























r . PRIEFACEE .

5 . To THE SkEcoND EDITION. s -

~

'The rapid sale of the first english edition of Schneiders Practical and 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 othet
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 developmerit, indeed, of a classical taste
in England, warrants the anticipation that the C organ will be universally adopted; for
upon the G organ, the magnificent works of Buach, Mendelssohn &e 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, ;:gf'_—_the Germans call the great octave expressed by capital lettersThe
next series begmning att_'_@::;:—:_the small octave, which is expressed by small letters:the
next series beginning at;&:t‘_ has a small stroke over each letter thus, ¢, and is callud

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

- —_—

— o/
one beginning at %is thrice marked, T, All notes below the greaf ocfave are marked with

double capitals.
That part which treats of the mechanical construction of an organ, has been omitted in 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 cc
-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:_thus.if 1)
were the key.note it was called the Dorian, and was like our key of Dminor without theflat;if K were
made the key-note, it was called the Phrygian node: but itdiffers from our K minor inasmuchasthere
is no sharp: F,the Lydian,like Fmajor without the flat; G.the Mixo-lydian,without Fsharp: und A
is'called the Aolian,and appears to be the same which Mr. Schneider calls the Hyper_phrygian:this
is equivalent to our descending scale of A minor, B was not considered as amode, as it did not natu-
=rully bear a perfect fifth; and Cwas called the Tonian,which is the same as our Cmajor.They were
also called in the order in which they were placed_ D, the Dorianwasthe first; E,the Phrygianthe
second &c. The above is necessarily a brief and imperfect account of the modes, thosewho wish
for farther information on the subject are referred tothe late Mr. Kollman’s masterly Essay
on Musical Harmony. ® ‘

The chorals introduced in this work, as examples of fingering and of the modes, may also be
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 Gernvin
writers had been adopted by those who heretofore harmonized the English psalm tunes. instead
of the practice of writing three 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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INTRODUCTION.

WITH GENERAL REMARKS RESPECTING THE JUDICIOUCS 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 ,ta be con-
sidered as an assembiage of wind instruments, which apt)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 alimost 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 -
mohy in infinite combinations. Besides which,in order to give still g‘reatef scope
fo,and to add to the richness of the effect, there is a particular set of keys for
the bass notes (the pedals,) w}\ic}x are played with the feet, so that- both hands
can be devoted to the upper séts of keys (the manuals;) of which t}xere“ére', in
most organs, two, and in larger ones three, and even four.

The 'oi'g‘an is consecrated to the sahctuary and to safcrg(f music; and is in-

tended to be subservient to the edification of a congregation assembled tog: thes

’
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FIRST PART. v . i

THE MECHANICAL PART OF ORGAN PLAYING.

CHAPTER 1.

PRELTM H\' ARY INFORMATION.

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

82, The compass of the Manuals is not so great as that of the piano—forte of the present

duy; inost hive a compass of four octaves from Cto & in some sld OrgnsthelowestCgiswanting:.

In many ¥nglish Orgaus the compass extends from GG toe and sometimes to f. _
Some orgaas of an old date, bay e whit are called short octaves, inwhich CC 2, DD#, and also
FFzand GG3arewanting; some which begiinat 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 orgin. and the upper row is called the swell, which generally
is not of equal compass with the lower row. When there are three rows of keys. the arrange -
~ment 1s the sanie as the German organs, exeept that the upper row is the swell, the compass
of which varies in different orgais: in old iustruments it seldom extends further downwards
than G fourth space in the bass; but in modern organs it iscarried to F E,and € below,and in
some cases to gainut G. Inthe sweli,tie effect of a erescendo is produced by enclosing the
pipes in a box furuished with a sliding shutter, which is raised by a Pedal; this, hasvbeen 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 pedal on 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 are two
rows of keys it is usually the lower one; the other is called the upper manual (Obermanual); where
there are three rows of keys the gi‘eat organ is in the middle,the upper manual above it, and
thdc}noir organ (Untermanual) bglow it. By neans of the couplers, all the rows of keys can he
connected together in such a manner; that by playing upon one row of keys(generally the great

organ),the corre.sponding‘ keys of the manual which hasbeen coupled to it,are presseddown at
the same time. Ttis necessary to observe that the keysbe not held down upon the other

“n . ~
Ve
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CILAPTRER I1.
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. '

§1\1« The keys of.the organ usually fall lawer than those of the pianoforte. It is
necesséry that the valves, bv means of which the pipes receive the wind, should be
sufficiently opened by pressing the keys quite down. In order that the full quan=
=tity of wind inay 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 injurions to the mechanism of the
organ.

§15. 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 closed. In a 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

in raising up and pressing dewn the fingers produces clearness of execution. For
.
e 3 . . } . s . - -
it in a series of notes %_:___I__d____“—"—— the fingers mark=d above them, were not to
_.'— “
/ °
be raised quickly and high enough in changing the notes, that the valves may be

1
T

o—

/ +
M

completely closed, the passage might easily sound thus,

o ___
12
S1&. 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 enfurcedwiththat 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. 1In the following exercises, without changing the po-
sition of the hand it is requisite to keep in view this exactness in regard to |)l‘(~“\s<

=ing the keys and taking the fingers off.
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As rapid passagres are not adapted for the Orgran,the following: Scale exercises are

written in crotchets to show that they are not to be played too quickly. In these distinetness -
is to he particularly attended to,and that will be attained by observing: what has been noticed

n

§15.

unemployed.

