






Valuable Music Books published b y  Oliver Ditson & CO., Boston : 6. H. Ditson & Co,, New York, 
gent, postago paid, on receipt of price. 

Singer's Manwal. Containing Elementary Instruction, Can tat as by ~m i ne nt ~uthorsm 1 u d  a choice dlection of secular and sacred Music. By w. wImu8. 
SLI nn 

Excellent for Siging Societies and Schook. 
LuHHc 

I iWusdcaZ d E i ~ r o r .  Elementary Instructions and a collec- 
tion of Music adapted to Sacred m d  Secular Wo~ds. By S. B. P ~ P P ~ .  75 cts. 

S A C R E D .  1  PUT^ Songs. FOR THREE AND FOUR FEMALE Y ~ I ~ E . .  
Selected mostly fiom a collection by S. MULLER, and translated by FANNY 

A s  the Har t  pants .  (42d Psalm.) B y  MEN- M a L o ~ ~  R*YJIOND. 76 Cts- 
DELSSO~H. Bonrds, 60 Oents; Paper, 40 cent$. H i g h  School ChoraZ,ist. A Selection of Choruaea 

Come let ws Sfing. (95th ~ s i l m . )  By MENDELSSOHN. and Fmr-Part Song from the Works of the Great Mnsters. $1.00. 
Boards, 50 cents; Paper 40 cents. *eratic Album The).  A Collection of Music, in 

z e a p  my Prayer .  By MENDELSSOHN. 50 cents. Pa*, for Mia.* Voica. $1.25. 

H p n  of p r a d e .  (Lobgesang.) By MENDELSSOHN. Th'dgzz.iqf$L. Ez;;;O:~l%;t.~n of Glees, ~uartet tes,  
Price $1.00. 

L a y  of the Bell .  By ROMBERG. 75 cents. The  2Vi0. A Collection of Three-Part; Songs for Female 
Voices. DwignecI expressly for Female Seminaries High Schools Collegec 

Miriam's Song of M w r n p h .  BY ~CHUBERT. $zth, 75 cellrs. dmpiled by D.'N. HOOD.) 
Price 75 m t s .  

Hor&.ng. By F.  REISS. 50 cents. 

P p a h e  of ppgendshdp. BY MOZART. 50 cents. 
Books for Grammar, Intermediate, Primary, 

Pra i se  to GO&. A Choral and Instrumental work. BJ and Juvenile Schools. 
~ R G E  F. BRISMW. ~ l o t l ~ ,  $2.25. Golden Wrea th  (The.) By L. 0. EMERSOX. 

m m s h n t  a& Eternal .  By ~ V D R E A S  ROMBERG Bowdsf 50 cents. 

Price 38 centa. This Book is superior to nll others of the kind, both in its instructions and 
music: the fomer a18 easy and thorough, and include numerous attractive 

FOR $ECULAR PESTIVAL8. vocal exercises, several combining the pllysical wit11 the mental. The music 
compri8es over 200 of the very best and most popular songs. Troo hundred d Bwp&ng S h h .  For mixed voices. By B. F. BAEEJ j$y t h m ~ s d  copies of this book have been printed nnd sold. - 

Bosrds, 8g cents. I 

MWY Chimes. A Juvenile Music Book, contaiaing ~ a y  ~ u e e n *  F- CHORLEy. CO' Elementary Instructions, Attrnctive Exercises, and Several Hundred popu- posd by WILLIAM STERNDALE BENNETT. Paper, 90 cents; Cloth, $1.2( lar Songs. By L. 0. EMERSON, author of "The Golden Wreath," '<Harp of 
St. CecClia's Dau. By VAN BREE. Cloth, $1.24 Judah,"&c. 50m11ts. .- - " 

Paper, $1.00' 

The  Picndc. A CANTATA 
nse of Schools, Singing Classes, 
Also arranged with sepnrnte vocal wore for female voices, on the same p 
Words by GEO~GE C o o n c  Music by J. R. THO-. Just the thin$ 
Summer Musical Festivals. 
THE GATHERI~~G. -" AFay, away, to fields of green." I 

I 
THE DEPA~TCRE. -" Merrily ovef the water." 
THE ARRIVAL. - L1 Up the hill and down the dale." 
SPORTS. -'. Swinging," " Lilly bells and roses," " A jolly good laugl' 

* Tlae Skipping Rope." 
TIIE STORM. - '. 0 hark! 0 hark ! The winds 8t.e rising now." 
BREAKIXG A\v,\Y. - L' Suiislli~l& dfter rain." 
TAE FAREWELL. - L L  The shadows gently fall." 
HOMEWARD BOUXD. -" T l ~ e  sun is dropping in the sea, I 

Good night he bids to you and me." 
Price $1.00. 1 

The s t o r m  Xitag. Words by H. M. TICHNOE.  MU^ 
by B. F. BAKER. 38 centa. 

The  Twin Sisters. An OPERETTA for two V O ~ C ,  
Soprano and Alto. By HERMAN S. SARONI. Boards, 50 cents. 

