employed in any musical performance of the present
day, which is always prov ided with wind instruments, an accompaniment denoted by such
uncertain marks might very easily spoil the effects of the real wind instruments; it
may likewise injure the entire course of the principal melody. For by the numbers the
chords indeed are giiven, but not the place — the octave in which the accompaniment
would be most apprnpria\te.

§86. The accompaniment would be more easily understood, and more correetly
executed by having the real notes written down.

§87. The last named plan would therefore remedy the defect and the inevitable
uncertainty of playing from so imperfect a system of marking. Let the notes be
written completely out, as they may be desired for strengthening in this or that place;
for as, according to the old system, the clever and cautious performer endeavours, by
drawing quite weak registers, at least not to spoil any thing, the consequence is that
the organ does not produce any effect ; while, on the other hand, the unskiltful and in-
cautious one registers more strongly, and, all at once, finds himself employing chords
perhaps in quite another and a higher region than the composition is just moving
in, and the effect is spoiled, whilst;on the contrary, with an accurate notation, and hy
anly employing the organ to increase the volume of sound, a considerable effect may
be produced.

§88. Of the co-ovperation of the organ in the Liturgy, Intonations, Responses, &v,
it is only necessary to observe this much,— that as the organ has oniy, in all these li-
turgical forms, to support the singing, it is not to predominate over it , but neverthe-
less not to be so very subdued, that the object of leading the singing is lost.

In many Protestant churches, where the clergyman chants the collects and the he-
-nediction, this is sometimes done with the organ accompaniment. As the distance of
the clergyman from the organ choir is considerable, the organist must listen very
attentively, and give way to the person chanting; on which account he must so ar-

range the registering that he can hear the clergyman, and the clergyman can

hear the sound of the organ.

FINIS.
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T'he universally admitted want of good progressive Pieces for the Organ, suggested
to me the propriety of subjoining to my “ Theoretical & Practical Organ School " the pre
sent Collection of Trios for the Manuals and Pedals. They are intended to be played
upon two different Claviers in 4ddition to the Peduls; by which method it is hoped that the
Student will obtain a complete independent command both of hands and feet.

The greater number of the Trios can be played upon one Clavier;the only exception
being® where the Manuals cross each other: hut two Claviers will be found more effective,
on account of the grreater variety that can be griven in each Clavier by the use of different
Registers,or Stops; as it will he observed that the important or prominent part should lie
sometimes with the rig'ht hand, sometimes with the left, and at othérs with the Pedals.

Annexed are 12 Varieties of Regristering, to which reference is made at thebeginning:
of each piece ; those marked A being for the upper part, and those marked B for the
lower. [As some of the stops mentioned by MT Schneider (such as the Quintadon,
Salicional & Gemshorn ) are not usual in English Instruments, other stops which may he
substituted for them have bheen pointed out in a parenthesis, for the convenience of
English Organists ]

A o UPPER MANUAL. B. or LOWER MANUAL.
N1, Open Dispason. ' Quintadon, Bft (or Btopped Diap. & Prin.)
2, Flute 8t (or Dulciana ) & Salicinal 41t (or Flute.) Stopped Disp.
3, Uemshian M. (or Hautboy ) and Step D. Viid di Gamba (or Duleians ) & Flute.
4, Quintadun (or Stop D. & Principal ) & Flute. Hehl Flite Bt (or Dulciana & Flute.)
b, Viol di Gamba (or Dulcians ) & Stup D. Open Diap. small scale(or Dulcirna. )
68, D? or Gemshorn (or Hautboy ) & Principal. Quintadon (or Stop D. & Flute. )
7, Quintadin (or Stop D & Prin.) & Flute. Open Disp.
8, Bor un (or Dulkcicna ) or Hehl—Flote & Stp D. Viol di Gamba (or Dule.) with Flute or Btop D,
9, Vid di Gamba (s Dule )with Quirtadon (or Stup D.& Prin.) Hohl-Flote (or Dule & Fiute ) with Bordun 16 it (or Double Diag)
10, Open D. with Quint 8 & 4 (or Stop D. & Prine.) Viol di Gamba (or Dule )& Bordun 16 ft.(or Double Diap.)
1, Trumpet & Stop D.or Trumpet ¥ & 4 (or Clurion.) Open Dinp. with Quintadn (or Stop D. & Prin.)
12, Opes D. with Quint § & 4 (or Stop Dig.Prin & Fhite.) Trumpet with Stopped Diap.