I have deemed it advisable toplace a Bass under the Scale exercises for the right
nard (A and likewise in

the exercises for the left hand ( B) not to leave the right hand.

If an Organ has 2 manusls, it will be well to play with each hand upon a separate manual, and so to manage the choice of
the stops (the registerine ) that the two manuals differ from each other in regerd to the strength and quality of their

tane.

In the eramples marked (A) the richt hand is to piay upon that manual in which the strongeest stops are drawn out, and in the

examples marked (B ) on the contrary

C
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(A) SCALE
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1:ft hand is to play upon the loudest manuals

EXFRCISFS FOR THE RIGET HAND.
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FOR THE LEFT HAND.
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$ 15 As regudar composition inperts, and especially with binds (see 1orcduction ) is that which is
mest suited for the style of the orgran the priucipal thing  to he attended to is that the progression
of cach single part be nol ivjre-4 in its connexion, wherefore in fingrering: especial care must be tuken
thut this peculiurity be not lost sight of this is indeed properly speaking: the first principle, ac-
cording to which the most appraopriute fingering thr the orgran is to be determined. On which account
1 The pazssing of one and the same finger from one note to another immediately follow -
ing: is,in compositions of one part by all means to be avoided;in cbmpositions of' several parts
where this rule cannot always be foliowed,care must be taken as much as possible,that this inune-
diate passing of any finger to the next note shall only tuke place in one part. For example:

, _l . B 3 4 4 3 2
| e e e
-] 1 3~ P 1 .
L x X e C T D P
o + + + + R

To preserve the connexion in the progression 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 fing-er which first pressed down the note grives place to another finger,but this chungring:
of the finger must be so managed,that the other finger be placed 1pon the note before the first
one has quite left it,in order that the note may continue to sound without interruption.
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‘ 1 t0 17 of the following examples regard is had to this method of fing-ering

< Al O X »e e » ¢ .
8., The passing of a longrer f mgrer over a shorter one is also very frequently necessary in
corpositions of several parts. In N2 12 to 24 of the following Ex.this method is applicd.
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DIRECTI0NS FOR THE USE OF THE PEDALS.

§ In the position of the performer which was described in (§ 13, his feet vill be suspended’
whdn they hang straig'ht down, over the long: keys about 2 inches in front Of‘“‘l(f short keys.
The 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 rights 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 dovn 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 back
towards the form,below which a ledg-e must he placed ,upon vhich the unemployed toot can rest
without at all obstructing: the other foot vhich may be still oceupied. To place the foot before one
upon a ledge fixed ahove the short notes is not rig ht hecavse 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 should 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 lay
hold of the manual at the two extremities or even the form itself on both sides.(To hold fast
with one hand may likewise be sufficient) In all the following exercises for the Feduls alone
this remark is to be particularly attended to

§238. From the natural direction of the feet avvay from each other,when the performer sits as he
should o in the centre of the Pedals* before the note C,E the point of the rightfoot turns
to the keys of the upper and the point of the left foot to the keys of the lover Octave, the hecls
beinge turned towards the centre. The lovwer Octave is therefore the natural p‘rovince of the (ef1
foot and the upper Octave for the right foot. But as a melodious prog-ression in one octave, if’
it were to be performed only and altogrether with the foot helongring to it,wouvld ocrasion a con-
tinual skipping: about of the same foot,and on that account neither connexion nor a certain
execution could in greneral he attained,the other foot must therefore often come to its assis-

.- tance, exchang-e with the former one and gwo into the other octave and consequently pass beyond

the middle, the note C =€=—5—] the left foot tovards the upper octave,the right towards the

low er. T he natwral 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 by the alternate use cf the point of the foot & the heel.

* . . . . q
Ve here assume C as the middle of the Peduls, but if the Pedals are of a greater compass than two Octaves , then the centre is
farther cn the right,

¥ 24 As the organ player is frecuentl under the necestity of moving: his feet on hoth sides
farther av ay from the middle than would Le possible it he were to sit quite firmly in the middle
of the form,especially in those cases in which one foot has to advance into the other octave,
which is opposed to its natural direction (the rig'ht into the lover and the left into the vpper oc-
tave)it is impossible here for. the body to preserve that easy pestore vhich piano forte playing
allov's of,and the orgran player must semetimes according to cirerrmstances turn his body to-
wards the right hand or tovards the left. But he must ahove all thing's gruard against all
urnecessary. and wviolent action,so that he may not by an unseemly threving: about of his whole
body,by disagreable twisting: and hending of the uvpper part of his bedy.and the like produce
an unpleasant, indecorous and even frequently ledicrous inipression. ‘
§25. 'We distinguish two methods of using the Pedals. ; )
1. The plain natural method: the simple use of the feet,where the note is struck by
merely pressing: the point of the foot wpon it. '
2. The artificial method; the double use of each foot, the peint of the foot and the heel
being wsed alternately.
T he most appropriate application of these two methods is, a skilful intermisture and alter—

n'e",“.en'i.luymont of them bothi. This union of the tvo metheds of usines the Pedsls mio-ht he
calied the mived method. h g
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rent intervals.
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Six. Evercises with moving each Foot to olther keys and at d:fﬁ

- .
PSS
)

'
“ .

i
=5
|

2

i
1 2 21

4
Vi
i

L
—l
i

=
& L 7}

I

s—.h

.
{e
_

NI F @

[~

‘e

[ S ]

o
L ™
A N
.J —
(W) a o
(\ o™,
A :
\ %Il [
o
(7] ;
2ie
. ®
N1/ 72 [
\ . &
Qe T

J

Fifths.