A Winter Euen.iryy's Entertainment. A Soc. 
Cantata. Words by SIDNEY DYER. Music by A. CULL. Paper $1. 
Cloth, $1.26. 
This Cmtata introduces the hearty pleasures which enliven our wirt 

evenings, and posseases many attrnctive features which will cause it to beco 
the most popular work of its kind ever published. I t  is easily "brought ou 
nnd cannot fail to afford satisfaction and amusement whenever produced. 
includes a '' Qu1ur1NG BEE," a '' SNOW-BALLING SCENE," iL HIDE AXD SEEI 
Love Scenes, Comic Scenw, and other attractive features. The Cantata can 
sung without action or sceneill; but! if the latter is desired, a little ingenuity v 
supply it, directions for whic are glven. 

This book is equal17 NI good as the '' Golden Wreath," and in many respects 
superior. The Inst.ruct~ons are excellent, the Excrcisea easv and plensant and 
the son s such ss have appeared and become popular favorit& since the iubli- 
cation of the former work. together wit11 mnny new pisaq. It is meeting with 
a demand unequalled by that for any similar publication. 

T h e  Nigktingale. A Choice Collection of Songs, 
Chanto and Hymus for Juvenile Classen, Public Schools, Seminaries, and 
Home Recreation. By W. 0. & H. S. PEI:KINS. Bonrds, 50 cents. 
Thi8 work, similar in styk to that of the " Golden Wreath," 11- rapidly 

attained a wide popularity. It contains, in addition to, attractive lesso~ls and 
exercises. over 200 sones. " 

JUST PUBLISHED. 

1 THE GOLDEN ROBIN. 
' !l'HE LATEST AND MOST POPULAR J-uvxmnE BOOK. 

Anthor uf the "Nightingale," Sabbath-School Trumpet? kc. 

Contsining Elementary Instructions, .Attractive Exerdsee,. end 
1 

Several Hundred Popular Songs. 
This new book will be found SUPERIOR TO ALL SIMILBR WORKB in many 

gints .  essential to a popular instruction book in Vocal Music and cdlection of 
elod~ep for the Young. Several Editions have nlrendy been ordered, and the 

demand incremes. Many of the Songs have been written ex ressl for the 
work; and none of the songs are old and timeworn -sung tl?rougl a dozen 
books, but NEW AND SPARKLING, ADAPTED TO ALL'OCCAYIONS, AND ALIVE 
WITH THE SPIRIT OF THE TIMES. Price 50 cents. 

For High Schools, Seminaries, and Advancc New Sabbath School Nusic Books. 
Classes. Glad Tddings. By L. 0. EMERSON and L. B. STAEK- 

WEATHER. Bright and Spirited Music. Not re-mngements of old nnd 

phe ,grammar sckooz ~v~~~. containins 
worn-out Melodies. New words and fresh music. 

helm's Celebrated Method of Teaching Vocal Musie. Also Selections The great reputation attained by all of Mr. EMEROON'B fomw works, the 
Devotional Exercises, Exhibitions, and all other occasions. Adapted '' Golden Hn'T;' "Golden Wreath," ' ' B y  pf Judah.'? kc., is a sufficient 
one, two, or three voices. BY J. 3. SHARLAND. THIS BOOK IS USED Y t Y  of the merit and success of " Glad ~dlngs.'' Price in bonrds, 35 cents; 

aper, 30 cents. ALL THE UPPER CLASSES OF THE BOSTON SCHOOLS Price $1.00. 

American m s i c a l  Class Book. Containing E The  Morning ~gtore. A Collection of Religious Songs 
' 

m t q  insimctions, Vocal Exeroim m d  Soueggin, h e U ,  Trios, f for Sabbath Schools and Home Circla. Adapted specially for Umrasafi 
Concerted Pieces. By T. BIBBELL. Boards, 75 cents. lST AND UNITARIAN DENOMINATIONS. 

Arranged from the Folk Songs of Germany, -a '  rich mine of sweet and 
rowmg Laddes' vocal Albwm. A Collection simple melodies hitherto but little worked. Care has been taken in the selection 

a o & @ ,  Trios, and Duets. Selected by CHARLEB D. G. ADAM Ternher and adaptation of the words, that they might faithhlly reflect the sentiment of 
Music at the Buffalo Female Academy. Including a Course of vocal Ex the music. Great nino has been taken to put the music into proper keys fw 
oisw and Solfeggios by Rossini. $1.26. children's usnge. irice In Boards, 85 cents; Paper, 30 oents. 
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ALTHOUGH the masterly works of Rink, Schneider, Best, and others, have been eagerly 
sought for, and doubtless advanced the art of organ playing materially, there still remained 
a want of something more natural and perspicuous, -something more gradual and progress- 

ive,-which, taking the student up after a moderate lrnowledge of the elements of music, and 
of the key-board of the organ, should carry him through the detail of fingering, touch, stops, 
pedal-playing, etc., to a full and comprehensive knowledge of the instrument. 