In regristering’ for the Pedals care should be taken so as neither to overpower the
Manuals, nor yet to suffer the Pedals to be too feeble: hut where the subject lies in the
Pedals, then that part should of course be made prominent. -

The above general directions for the effective combination of the Stops are chiefly
intended for the guidance of young Performers: the more experienced Orgranist can mo.

dify them according to the peculiar construction of the Instrument on which he has to ‘

exhibit his skill, or can introduce such other changes as may be l“ﬁ'ﬂ""‘ted by his own
funcy, taste and judgment.

* A full deoeviption and eaplanation of the Btops will be fisind in the Oriran School ** see Pugws 67, 6%, 69 & 70, together »
remarks as ¢0 the most appropriste mode of using them.

s HARIDER s Organ Trios.
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AUSIC (TWO HANDS).

SR IS “ .
aAms, Thomas, Six Organ Pieces,
~ Thomas, Attwood.
' or in one book, 6s.
Bacr’s Grand Studies, with pedals obligato, edited by
V. Novello 28s., or 19 Nos. 1s. to 2s. 9d. each.
Bates, F. W., Forty-two Psalm Interludes, in the
- most usual keys, dedicated to Vincent Novello.

' Price 1s. 3d.

Bgst, W. T. Arrangements from the Scores of the
great masters, with pedals obligato. Price 15s.
Best, W. T. Fantasia, with pedals obligato. 1s. 6d.
—— Mozart's Overture to ¢ Die Zauberfiote,’ arranged

- with pedals obligato. Price 2s.
Brst, W. T. Three Preludes and Fugues, with pedals
 obligato.
No. 1, in A minor 1s. 6d.
| No.2,in E fiat .. 1s. 64
| No. 3, in E minor 1a. 6d.

Bexrizrp, W. R., Four Concert Fugues, with pedals
| obligato. Price 2s. 6d.
Br.acxsmaw’s Introduction and Fugue. Price 6d.
Boxce's Cathedral Music, a separate Organ part to the
whole of the three volumes, with the words
throughout ; arranged fromsthe score by Vincent
Novello. In two volumes, price 21s. each 4
Juipp, Edmund, Introduction and six variationg
upon Handel's * Harmonious BlacKkmith,” with
dals obligato, dedicated to Edward John Hopkins.
rice 1s. 9d.
‘Lowers, G. F., Two Preludes and Fugues upon
subjects from Purcell and Blow. Price 3s.
IaxpEL's Choruses, arranged by Vincent Novello.

Jo. 1. Hailstone Chorus Tsrael 6d.
2. But as for his people . Jsrael od.
8. But the waters ovgrwhelmed Tsrael v 6d.

4. Oh, Father! whoséalmighty pow’r Judus Maccabeus 64,

5. Jehovah . Belshazar 6d.

6. Of things on earth Belshazzear 6d

Te Lig;wne despsir Hercules . Gd.

ants the hart

8. h: e il pesier Chandos Anthems 94

8. And the children of Israel sighed Jorael .. 6d.
10. Hallelujah . e Judas Maccabeus 6d.
11. Disdainful of danger v Judas Maccabeeus 6d.
12. Xour harps and cymbals sound  Solomoen . 6d.
[ayon, The heavens gre telling, arranged by Jacob.

Price 1s. 3d. -

—— Sing the Lord, and The Lord isgreat, arranged

by B. Jacob. Price 1s.
ties, A Progressive Introduction to Playing on the
Organ, consisting of Fifty-five Preludes, Fugues,
Airs, &c., in two, three, and four Parts, from the
Works of Dr. Arne, A. W. Bach, Barthélémon,
Dr. Calleott, Cherubini, Clementi, Corelli, Dussek,
Fenoglio, Graun, Dr. Greene, Handel, M. Haydn,
,Herz, Keeble, Keisewelter, Max Keller, Knecht,
Lauska, Lawes, Dr. Mendelssohn Bartholdy,
Miiller, Naumann, Novello, Paganini, Pergolesi,
Pinto, Reber, Reissiger, Richardson, Rink, Rous-
seau, Scarlatti, F. Schneider, Steibelt, Weber,
Werner, Winter; to which is added somc account
of the Instrument itself; a notice of its various
and the manner of combining them ; with
Directions and Exercises for the use of the Pedals;
by John Hiles, Organist of the Music-hall of St.
Julian's Church, and St John's Chapel, and Con-
. ductor of the Choral Society, Shrewsbury. 10s.6d.
10rt Voluntaries, arranged by J. Hires, Organist of
the Music Hall, of St. Julian’s Church, and of

dedicated to
In six numbers, 1s. 3d. each;

Scaneiper’s Eleven Chorals, to illustrate page 42 of’

StirLine’s, Miss, Grand Voluntaries, consisting of

No. 1. Introduction and Fi

Nr. 2. Fantasia, by MOZART - - e T
®o® When these pieces are found too difficull for one performer,
they may be executed by a second player taking the pedal part on the

manual. They may also be performed on the Piano Forte, with

. pegple,’* from JIsrael in
manuals and pedals obligato. Price 2s.
MenpELssoEN BartrRoLpY's Three Preludes and

Fugues, with pedals obligato.