=

7

[,
7 f

-

(50 )

ol

N

= (F 75

LR N SN N E RN

!







Pussing: the Feet from one mole lo another connected with changing: of the Feet. .

*  Preliminary Exercise in changing: the Feel upon the same mole without repeating: it.
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Six Exercises with application of the ckangire of the Feet upon the same note withovt repeating it.
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EXFRCISES
with application of the changing of the Fret upon the same nole and repealing: if
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C. CRuSSING THE FEET OFER.AND UNDPR EACH 0OTHER.
~. §33. Both feet may be used in this manner. The foot vhich crosses over the f)ther is llf‘red

over the point of the other. In crossing under’ the foot passes along behind the heel of the other. -
In heth cases the foot which crosses 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 toot

which crosses either under or over uses that species of action which has been treated of in the

2 ] by, 2 1 =
above part. For when in the foliowing: example —_l;Q—_/_IeI = N~ the left foot,

whilst the rigcht foot is holding dov n the second note, moves of'f' either over or under it, to the
i ]

: 1 11
last note, the foot makes a leap of a third in the one case, « @5&]} ¢ of a 4th in the other, biﬁz_‘szeﬂ

§‘%/L In order to facilitate the crossing: of the feet over and under each other, the foot which
is to be crossed must be moved in the flrst case a little back (towards the form, and in the latter
,case a little forv ard. When one foot has to strike a short key by crossing: over the other, and
that other has previously been pressing' down a long key, this drawing back of the foot is not
necessuary, because d(-(.ordmg' to the situation of the short key the foot which has to strike
it moest at all events advance forward and conqequent]s push itse‘fbeyonditg usual position.

$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 posmon 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 both 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,which  passing* over the other comes exactly over the point of that other.

§86. So long as no short key ocevrs in the series of notes,each foot moves on in a
straight line in the dircction once taken, which is determined by the crossing: over and un-
der, so that the points on vhich hoth feet strile the note form two parallel lines,
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We will cali the situation nearest to the short keys,at A, the first,and that at B the
second poc:mrm 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 key occurs in the series of notes,the foot which is to strike
it must of course advance forwards beyond that line.

_ GENERJAL RULES. .
$37. 1 In an ascending series of notes the left foot grenerally begins, and in a do-
scending' one,the right; in the first case the left fiot crosses under,in the second the right
one crosses over, consequently the direction of both feet is 7  so that here therefore the

right, foot maintains the first and the left foot the qecond position.
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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 griven in those cases where it is not self’ evident,
and v here it deviates from the rule given at §37° under 1. )
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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 at the
similar exampleq at ’(he conclusion of the former part.
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As a conclusion to this C]l.lpter may follow the marked Basses to some well known

I
| - Church melodies (as they stand in the Choral Book.) . . . R
Oh God and Lord. (N© 77.) (
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. Lord Jesus Chri;t turn thou to me.(N'."l4‘..)
| I —2 A 2 2R 2n N5y 1 L2 1.
; 2 21 21 21,1 21 21 1 I T 21292 122 11 12 12 ¢
; ‘gg‘g E E! E o1 ! E ) . 1l
. 4 y . [} - T i ; I-‘ 5 1 —
N e e — = i o = ——— — e 11— ]
' l S | T 1 s
‘ God of Heaven and Earth(N0127.)
2 2
—~ i ~ 1 ~ : —~ 1 )
21 212 1{2%1f\ 121 21T T 2 =~ 1212H21'1 lr‘i,)mllis‘lLEfl 2 2 - -
O fte? ; - = — T,
AN R A S lg—;' : e }._*l;‘:%jﬁr_tﬁjj o
: ' ! ! f =

-Do with me God as scems thee g-ond.(N‘? 88.)
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Jesus my confidence. (Ne121.)
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B ALTFERED POSITION OF THE FOOT

, Moving on by tnrning.
§42 Imnmg‘ conqlqte of the alternations of thé natural and reversed puqmonq of the foot
and is effected with each foot in the following> manner. Whilst in the natural position of the fot
the point presses down a key, the heel turns over that key, by which it gets to the third note
reclconed from that which it (the heel ) first struck -a 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.
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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 eniployed after the toe or the toe after the heel upon
one and the same note. For exal'np]e | ' '
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"I hat part of the foot which is subsequently placed upon a long: key already pressed down,
descends upon it without the note itself’ heing: repeated at ’(he sume moment ﬂle other part
of the foot is raised, in order to apply 1’(self to the following: note.

§ 44. In this munner a gradually progressive series of notes muy he performed\uth one
foot without any breaks, and here the following' is to be ohserved:

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 beginning with
a longs key or with two successive short keys with the heel;and all .mcendmm
series of notes with the toe. For example
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.-As the heel cannot he placed upon a qhort key after a long key which has been
struck with the point of the foot, there are frequently of’ necess1ty - exceptions
to the above rule and the short keys which .oceur in the series of notes often
! occasion the series of notes to be begun with the oppoqlte part of the foot
to that which is mentioned ahove under 1. For example '
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There now follows a nmber of Exercises vwhich contain nearly ever \lhm"‘ thit
is necessary and mav serve as examples of all that has been s: vid in the precedinge:
pagees upon this qltheof

PRELIMINARY EXERCISES.