In this country, a practical and progressive course of instruction has long been felt and 

demanded ; the author, whose experience in giving instruction to all classes of pupils, not 

only beginners, but ladies and gentlemen highly proficient in piano playing, who felt the 
necessity of receiving instruction if they would obtain the same mastery over the key-board 
of the organ that they possessed over that of the piano, has availed himself of the nlatel.ia1 
of these great masters, and produced a school fitted for the earnest, progressive, and practical 
American student. 

The author flatters himself that he has made a complete ~ o r k ,  -that in every depart- 

ment of organ playing, exercises for fingering, touch, combinations of stops, pedal-playing, and 
voluntaries for different occasions, he has furnished ample material, and neglected no oppor- 
tunity of clearly explaining every difficulty in the way of the organ student. The excrcises 

and instructions for pedal-playing are very thorough and comprehensive ; the voluntaries 
are mostly selected from the works of Rink, (whose pupil the author had the good fortune to 
be, and from whom he received a number of compositions, which are now herein for the first 

time published,) Schneider, Best, and others. The whole forming the most comprehensive 
and efficient course of instruction for the organ extant. 
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6 JIODERN SCHOOL FOR THE ORGAN. 

tions scve~al  interesting particulars concerninq, grgans. H e  
states, that there q a s  in that city an organ " wltn sets of pipes 
that counterft!i!it a corus of voyces; it hath fifty-two whole 
stops, beside halfe stops, and has two rowes of keyes for the 
feet, and three rowes of lreyes for the hands." He  goes on to 
state further : " I have had people of quality to heare it play, 
who could not believe but that there were men or women 
above, singing in the organ, until Ihey were convinced, by 
going up into tbe organ roome, etc." At Hamburgh, the same 
writer tells us, " the churches are rich in revenues and orna- 
ments, as images and stately organs, wherein they much de- 
light. They are great lovers of musick, in so much that I 
have told seventy-five masters of several1 sorts of musick in 
orle church, besides those who were irr the organ-gallery. 
l ' he~r  organs are extraordinarily large. I measured the great 
pipes in the organs of St. Catharine and St.. James' Churches, 
arrd found them to be three foot and three-quarters in circum- 
ference and thirty-two foot long; in each of which organs 
thvre are two pipes five feet and e~pht  inches round." 

Bernhard Smith, generally called Father Smith, and his two 
nephews, Gerard and Bernard, emigrated from Germany to 
E ~ ~ g l a l ~ d ,  between the years of 1650 and 1725, and built there 
more than thirty very excellent, and mostly large organs. Re- 
natus Harris, who died in 1715, was a cotemporary arrd rival 
of Father Smith ; the number of his organs runs up to twen- 
ty-nine. Othw celebrated organ-builders in England were 
John Harris, John Byfield, Christoph Schneider (a pupil of 
Father Smith), 'l'homas Schwart)rook, the Jordans (father and 
son), Richard Bridge, Glye & Parker, John Snetzler (a Ger- 
man, who introduced the double Diapason and the Dulciana), 
Craag & Hancock, Samuel Green, John Avery, the Englarlds 
(fa.ther and son). All these organ-builders flourished during 
tile period between 1700 and 1804. 

lluring the eighteenth century, Germany was especialiy 
prolific in large organs ; and most of these ins t rume~ts  still 
remain as lto~~orable memorials of the talents of their builders. 
Amongst the most renowned organ-builders that the world has 
produced, are the celebrated Silbermann family. T h e  founder 
of this race of talented men was Andreas Silbermann, horn in 
Saxony, in 1678, who built, during the space of twenty-seven 
years, in wlrich he flourished, thirty new nrgans. H e  died in 
1733. Gottfried, Johann Andreas, and Johann Uaniel Silber- 
mann also built many large and well-finished organs. 

Cotemporaries and successors of the Silbermann's were: 
Zacharius 'I'hessner, Adam Sterzing, Heinrich Herbst and son, 
Michael Engler (between 1688 and 1760), Johann Michael 
Koeder (1726), and the Hildebrands, who built the organ in St.  
M~ctrael's Church in Hamburg (yet standing), a t  an expense 
7f $20,000. . 

But the two best organ-builders of the latter half of the 
eighteenth century, are Johann Gahler of Ulrn and Christian 
Miiller of Amsterdam ; the former by t is glorious organ in the 
Belredic~ine Abbey of Weingarten ; the latter by the world- 
:enowned Haarlem Organ. 

Coternporaneous with the Silbermann's flourished, in France, 
Charles Uallery, F ranp i s  Clicquot, and Pierre Dallery, who 
l~uilt  the organ of Notre Dame, a t  Paris. A descendant, Pierre 

. Franqois Dallery, was l'virg as late as 1633. 

DESCRIPTION OF THE ORGAN, 
THE BELLOWS. 