Jours, Benj
for his

Op. 37. No. 1, in C minor . sl
No. 2, in G major . va il b
No. 8, in D minor .. S i, ]
MEnDELssORN, Sleepers wake, from S¢. Paul, arranged

by W. S. Pratten. Price ls.
—— O great is the depth, ditto, by ditto: Price 1s.
—— Lord, thou alone art God, ditto, by ditto. 6d.
~——— The Nightisd ing, Chorus from the Hymn of |
Praise, arranged for Manuals and Pedals obligato
by J. W. Elliott. Price 3s.

Mozart’s Masses, arranged by Vincent Novello :-—2-

No. 1.in C o .o
Separate movements +—

Kyrie and Gloria . 9d. Credo
Sanctus and Benedictus "
Agnue Dei and Dona Nobis

No 2.in C

6

SO -
L-R-J -]

Scparate movements :—
Kyrie and Gloria . 1s. Credo
Sanctns and Benedictus .
Agnns Dei and Dona Nohis

No. 7. in B flat

-
=R--R—]

Separatle movements :—
Kyrie and Gloria® . 1s, 3d. Credo
Sanctus and Benedictus

Agnus Dei and Dona Nobis

No.12.in G

=R
L-R-- N ]

Sepa;c;te movements :—
Gloria

Cum Sancto Spiritu

Credo . ls.3d. Sanctusand Benedictus

Agnus Dei and Dona Nobis s

To be continued.

Kyrie 1s.

b
LS o:m

BECOND EDITION OF

SCHNEIDER'S Complete Theoretical and Practical
ORGAN SCHOOL, Containing Instructions for
playing the Organ, with numerous exerciscs for
acquiring the use of the Pedals; translated by
Charles Flaxman, and edited by J. G. Emett,
Price 10s.

Scangiper’s Studies for Pedal Playing, forming
Chapter III. of the Complete Organ School.
Price 4s. 6d.

—¢ Chorals, Scales, and Exercises, printed separately
from the Organ School. Price 2s. 3d.

—— 48 Trios for Manuals and Pedals Obligato ; form-
ing Complete Exercises for the use of the Pedals.
Price 4s. 3d.

®o* Thislast Work is not comprised in the School, to which work it
may be considered as forming a continualion.

the School. Price 6d.

Fantasias, Fugues, Preludes, &c., with Pedal
Obligato. Selected from the Instrumental Com-
positions of the most distinguished Composers of
the Ancient and Modern School.
e, hy MOZART, originally written
rst performed by the Philhnrmnni;
- - 1

for an Orchestra, and
Society, 1887 -

the
llo or Doubls Bass,

St. John's Church, Shrewsbury ; from the Works

aqfa Viol.

*

Consisting of sclections from the Works of the C

biographical notice, which will greatly assist those who 2
of the art through the different periods at which each

Bacn, The celebrated 48 Preludes and F

cipally for P8 1
ngnmble Philip Jennings, D.I

Norfolk. o '
In 36 Numbers In 6 Books, InlvV
1s. 8d. each. 6s. each. 3ls. tgd.m‘.

Each Book contains 50 Melodies, from the follow
Authors :— Albrechts| , Attwood, Bs
Beethoven, Bellini, Bononcini, Battishill, Ber
Boyce, Cramer, Cherubini, Clementi, Coupe:
Cooke, Dr. Croft, Donizetti, Dragonetti, Duss
East, Florimo, Eliza Flower, Gollmick, G emini:
Gluck, Graun, Goudimel, Greene, Handel, Hay
Herold, Hesse, Hummel, Juvin, Kalkbrenr
Keeble, Klose, Krufft, Mozart, Mendelsso
Minoia, Neukomm, Novello, Natividad, Onslc
Pinto, Paxton, Purcell, el, David Per
Paradies, Rousseau, Russell, sini, Rombe
Rosa, Russell, Reading, Reinagle, Righini, Seeg
Spohr, Stokes, Schneider, Steibelt, Travers, Tw
bull, Viner, Webbe, Weber, S. Wesley, Wint
Woelfl, Wranizky.