FOR THE RIGHT FOOT. -
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Connected with changing the toe for the heel or the heel for the toe upon the same k(-y
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SCALY. EXFEFE 'CISFS.
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CHAPTEER 4.

OBSERI'ATIONS 0N THE RIGHT MANAGEMENT OF THE ORGAN.

§ 47. Playing in parts, where each part preserves its distinct progrression 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 espceially for the Grg-an, the first place and is the

most em

ployed.

§48. A continual playing in 4 parts \mu]d however hecome too uniform, and on that ae-

count a change by the introduction of more parts is to he recommended. Indeed itisof very
great effect upon the Orgun, if sometimes passages oceur - 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 For as the entire composition of the Organ

and fingers.

in its 16, 8,4 and 2 feet Registers is founded upon replicates, there is here the less
cause to bhe fastidious on account of progressions forbidden in harmony, because they
would not be at all extraordinary here, especially when the full style of playing is con-

tinued for some time.

occur be

used unconditionally in A, but not in B.

=

Right Hapd.

1.ft Hand.

PEDAL.

Care must however be taken that no consecutive fifths or octavcs

tween the extreme parts. Thus for example the following' prog-ression is to he
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§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 passag'es[ 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 streng'th and velume
of the other parts. The Pedals must in these cases be introduced with particular strength,
and where an organ has not powerful Pedals,
with caution.

this mode of playing can only be used

§51. - The full etyle is also to be employed in choral playing and is often very re-
qunslte, particularly where the conmreg"mon is large. More on this subject in the third

part of
52.

alteenate use of hoth styles is advisable.

SNy

this book.

' As a continual pure four part playing becomes wearisome, that would likewise be
the case with a continual employment of the full style of playlno therefore a judicious

/
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5 The Principal part in the Left Hand
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To God in the hig'hes( alone be praise.

A4 | =t =4

. - A 3
p B S s e
Rie ht Hand W f i ;' J: I .,j Lt l[ Ty 41_1%
! . 3 14

[P
(Stop Diap: &|Flite & fuot & 4 foot |soft s(nps.)

/\ N - ‘
) IS NN N T
Left Hand. - . } 1 i b

PEDALS. *

X === = s

( Sub. Bass or Double Diap: 16 Foct.)

T

S rr ewer

e LA

T

TTFIEE

T
<

r—". -

4 The principdd part in the Peduls. CH O R A L. - i
Who trusts his way to God.
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§57  That too quick movements are still less to be permitted in the Pedals than in the
Maraals is, grenerally speaking', owing to the nature of the deeper notes, inasruvch as they
do not emit their sound <o easily and quickly as higther notes, and also a. cuick svecession
of Buss notes is not <o easily disting-uished as a succession of higther notes; likewise on
account of the Impossibility of the feet attaining so great a degree of mechanical -facility
as the fingrers. In such quick Buss passagees it is well to leave them altogrether to the
lef't hand and only to grive the fundamental notes in the Pedals,and according' to the nature
of the upper parts either hold them longer a. or only for a short time. 5. For example

¢

a
4 o o\ -
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(or! the low octave.)
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§:3 . The Diapasonstops(the 8 feet angs) are the basis of the organ; and ina good ins
_trament, the 8 fcet tone should predommate in the full organ; and should not be overpow.
_cred by too many higher or lower filling or secondary stops, by this test the good builder
i< known, the organist in selcctmg single registers for use should have regard to this -
fundamental relation; and to the difference in the quality of the-tone of thevarious stops.

§4. In blending registers together  particular regard must be had to the difference
hetween 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 8 feet; Bordun

16 and s feet; Grobgedakt (great stopped Diapason); Reed flute.

b) agreeable, mild, pleasing—flutes, Kleingedakt,(small stopped Diapasonj;Lieblichge_
-dakt, vitola di Gamba, Salicional; Waldflite (forest flute),s -feet;

¢) hollow, snuffling — Hohlflite, Quintutin;

d) picreing sharp,-—all narrow, small scale; 4,2, and 1 feet open stops, and the mix_
~ tures above all;

e guttural — all reed-stops more or less.,

“tops made of tin sound clearer than those of wood; stopped pipes are milder thao
open oness half-stopped ones, or those tapering to a point, sound somewhat stronger than
those quite stopped, but not so strong as quite opeu ones.

Ay
'

§5 A.—Use of the L(’(l(ll'ng Stops .

v a well arcanged organ, all the lcading stops used together—viz. 16,5, 4,aud
2 feet —have a good effect without the secondary stops., We will therefore only givea
few hints respecting the judicious combination of single stops .