The  bellows are said, hy some, t,o have been first introduced 
by Lot~~nger ,  of Nuremherg, in 1570. According to other ac- 
counts, they were invented by Hennings, of Hildesheim, in the 
reventeer th century. At any rate. t,hev were of German 

or~qlir.* C'ntll of late, there were two kinds of bellows me1 
w ~ t h  in church organs, namely, diaqonal, (the older), and holi- 
zontal, the newer kind. 'I'he lat.ter kind is the o~rly descri!, 
tion of bellows made by English and French builders. With 
the German builders, the former have been in great favor unt,il 
of very late the cylinder-bellows (Kastenbalqe) are being uni- 
versally adopted, a t  least in all large 0rgans.t 

It matters, however, very little what kind of bellows an or 
gan may have, as long as they furnish enough wind-and a 
steady wind. T o  ascertain whether there is enough wind or 
not, the organist may with full organ play one of Bach's or 
Kink's fugues, or Nos. 41 and 42 of the third part, and if the 
wind does not give bu t  without nearly killing the mart a t  thr 
bel!ows, it may he considered " all right." The  anernor~~eter, 
or wind-gauge, is a well-known instrument to " weiqh the 
wind," 'or, in other words, to ascertain its steadiness and force 
'I'he bellows must, of course,, not be left " leaking." nor mis- 
chievous boys or lazy blowers (to ease their work) be permitted 
to take away the weights on the bellows, or even t c l  alrangs 
their places. 

WIND-TRUYKS AND WIND-CHESTS 

Were we to write a treatise on organ-build in^, much rnisht 
be said on these parts, prir~cipally on the wind-chests ; but for 
practical purposes of organists and music committrrs. we state 
but two requisit,es, viz : 1. Wi~rd-chests r n ~ ~ s t  be as air-tiqht 
as the bellows, which may be ascertained by closir~q all alrd 
every stop, and (with a full s~lpply of wind) prrssinr down all 
keys a t  once. The  least noise then heard proves the 1a1:k of 
workmanship in this departlnent. Of course, organ-boiltlers 
generally know how to ol~viate such a t,rial-hefore irrcornpe- 
tent judges, a t  l r a s t b u t  space would not p+ rmit us to point 
out how it is done.$ 2. 'I'he so-xilled front-hoard (as t,he 
front of the wintl-chest is called) is made moveat~le, l ~ e c a ~ ~ s e  
the " pallets" are imm~diately illside, and they are lial~le to 
temporary deranvement from a variety of causrs. a l ~ d  are 
therefore required to be eusy o f  access. 'I'he fro~~t-hc~ard, 
then, ought to be simply fastened on with screws. so th i t  it 
may be soon removed, if the pallets require cleaning 01 le- 
pairing. 

CLAVIERS, KEY-BOARDS, OR MANUALS. 

Some organs have two, three, or even four claviers. 'l'l~i?se 
are arranged one above another, a l ~ d  so that the lowest sta~rd- 
out farthest, and each succeed in^ one recetles. I n  !In' orgclll 
havirlg two manuals, the keys of the Grec~t-orgon. form ttlc, 

hottom row, and those of the Sruell the upper. W t ~ r r e  tlrcc~t. 
are three manuals, the nreat manual is usually in the ~nidtlle, 
with the Swell above, and the Choir t)rlow. 111 Gern~an or,-arrs 
the great manual forms the bottom-row, and is called first. mil- 
nual. 'She usual compass of the rnarruals is 56 notes, frora C - - - 
to c. The compass of the Pedal or Pedal-board varies (to 
the great vexation of organists) very much. The  proper corn. 
pass is two octaves, from CCC to C, or 25 notes. (See 
page 10.) 

f Edward Hopkins' " The Organ." 
t The ol.gan in the Music Hall in Boston nnd in Plymouth Church in Brook 

lgn nre to be the first organs in  this conntrv provided with snch bellows. 
$ Experience IIRS ta11ght US that nlany drgnn-buildera, knomiug their wind- 

chesls not to be air tight epough, and heing apprel~ensive of n very possible 
springing of a sound hoard-bur, are in tbe habit of lining them with *' groves" 
to prevent '6runnings." But in the latter case even "bleeding" woulJ no( 
do; an accident of ti'lis kind can ouly be thoroughly cored by taking tlre w i d  

I chest to pieces. 
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D R A W S T O P S .  
THE COUPLERS. 

A Coupler is an appliance by which either a second Mafiual, 
or r1.e Pedal and its stops, can be brought into play, while the 
pmiormer's hands or feet are engaged upon the first. For the 
t~ rne  being, the stops or pipes coupled, appear to belong to the 
key actually struck, and new effects and combinations become 
thus produceable, which are not otherwise attaii~ttble on the 
same instrument. 

Couplers art classed under two heads : viz., Manual-Coup- 
lers and Pedal-Couplers. The usual Manual-Couplers of an 
organ with three Manuals are :-Couplers : Great Organ to 
Swell ; Great to Choir ; Choir to Swell. Pedal-Couplers : 
Great Organ to Pedal ; Swell to Pedal;  Choir to Pedal. 
These are Unison-Couplers. Octave-Couplers are objection- 
able. 

?'he Tremulant is a small apparatus that gives to the tone 
of any department of the organ, to which it may be applied, a 
waving or undulating effect. The .Tremulant is latterly omit- 
ted bv most all good organ builders. 

T H E  P I P E S .  