For contents, «e Organ Calalogue, page 7-

NOVELLO’S CATHEDRAL VOLUNTARIES

hur

Composers of the English School, com
specimens of the compositions of Aldrich, A
wood, Battishill, Beckwith, Bird, Blake, Blo
Boyce, Calcott, Child, Clark, P. Cooke, Creig
ton, Croft, Crotch, Dupuis, Ebdon, Ems,mlliga
rant,Galliard, Gibbons, Goldwin, Greene, Ha
Humphreys, Kent, King, Morley, Nares, Patric
Pring, Purcell, Reynolds, Richardson, )
Russell, Stroud, Tallis, Tudway, Travers,
Weldon, Wesley (S-*and C.) and Worgan; ti
whole selected or arranged by Vincent NoverLo
In 48 Numbers, Or 8 Books, Or 2 Volumes,
1s. each. 3s. each. 20s. each,
For contents, see Organ Catalogue, page 19,
8 * Atthe foot of the first specimen of each 12 attached a she
tudy the progre
master wrote,

NOVELLO’S SELECT ORGAN PIECES,

Consisting of selections from the Works of Abe

Adams, Albrechtsberger, Andre, Astorga, Attwooc
Bach, Battishill, Beethoven, Biery, Bishop, Bonn
Bononcini, Brownsmith, Cafaro, Casali, isAl -
Cherubini, Clari, Colona, Corelli, Danby, Di,
Dietenhoffer, Dupuis, Durante, Fasch, F
Flowers, Gibbons, Gluck, Graun, Handel, h.
linger, Haydn (Joseph and Michael), Himme
Homncastle, Hummel, Jomelli, Keeble, Koslovsky
Leo, Lotti, Mozart, Majo, Martini, Mendelssohi
Novello, Neukomm, Palestrina, Perez, P 3
Perti, Pescetti, Portogallo, Porto, Quarle, Rice
Righini, Rink, Russell, Stradella, Sala, Steffan
Spohr, Sarti, Scarlatti, Schicht, Stokes, Vogles

almisley, Watts, Webbe, Weber, Wesley, an
Winter, with several adaptations contributed b
eminent Organists. The whole sclected, arrangec
or eomg;) by Vincest Noverro.

um

In 108 bers, Or 18 Books, Or 3 Volumes,
1s. 3d. each. 6s. cach. £1 11s. 6d. each.

For contents, Orgon
e s At tk&ﬁolqﬂ!xeﬁru;:dmmg"mk e

SRR
m@m tkmcgﬁmma‘lke different Mpa‘l'odlat which each M&Fﬁ

ORCAN DUETS (FOUR HANDS).

John Sebastian Bach, arranged by Henri F

of Abel, Dr. Arne, Beethoven, bini, Clementi, | R1¥x's 12 Familiar Preludes .... Op. 1. 2.0 In 4 books, 9s. each. -
J. B. Cramer, Defesch, Dussek, Fenoglio, Geissler, 12 Easy Preludes ...... Op. 2. 3 S Or in 49 Eingle Numbers, xatylog ficg 60 it S
Gluck, Handel, Haydn, Hers, Hesse, Himmel 12 Preludes ............ Op. 25. 2 0|Hanper's Choruses arranged by Vincent Novello.

[ el’ Kgimelter' Ke]ler”xnecht' Lﬁuﬂk&: 12 Adagio? ------------ Op- 57- 2 0 No. 1 Hnils‘to?eﬁ.Mn ie .e LI z o .. l i{
wes, Long, Mendelsschn, Marcello, Mozart, 23 Eﬁe{_ll::lm“ """"" g;' ,?g - 2 g 333239":%%:.@“ P il 5 \
uller, Naumann, Onslow, Psg;m‘ni,m:o. Reber, €8 ..leii.ane -78. .. 2 4 Oh, Father ! whose almighty pow's Judas Macoabaus 0

Rink, Rousseau, Spohr, Weber, and|Rink’s Introductory Pmcticeﬁvrthel(r)‘agan. containing| = 3 -'Ofl_!"‘:hw e+ s o Bebhamar .. 0
 NINE BOOKS, price ls. 3d. oach. 120 Exercises in all the Major and Minor Keya.|  § Dehint o et B e« o

aries occupy minutes each in ice Abvach ]
enty. Forty-two Pealm Interludes, in the| Pancorsst, Gloria in Excelsis, arranged by Vincent|  50n th gy o i
'ﬁ keys wﬂ;nmm 2s. Novello. Price 6d. TR -
. Voluntaries, from the works of +| Pratren's  Intro il
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BINDING OSECT. WV 40 508

5T Schneider, Friedrich
182 Complete theoretical and
5362 practical instruction for

Pluying the organ 2d ed.

Musia
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