1. The union of leading stops, of equal pitch and like quality of tone, gives indeed
an increased strength of tone, but no particalar alicration.in its quali'ty . Thus, for
example, two open diapasons or two stopped diapasons,or two flutes, or two trumpets
of cqual pitch(sor 4 feet toue) 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 tone, does alter

the Jatter. For example, open and stopped diapason, s feet ; Viola di Gamba and stop-

-ped diapason or a flute-stop,8feet; Quintatin and Viola di Gamba, or open diapason
sfeet; trumpet and open, or stopped diapason or quintatin, 8-feet; principal or oc.
-tave 4-feet and reed flute; Gedackt (flute), 4 feet, &e.&c. :
3 . In blending leading stops of unequal piteh, it is generally requisite to take care that
the Registers to be united are ouly one .octave distant from each other;consequently
that the stops 16 and 8 feet— s and 4 fee_t—4 and 2 feet, are joined together; and that of
these two stops, the Diapason stop, the really 8-feet stop, or the ‘apparently s-feet
stop, resulting from transposition into another octave (see 2) 1s most. promment
Note . In quicker passages, a combination of registers, which is contrary to this prin_
-ciple, is of good effect. For example, Bordun or Quintaton, 16 feet; and a clearsound -

-ing , 4 feet or even 2 feet register; Quintaton 8 feet; and Sifflite, 1foot; &c. K.

SCHANEIDER™ ‘Organ Schuol,
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§6B.~ Use of the Secondary Stops . : ’

As the single secondary stops do not give the true fundamental note, but either i1s
fifth or its third; and is'if, even in a comhination 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 nerer he used alone. For example: if, in order to he ahle to
play a Quint register (twelfth) of 3 feet by itself, the fifth helow were to be pl.aye(l. that
would be attended with too much inconvenience, and he also of no service, because the same
cffect can be produced by another register, quite similar to it in tone (octave 4 —feet English
principal ) ‘

Yote . 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 at_
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 secan_
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 he used in conneetion with the principal 8-feet (open diapason), which may he
strengthened by octave 4-feet, or even a 16 -feet stop (double diapason), ov even with a recd
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 prinei.
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 lyving above it as also the necessary founda-

_tion stops hesides, 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, inusing
them, avoid getting into the lower octaves, where the fifths and the thirds would sound dis-

-agrecahly conspicuous . It is another thing with a full organ, where the experienced or-
gan-huilder has taken good care that this defeet should not occur .

Note . There has been much controversy respecting the admissibility 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 he deprived of muach of its peculiar penetrating power . 1 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 guints and tierces, is attempted
upon some s-feet staps, among which there may possibly not be any open metal
stops at all, a most horrible crash would be the effect produced.

§5. At the conctusion of this Chapter, I must mention that I could only give hints
respecting the use of the stopsi because a difference in the scale, 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(near the performer, or at a distance from him, ahove or
helow him),. will produce guite a different effect . The organist who loves his pursuit, and
prasccutes his art with zeal, will certainly apply all diligence to become intimately acquaint
“ed with his instrument, both as a whole and in its scparate parts, with the character of
cach stop, its strcn'gth,' its weakness, its relation to every other. By that means he will fird
many combinations which only a good ear and a refined taste, with respect to the object
view, can enable him to determine as to the propriety of making use of or not .

.-
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.~ THIRD PART.

ON THE PROPFR ‘APPLICATION OF ORGAN—PLAYING 70 DIVINE SERVICE.

Tris point has already been remarked upon in general terms sufficiently for our

purpose, in the Introduction to this work,and in the 4th Chapter of the First Part: we

propose now to say a few words with respect to those special cases in which the organ
appears as an essential element in public MOI’S}HP, co operatmg with and promotingit.
We have to consider ——
1. Choral Accompaniment.
2. Interlude.
‘8. Prelude and Postlude.( last Voluntary.) .
. 4. Accompaniment of instrumented Church Music, such as the Liturgy and the

Responses.

CHAPTER 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 esseitial 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 feelings.

§ 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 dutles 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 c<mducted_ and practised in schools and churches. ' |

§ 4. The melody of the chorals must not be disfigured by ornaménts.passing‘notes,&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 p_ortion, which is expressed either by the organ alone,or toge.
ther with the four- par-t singing choir, must be simp]e but powerful. The parts ac..
companying the melody will most appropriately move'in the same time. as itself; on]y
very few passing notes should be allowed, no striking unexpected transitions, no ac.
cumulation of dissonances, &c. are here in place It 1 is partlcu]arly contrary to the
object of the harmonious' accompaniment of the choral, to beg'in or even to flmshtlu
single lines with dissohant chords. :

)
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Florid in all the accompanying parts, with the same fundamental harmony.
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§9. The time in which chorals s]iould 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 should hap-
pen to require it, a verse might be sonmetimes 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 toleadthem

to abandon any acquired inaccuracies, it will be of ad\'antég‘e to play the tune n

"

unison, with the full organ upon the manual and the pedals,or even to doso with

the hand upon the manual alone, whilst the pedals play the fundamental bass inshort - -

notes __ for example:

b, 0
1
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SN ?:k] ;»"y-*%’r’.’ptrl\llgatht (rpﬁ?hod to make the congregation attentive to thq._tnne,ﬂw. singing cholr must likewise sing “he tune mnnie
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OF THE INTERLUDE (ZWISCHLNSPIEL)

§ 18. It is customary for ﬂlxe pause which is made between one line of averse and
the following line to be occupied by the orgunist with what is called the interlude. The
chural would undoubtedly acquire miore solemnity if the interlude were to b(, entirely
done away with;¥ | )