MATERIAL USED FOR ORGAN-PIPES. 

The various substances of which organ-pipes are made, are: 
t ~ n ,  metal, lead, zinc, and wood of various kinds. Of all the 
ma:.erials just specified, tin rankg first in yoint of excellence ; 
and of the many existing varieties of tilia substance, that found 
in England is held in the highest esteem. Metal is a word 
usel trcklnically by organ builders, and is understood to signify 
a mixture of tin and lead, which compound is valued accord- 
ing to the quantity of the former ingredient contained in its 
composition. The metal ordinarily used abroad consists of 
two-thirds of tin and one-third of lead, or hfiif tin and half 
lead. Bad metal (one-fourth of tin and three-f~urths of lead, 
ns is frequently found), is discernible in a variety of ways ; to 
the eye, by its dark blue tint ; to the touch, by its producing a 
dull, hollow sound on being r a p ~ e d ,  whereas pipes of good, 
thlck metal produce a clear, ringiilg sound ; and to the nail, by 
its being easily scratched, whereas tin can scarcely be marked 
111 that manner. Metal, composed chiefly of lead, also easily 
soils paper on which it is rubbed. 

'l'he great cost of tin (or even of rich metal), five or six 
times that of lead, and more particularly the baneful " low 
contract" spirit which unfortunately pervades most modern 
transactions in organ-building matters, preclude its use almost 
entirely in this country ; although it would, on account of the 
greater durability of the material and the su eriority of the 
tone of the pipes, prove to be the cheapest in t ! e end. Lead, 
either alone or with but a slight admixture of tin, from its in- 
ability to sustain itself for any lengthened period, is, as a ma- 
terial for metal olgan-pipes, comparatively worthless. The 
greater thickness to which a sheet of lead must necessarily be 
made to compensate for its natural softness, added to its greater 
specific gravity, are circumstances that render the bodies of 
leaden pipes so heavy that their feet are very liable to beconre 
depressed at  the apex from the weight, and the languame to 
siuk, whereby the intonation of the pipe is endangered, if  not 
lost. Lead is also very much oxydised by the comt)ined action 
of air and moisture, which is no small reason for its unfitness, 
without the necessary admixture of tin. 

Z ~ n c  is being frequently used for the structure of large me- 
m!-pipes ; and it is a metal that undergoes but little alteration 

a t  common temperatures under even the combined influence o! 
air and moisture. The tor~e produced from pipes of'this ma- 
terial is, however, lighter than that of tin or metal pipes of the 
same structure. Its cost, however, scarcely a tithe of that of 
good metal, much favors its introduction. 

Wood.-A great number of the large pipes. as well as some 
of the smaller, are made of u-ood ; and experience proves, that 
pipes, made of good, well-seasoned wood do better service and 
are of longer duration than inferior metal ones. Good orEan- 
builders are particularly careful in the choice of wood. They 
will never use any that has the least flaw or knot in it, and 
rather throw away and make another pipe than .waste time in 
trying to mend a bad one. And so it ought to be : but the 
covering of these pipes outside with a coat of red size, al- 
though ostensibly applied for the sole purpose of rendering the 
wood pipe-work " thoroughly sound," is often the means of 
concealing the bad qualit,y of wood. The pores of the wood 
are effectively enough filled up by covering the inside of the 
pipes with a layer of thin glue, which, by rendering the sur- 
face smooth, improves the tone of the pipes. 

CLASSIFICATION OF THE SOUNDING STOPS. 
Flue and Reed Stops. 

A series of pipes, the range of which extends from the low- 
est to the highest key of the Manual, or Pedal, gradually di- 
minishing in length and size, having the same quality of strength 
of tone throughout, and the mechanism of which will allow of 
their being sounded independently of those of the other series, 
is called a stop. "I'he stops are, according to their structure 
divided in two classes ; namely : fEue stops and reed st,ops. 
Flue pipes are such as have an oblong opening; called the 
-mouth, bounded above and below by two edges, called the lips, 
which are made to sound by the wind, through a narrow 
fissure, flue, or windway, and which depend chiefly on the 
length or shortness of their bodies for the gravity or acute- 
ness of the sound they produce. 

Reed pipes or tongue pipes, are, on the contrary, those 
which are made to sound through the medium of a mouthpiece, 
furnished with an elastic plate of metal, and which do not de- 
pend on the length of the tube (body) of the pipe, but on the 
slze of the mouth-piece and the vibrations of the tongue, for 
the gravity or accuteness of the sound. 

Flue pipes are made partly of tin, metal, zinc, or wood. 
They are either open or stopped. Stopped pipes are closed 
in at  the upper end wit,h a stopper (a cap on tin pipes,) a block 
of wood well covered with leather at  the bottom aird sides, to 
make the stopping quite sound, which makes the tone of the 
pipe softer and an octave lower than the pipe would produce 
without the stopper. 