§ 14. If the interlude has any possible object, it can only be the followmg-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 cominencement
-of" the tollowing 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 vith the two harmonies,between which
it is mtexposed Therefore it would be highly 1mpr0per to deviate in the interludes
from the slow pathetic movement of the choral, and to adopt in them a quick move.
-ment. The simipler the interlude is, and the more intimately connected, as well with
respect to melody and harmony as to rhythan, with the 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
Jliortest note in the choral, written in crotchets, the shortest notes for the interlude
are semiquavers 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 wunderstood as ap.
-plying to the entire arrangement of the melody and harmony of the interlude.
The organist is not, however, to attewpt to expr‘ess 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 sorrowfu/,to whimper in
semitdnes; 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‘ con‘f()‘rm-
-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 mterludes, the
congrpgatlon 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 llne of the hymn ‘the congregation would kuow with
celtamty, when to begin. G

" The Knglish organists have long becn of this opinion, as the interlude between the linca has been discontimied for
mui s years. Fxumples of it are to” be found in Dr. Blow’s Psalmody.___ This chapter is retained because most
I the remurks apply cqually to ocur juterfude between the verses,
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are, in the Dorian mode, melodies which end with the domin‘ant —viz. . ;.’.L
. 59 Lj')

for example,”Thro’ Adams fall (N0 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 minor, 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

and the conclusion muost then modufate” to -the commencing chord of the
ehoral. 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 (N© 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 majdr;the course of

major,

modulation being, for example, as follows:—

! ' | (
o) | : ! I —
e N . - T
V., G A L & H =~ [} o
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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 K 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 commencmg 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 p]agal ending

is here in place; for example—

7‘_“ . WY
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As in the Choral, “ Gott sei gelobet und Gebenedeict”. - _ 2 :
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§21. .Noteto 3). There is a way of playing the eatire melody of a choral to the conygr.
-gation, which is called giving out a melody, Upon one manual with particularly predoni_
_nant stops, the choral melody is performed line by line, accompanied by the other hand
and the pedals in a florid style; and between cach 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 Schastian Bach;there
are others, less difficult, by Rink,K &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 mielody itself, must have a certain length and breadth;
they should, as brevity is now desired in church service, only be employed for melo.

-dies of moderate length. One part only of the melody, also, may be treatedin 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
firmly and truly, the organist must not only conclude in the octave in which the melody
hegins, 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 unecessary as for those which are less known .

§26 . All that has just now been said applics likewise to the interpreludes(interpraludiom,
which are to connect together two hymns immediately succeeding one another. It is here goad
for the organist to hold on the concluding chord of the first hyinn rather Jonger 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 .

§25. In the prelude to church music which is to be accompanied by instruments ,the organ
-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 hest in 1), occassionally touching the
chords of G and 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,

" organs are tumed, 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
_tinual alteration of the orchestral pitch, which has now no fixed standard at all and depends
almost entirely upon the will of the manufacturer of the wind instruments, it cannot be sail
with any certainty, before hand, whether an drgan tuned in proper chamber pitch will, in the

conrse of some years, agree with the orchestra or not .

SCHNEIDER S Gouon Setoel,



‘ 30.0f the Postlude (Last Voluntary.)

'l:h;‘a. last voluntary is introduced in many churches at the conelusion pf the whole
s.erviée-, and was possibly adopted for the purpose of drowning the noise of the congre
gation 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- player in its fullest extent, as ‘well in invention
(where he indulges his own fancy) as in the technical management of the giant ifstrument.
He should avail himself of this fine opportunity to give the hest music in his power,There
are valuable works enough which ean be here made use of: whoever is competent to it,

will find a rieh store in Sebastian Bach’s works; somcething more easy of this kind has

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

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

§31. The organ can be of essential service in chureh inusic; it ean co-operate as a solo
instrument,and likewise serve to 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 prescrihed hy the composer or
director, or else it is left to the judgment of the organist . He must,in the latter case, make
himself aequainted with the score of the compositi;m,_ 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 exeeution.

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

§33 . Provided however, that the organ is not emp]n.'yed as a solo instrument,but is only
used for the purpose of adding to the strength, there is often op]y" one bass part givén
with what are called figures . This marked part is called. .

§34. The Thofough Bass part. The numbers marked over these bass notes denote to
the organist the chords which he has to play with t“he righf hand to the bass , which he
has to play upon the pedals or upon the manua] w1th the left hand. That this figuring
is not to be depended upon, and that an 1mp0351b111ty wou]d be expected of the orzanist,
even of the most proficient (lf: the organ accompanient is to accomplish its full inten

tion) is evident.

SCHNEIDER’s Organ School. . R A T
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ORGAN MUSIC (TwO HANDS).

Thomas, Attwood. In six numbers, 1s. 3d. each;
or in one book, 6s.
Bacuw’s Grand Studies, with pedals obligato, edited by
V. Novello 28s., or 19 Nos. 1s. to 2s. 9d. each.
Bares, F. W., Forty-two Psalm Interludes, in the
most usual keys, dedicated to Vincent Novello,
Price 1s. 3d. -
Best, W. T. Arrangements from the Scores of the
great masters, with pedals obligato. Price 15s.
£sT, W. T. Fantasia, with pedals obligato.  1s. 6d.
—— Mozart’s Overture to ‘ Die Zauberflte,” arranged
with pedals obligato. Price 2s.
Best, W. T. Three Preludes and Fugues, with pedals
! obligato.

No. 1, in A minor 1s. 6d.
No. 2,in E flat .. 1s. 6d.
| 1s. 6d.

] No. 3, in E minor
Bexrierp, W. R., Four Con
! obligato. Price 2s. 6d.
Bracxsuaw’s Introduction and Fugue. Price 6d.
Boyce'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
Cmpp, Edmund, Introduction and six variationgl
upon Handel’s ¢ Harmonious BlacKsmith,” with
pedals obligato, dedicated to Edward John Hopkins.
Price 1s. 9d.
fLowems, G. F., Two Preludes and Fugues upon
subjects from Purcell and Blow. Pricc 3s.
IaxnpEL’s Choruses, arranged by Vincent Novello.

cert Fugues, with pedals

Yo. 1. Hailstone Chorus Tsrael 6d.
2. But as for his people .o Israel 9d.
3. But the waters ovgrwhelmed Israel o0 6d.
4. Oh, Father! whosd-almighty pow’r Judas Maccabous 6d.
5. Jehovah 00 Belshazzar 6d.
6. Of things on earth . Belshazzar 6d
7. Let none despair 00 Hercules . 6d.

As pants the hart r
8 11n tr;le voice of praise } Chandos Anthems 9d.
9. And the children of Isracl sighed Jerael .. 6d.
10. Hallelujah * 00 Judas Maccobaus  6d.
11. Disdainful of danger Judas Maccabous 6d.
12. Your harps and cymbals sound  Solomon .. 6d

[aypn, The heavens gre telling, arranged by Jacob.
Price 1s. 3d. °
—— Sing the Lord, and The Lord isgreat, arranged
by B. Jacob. Price 1s.
fres, 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 some account
of the Instrument itsclf; a notice of its various
Stops, 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.
1ort Voluntaries, arranged by J. HiLgs, Organist of
the Music Hall, of St. Julian’s Church, and of
St. John’s Church, Shrewsbury ; from the Works
of Abel, Dr. Arne, Beethoven, Cherubini, Clementi,
J. B. Cramer, Defesch, Dussek, Fenoglio, Geissler,
Gluck, Handel, Haydn, Herz, Hesse, Himmel,
Hummel, Keisewelter, Keller, Knecht, Lauska,
Lawes, Long, Mendelssohn, Marcello, Mozart,
uller, Naumann, Onslow, Paganini, Pinto, Reber,
~ Reissiger, Rink, "Roussean, Spohr, Weber, and
Winter. In NINE BOOKS, price 1s. 3d. each.
ese fVokutoriea occupy only four minutes each in their performance.
ELL, Henry. Forty-two Psalin Interludes, in the
most usual keys and measures. 2s.
ois Voluntaries, from the works of Bach,
“Beethovep, Calcott, Clari, Crotch, Gluck, Handel,

Apams, Thomas, Six Organ Pieces, dedicated to

-|SCHNEIDER’'S Complete Theoretical and Practical

JouLe, Benjamin, Arrangement of Handel’s “ But as
for his people,” from JIsrael in Egypt, for
manuals and pedals obligato. Price 2s.

MexpeELssonN Bartnorpy’s Three Preludes and
Fugues, with pedals obligato.

Op. 37. No. 1, in C minor .. 1 6
No. 2, in G major .. 1 6
No. 3, in D minor .. 1 6

MexpeLssonn, 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 Night s departing, 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 :—

No.l.in C 2

Separate movements »—
Kyrie and Gloria . 9d. Credo
Sanctus and Benedictus 5
Agnus Dei and Dona Nobis

No 2.inC

A =Ri-N-)

Separate movements :—
Kyrie and Gloria 1s. Credo
Sanctus and Benedictus .
Agnus Dei and Dona Nobis
No.7.in B flat 00
Separate movements :—
Kyrie and Gloria™ . 1s, 3d. Credo
Sanctus and Benedictus .
Agnus Dei and Dona Nobis
No.12.in G 00 o0
Separate movements :—
Gloria
Cum Sancto Spiritu .
Credo . 1s.8d. Sanctusand Benedictus
Agnus Dei and Dona Nobis .

To be continued.

Kyrie 1s.

SECOND EDITION OF

ORGAN SCHOOL, Containing Instructions for
playing the Organ, with numerous exercises for
acquiring the use of the Pedals; translated by
Charles Flaxman, and edited by J. G. Emett.
Price 10s.

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

—¢ Chorals, Scales, and Exercises, printed scparately
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* This last Work is not comprised in the School, to which work it
may be considered as forming a continuation.
ScuxeipEr’s Eleven Chorals, to illustrate page 42 of
the School. Price 6d.

StirLing’s, Miss, Grand Voluntaries, consisting of
Fantasias, Fugues, Preludes, &c., with Pedal
Obligato. Selected from the Instrumental Com-
positions of the most distinguished Composers of
the Ancient and Modern School.

No. 1. Introduction and Fugue, by MOZART, originally written
for an Orchestra, and first performed by the Philharmonic
Society, 1837 - - - - 19
Ne. 2. Fantasia, by MOZART - 19

** When these picces are found too difficult 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 the

1 t of a Violoncello or Double Bass.