SIZE OF THE ORGAN STOPS, 
A stop is callcd an eight feet stop, if its lowost tone, "C," 

(or largest pi e) is an open eight feet long pipe. A stop ia 
called a four f eet stop if its lowest "C," or the largest pipe ia 
an open pipe of four feet length. A stop of eight feet tone 
(such as the Stop Diapason) is a ,stopped four feet stop. (See 
previous explanation.), 
h double stop (or otherwise and more appropriately called 

sixteen feet stop) sounds each note an octave lower than writ- 
ten. A thirty two feet stop, then, sounds each note two o e  
t a v e ~  lower than written. 
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DESCRIPTION OF THE ORGAN STOPS, 

T h e  foregolna explanation refers to flue pipes ; but the 
le lgth of reed pipes is also modified by the outline and scale 
oi the tube ; the length increasing as the scale is enlarged or 
made to  deviate from the cylindrical outline. A cylindrical 
reed, or Clarionet tube, is very short, being little more than 
half the speaking length, a Bassoon tube, sliqhtly outspread- 
ing,. rather longer ; a Hautboe tube, with a wider bell, lol~ger 
again ; a 'Trumpet, longer still ; and a Trombone, or Possaun, 
the  largest stop in the scale, also the largest tube used. 

T h e  numerous effects of which all well-planned organs are 
susceptil)le, result partly from the presence and use of stops of 
diverse form, nature, and character of tone, an? partly from 
stops, varying as well in pitch as in quality of tone, and other 
dist,inctive conditions. The most important and ust$iul stops 
for the Manuals are those of eight feet, because they are in uni- 
ron with the human voice, and are therej%re particularly re- 
quired for the accompaniment of singing. For the Pedal, the 
sixteen feet stops are the most useful, as they form the true 
bass to the manual eight feet stops. 

'The eight feet stops on the mariual and the sixteen on the 
pedal are called the Foundation-stops, as being the anison of 1 
their respective departments, and giving the " ground-tone." 

Besides these, there are other distinct,ions made, such as Mu- 
tation, Compound or Mixture stops, which, being of less ma- 
terial importance, are only mentioned.* 

1. Open Diapason, is an eight feet stsp on the manual, and 
a sixteen feet stop on the pedal. I t  is called " open" in cbn- 
tradist,inction to the Stopped Diapason. From its being the 
chief foundation-stop on the manual and the pedal, its good- 
ness or badliess exercises an important influence over the effect 
of the organ generally. T h e  Manual-Open-Diapason is (or 
ought to be) generally formed of' tin, or rich metal pipes, many 
c,f whish are those uslially seen in front of tlie case. The  
lowest octave (or even more) is, in this c o ~ ~ n t v ,  made of zinc- 
not for the good quality of the tone, but for eoourtu~y's sake. 

'I'he Pedal Open Diapason is, in Europe, made of wood or 
tin ;t in this country, almost exclusively of zinc, which is very 
ln~tch t,o be regretted, and the more to  be condemned because 
there is no courltry that has so great a variety of most splendid 
wood, a t  cheap prices, as America. 
2. Stop Diapason.-The Manual Stop Diapason is mostly 

made of wood ; its effect, if well made, is fluty and mellow ; 
if poorly made, reedy and hoarse. The  manner of dividing 
this stop in two half stops ('I'reble and Bass) 'is, except in 
w r y  small organs; very objectionable. T o  give in such a case 
to the 'l'reble a d i f i rent  name, is not only ridiculous, but also 
suspicious. (See chapter on examining organs.) 

'l'he Doi~blc Stop Diapason for the pedal, 1s universally made 
of wood. I ts  tone adds a quiet solidity to that of the Pedal 
Open Diapason. 

Y. Dulciana is an eight feet manual stop of a very soft char- 
rcter of tone. I t  is made partly of wood, partly of metal. 
T h e  Dulciana, In most organs, stops a t  tenor C, or fiddle G ; 
the stop then frequently being grooved into the Stop Diapason, 
or  the bass of the Stop Diapason, is made to draw separately 
6 0  meet it. 

4. Clarabella is sometin~es introduced instead of the treble 

portion of the Stop Diapason, and is seldom disposed othar- 
wise than as an incomplete stop, its compass generallv OILIB 
extendin: to middle C, or, a t  most, t.o tc:nor C. T h e  Clara 
bella much resembles the German 

5. HohlfEiite (Hollow-flute), a very effective stop, made of 
wood or metal. When of met,al, the Hohlflote is made to a 
very large scale, thus prod~icinc a powerful rind thick, or, a s  
the name tlistinctly intimates, a hollour tone. I t  is made eight, 
or four feet. long. 

6. Violn di  Gamhn. T h e  name of this, rnost,ly eicht feet, 
stop, has for years heen introduced in this cuuntry ; but to uur 
own knowledge, and accordinq to report, not' yet  t,he real stop, 
nor do we expect a great dem:ind for it, 1)ecause the necessity 
of its being made of gvod tin must render it expensive. 'The 
voicing is very difficult and requires much labor and experience 
-the least dust on its mouth, the least shaking may change its 
tone or silence it-nor are organists always capable or disposed 
to demonstrate its great beaoties to the full extent ; therefore 
the Viola di Gamba may be considered a luxury-a charming 
luxury for rich congregations. 

'7. Keraulophon is also a Manual Stop of eight feet, of m'e- 
tal, and, like the Gamba, of a reedy and pleasing quality of 
tone. I t  is a half stop, seldom extending lower than fiddle G 
or tenor C. T h e  Keraulophon was inventcd by Messrs. GRAY 
& DAVISON, in 1845. 

S. Gaigen Principal (Violin Diapason), is a -  Manual Stop of 
eight feet, of great beauty and usefulness. I t  is not yet  known 
in this country, but will undoubtedly be introduced before 
long, and certailily become h great favorite with both players 
and hearers. 

Tllose desirinq to read more on these matters, are referred to the works of 
B o ~ ~ k i n s  and Rin1b:lnlt. n11d to Sridel's, in tlle Gr~rnan language. 

t Tlle olqana I!) SL f'etrr*i)r~rqI~, Ileval. Frnnkfut~t. Ulm, all built by E. F. 
b i k e r  of 4udwlgsbu~g, lla\c Pedal Diltpasonlr (miljeep fwt) of English tin. 

-. . - . . - -. . . 

1 9. ~al ic ional ,  or Salicet is another reedy-toned eight feet 
manual s t o ~  of small scale. 
10. ~ r i i c i ~ a l . - ~  four feet manual stop, of metal. It is 

tne octave stop to the Open Diapason. 'I'he olcar tone of the 
Principal makes it usefiil in Forte passaqes, and is for the samu 
reason the stop after which all others are tuned. 

11. Fiftteent1t.-A two feet man~ial  stop of metal. 
12. Flute.-A stop of either four feet standard length or foot 

tone on the manual, and eight ft:et on the pedal (then called 
Flute Bass.") T h e  quality of the tone of a Flute stop usually 
bears a close resemblance to that of the wind-instrument after 
which i t  is nanizd. There is quite a vaiiety of Flute-stops to  
be found in foreign organs,+ some of excluisite heauty o: effect, 
made of different material, shape, (round and square) and: size 
(from sixteen to two feet). They are : Tuba Major, a sixteen 
feet Flute stop, made by E. W A L K E R &  WEIGLE.  Wiener- 

flote (Vienna flute), eig!t feet, a solo stop of great beauty ; 
Spitzflote (Pointed or Spire flute),. and Gemshorn are found of 
eight, four, and two .feet length ; Waldflote (Forest flute), ir 
either of four or two feet length ; HohlfEote (already men- 
tioned) ; Bleck flute, a two feet stqp of a very large scale ) 

Piccolo and the Flageolet are two feet stops, the former of 
bright, clear, and travellinm tone. the latter of smaller scale 
and sharper tone than the ?iccolo ; lastly, the crown of all- 
the Flute travers, which is either of eight or  four feet length, 
always made of wood, partly square and partly round. 'I'he 
pipes are made to speak partly the foot tone, partly, by over- 
blowing (uberblasen), the octave above. The Ce:sstina is also 
a species of Flute stops. 

13. TweEfth.-An open metal stop of two and two-thirds on 
the rnanual ; its pitch is a perfect (major) fifthab2v3 th2 Prin- 
cipal, and can therefore only be drawn for f passages with 
nearly all other stops. 

Compound Stops have from two to five, in old organs even 
as many as twenty different pipes to o r s  key. A cornpourrd 

f As j e t  few. if any, in this country ; its gre:rt u;ility and cheapness will 
make its introduction verg deeirable and useful. 

t Tlre names of sorne uf these flutee have ltppenred in reports of organ er  
hibitions, and always ~ p o k e n  of very highly. 
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stop hav~ng t.hree pipes to each key is c a k d  a stop of three 
.r;tnlts ; having four pipes to each key, a st,op of four ranks. 
Wrll-planued and con~tructed compound stops gibe to the foun- 
dation stops a distinctness and clearness of effect, and a great 
vivacity as well as a ringing character to the generd q a n -  
tone. 'I'hny are : 

14. The Mixture. 
15. 'l'he Ses or Sexquialtera. 
16. The Cornet. 
17. The Furniture. 
Reed Stops.-A reed-pipe of an organ is formed of a mouth- 

piece, (composed of a block, reed, ton,gue, and a wooden wedge, 
with a tuning wire and boot) and a tube or body. Reeds thus 
formed are most common ; in modern organ-building the so- 
called free reeds have been introduced. In the free reed, the 
size of t.hc toncue and the opening in the reed are so adjusted 
in regard to each other, that the former almost exactly fits the 
latter : the tonque, therefore, instead (as is the case in com- 
mon reeds) of striking on the edges of the reed, is impelled in- 
to the opt ning by the wind, when, from its own elasticity, it re- 
sumes its former position, and the sound is produced by its 
rapid vibratory motion to and fro through the air. The tone 
of a free reed is not so strong as that of a common reed, but 
it is particularly smooth and free from rattling. Some fine 
sixteen and thirty-two feet Posauns have been made in Ger- 
many of free reeds. 