Ring’s 12 Familiar Preludes . Op. 1. 2 0
12 Easy Preludes ...... Op. 2. 1 6

12 Preludes ............ Op. 25 2 0

12 Adagios ...........% Op. 57 0

24 Easy Pieces.......... Op. 66 2 6

3 Afterludes ..:....... OpN8.,. . 280

Ruxk’s Introductory Practice for the Organ. containing

120 Exercis
Price 10s.

PercoLrst, Gloria in Excelsis, arranged by Vincent
Novcllo. Price 6d.

Prarren’s Introduction and Fugue, dedicated to

. Ww.Co. H‘edgcs.‘Plrit_:e )
Wennge's, Egerton, Prelude and Fugue in A, dedicated

s in all the Major and Minor Keys.

NOVELLO’S SHORT MELODIES,

(Original and Selected) for the Organ, intended p

cipally for the Soft Stops; and inscribed to

Venerable Philip Jennings, D.D., Archdcacos

Norfolk.

In 36 Numbers, In 6 Books, In 1 Volume,

1s. 3d. each. 6s. each. 31s. 64.
Each Book contains 50 Melodies, from the follow
Authors :—— Albrechtsberger, Attwood, B:
Beethoven, Bellini, Bononeini, Battishill, Berg
Boyce, Cramer, Cherubini, Clementi, Coupe
Cooke, Dr. Croft, Donizetti, Dragonetti, Duss
East, Florimo, Eliza Flower, Gollmick, Gemini:
Gluck, Graun, Goudimel, Greene, Handel, Hay
Herold, Hesse, Hummel, Juvin, Kalkbrenr
Keeble, Klose, Krufft, Mozart, Mendelssol
Minoia, Neukomm, Novello, Natividad, Onsl
Pinto, Paxton, Purcell, Pleyel, David Per
Paradies, Rousseau, Russell, Rossini, Rombe
Rosa, Russell, Reading, Reinagle, Righini, Seeg
Spohr, Stokes, Schneider, Stei%elt, Travers, Tu
bull, Viner, Webbe, Weber, S. Wesley, Wint
Woelfl, Wranizky.

For contents, sce Organ Catalogue, page 7-

NOVELLO’S CATHEDRAL VOLUNTARIES
Consisting of selections from thg Works of the Chur
Composers of the English School, comprisi
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, Evans, ¥a
rant,Galliard, Gibbons, Goldwin, Greene, Haye
Humphreys, Kent, King, Motley, Nares, Patric
Pring, Purcell, Reynolds, Richardson, Roge:
Russell, Stroud, Tallis, Tudway, Travers, Ty
Weldon, Wesley (S.*and C.) and Worgan ; f{l
whole selected or arranged by Vincent NoveLro

In 48 Numbers, Or 8 Books, Or 2 Volumes,
1s. each. 5s. each. 20s. each,
For contents, see Organ Catologue, page 19,

* ¥ Atthe foot of the first specimen of eack comp is attached a she
biographical notice, which will greatly assist those who study the proyre
of the art through the different periods at which each 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, Bonng
Bononcini, Brownsmith, Cafaro, Casali, Carissi -
Cherubini, Clari, Colona, Corelli, Danby, Di,
Dietenhoffer, Dupuis, Durante, Fasch, F
Flowers, Gibbons, Gluck, Graun, Handel, he
linger, Haydn (Joseph and Michael), Himme
Horncastle, Hummel, Jomelli, Keeble, Koslovsk;
Leo, Lotti, Mozart, Majo, Martini, Mendelssohi
Novello, Nenkomm, Palestrina, Perez, Pergoles
Perti, Pescetti, Portogallo, Porto, Quarle, Rice
Righini, Rink, Russell, Stradella, Sala, Steffan
Spohr, Sarti, Scarlatti, Schicht, Stokes, Vogles
Walmisley, Watts, Webbe, Weber, Wesley, an
Winter, with several adaptations contributed b
eminent Organists. The whole selected, arranged
or composed by VincexT NoveLLo.

In 108 Numbers, Or 18 Books, Or 8 Volumes,
1s. 3d. each. 6s. each, £1 11s. 6d. each.
For contents, see Organ Catalogue, page 13.

* o * At the foot of the first specimen of each composer i3 attached a shos

biographical notice, which will greatly assist those who study the progres

of the art through the different periods at which each master wrote.

ORGAN DUETS (FOUR HANDS).
Bacn, The celebrated 48 Preludes and Fugues b:
John Sebastian Bach, arranged by Henri Bektini
In 4 books, 9s. each. |
Or in 48 Single Numbers, varying from 9d. te 1s. 6d. each.
Hanper’s Choruses arranged by Vincent Novello.

No. 1 Hailstone Chorus Israel e 1
- 2 But as for his people Tsrael .. 1
3 But the waters overwhelmed .. Israel .. «. 0T
4 Oh, Father ! whose almighty pow’r Judas Maccabeus 0 !
§ Jehovah . e .. Belshazzar 0
6 Of things on earth Belshozzar 0 !
7 Let none despair Hercules O
As pants the hart . 8
In 't}l))e voice of praise ; } Chandos Anthems 1 {

1 sigh.ed Israel -
Judas Maccabar

9 And the chil
10 Hallelujah
11 Disdainful of danger

Idren of 1srae

Haydn, Jacob, Kozelych, Leal Moreiras Mozart,
Mattei, Novello, Righini, dedicated by permission
. ‘the Archbishop of Canterbury ;

" 0 wrarbe T & e TR Yy L

e

to his Father ; with Pedals Oblgato. Price 1s. 6d.
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