The most common reeds in our organs are : 
lti. The Trumpet, eight feet. 
19. The Hautboe, do. 
20. The Trombone, eight feet in manual, sixteen feet in 

pedal. 
21. The Clarionet, eight feet (or Cormorne, Cromorne, 

Cremona, Krnmm-horn). 
22. 'I'he Clarion, four feet. 
23. The Voxhumana.-This stop is intended to represent 

the human voice, which, if it does it at  all, does it but very 
laintlv. I t  is of eight foot-tone. 

'I'he pedal stops are : 
24. L)ouble Open Diccpason, or the Diapason of sixteen feet. 

This stop is, in this cout~try, made of zinc, in Europe mostly 
of wood, a ~ ~ d  very often of pure tin. 

25. Double Stopped Dzupason, likewise balled Bin~rtbn, a 
covered eight feet stop of sixteen foot-tone, made of wood. 
Of late tllere has been infrod~~ced a llrirt,y-two feet atop under 
the name of I)ouble Stopped Diapason, of sixteen feet length 
which, however. prinoipally in the lower notes is unintelligible 
and entirely useless, (in my opinion,) except for mere sl~oiv. 

26. Violon Bass, sixteen feet, is for the pedal the same as 
the Viola di Gamba for the manual ; but is made of wood. 

27. Trombone, sixteen feet, a very essential pedal stop, with- 
out which no organ can be called " grand," by anybody having 
ever listened to its soul-inspiring tones. 

28. Violoncello, eight feet, variously made of wood or me- 
tal, is an imitation of the well-known instrument, whose name 
it bears. 
29. Grand Double Open Diapccson, Grand Pubbass, or what- 

ever name may be given, is, lastly, the so-called thirtty-tws 
footer-a really thirty-two feet open pedal stop, rarely cf satis- 
factory effect, but which organbuilders are as anxious to furnish 
as congregations are unwilling to pay for-and for this, tboth 
parties have good reasons. In Europe it is made of wood, in 
this country it has been made of zinc. 

COMPASS OF THE STOPS, 

The lowest key of organs ought to be (and is mostly) C ; 
and organs built on that principle are called C-Organs. Whe- - 
thcr the compass may be carried upwards farther than (a1 
tissimo) matters very little, since our best organ composit~one 
se!dom require even this high note, nor does the addition of 
one or more such useless small pipes make much difference in 
the effect. 

Taking the compass of the manuals as from CC to G, - - 
(four octaves and a half,) eaoh stop ought to have fifty-& 
pipes. 

See the following 

TABLE OF  THE P I P E S  (NOTES) OF  THE -OPEN DIAPASON. 

Of this same compass is the Stop Diapason, its pipes being 
only half the length, but because of their being closed at +,he 
top, they produce the same pitch of tone as if they were twice 
IS long. 

The Dulciana mostly begins with the four feet C. 

The Clarubella is seldom carried farther than the two 
feet C. 

Ttle HohlJlb'te, Viola di  Gmnha, Keraulophon, Hautboe, 
Trumpet, Cremona-all these anare the same fate with the 
Dulciana (at leapt in the swell1 
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Principal, Flute, Clarion, are mostly complete stops, each 
having fifty-six pipes, of which the lowest C, 
ir four feet long, the next C above t ~ o  feet, etc. -+ 

T h e  Fifteenth, Piccolo and Flageolet, are likewise complete 

rtops .; their lowest C, E-1 is two feet long. 

-4 
T h e  Twelfth is also a complete stop ; its lowest C, 

FF~ is only two feet and two-thirds long, and sounds 

- 
the note [Erq 

On striking the lowest C of a Mixture of three ranks, three 
different-tuned pipcs will be made to speak a t  once, tuned 

The  other compound stops are 
similarly arranged." 

THE COMPASS OF THE PEDAL STOPS 

must, uf course, begin likewise with C. 
T h e  Double Open Diupason's lowest note. -- 

mounding an octave lower still ; its com ass, as 
well as that of all other sixteen feet Jouble) 
@tops is as follows : c 

S 
N o ~ ~ . - E v e r y  Pedal Organ ought to have at least one stop of this pitch and 

rompass ; half Pedals, and rnore so, Pednls beginning with G or any other note 
out C, are a vexation to all players and an obstacle in tlie way of young or- 
ganists to beco111r gt~od pedal players. Why shonld the note C, liniversally 
accepted as foundation note, not also be t l ~ c  lowest note, both in Manual and 
Pedal ? 

T h e  tone of the C of sixteen feet 1engt.h is in unison with 
the lowest C of t,he Grand Piano Forte ; it is the CCC of the 
English tablature-the Contra C of the German. 

T h e  effect of a thirty-two feet stop is one octave lower still 
than the above. The  sound of its lowest C is below that of 
any other instrument, and is signified in letters by CCCC,  (the 
German term for it is Double Contra C.) 

convinced of the usefulness of instruction on this sl~hject, Ira2 
already, some years ago, requested us to malrc a few exl~osifrolrs 
regarding it, in a former work ; and since that titne, we Irevv 
been so thoroughly disgusted wit,h the " farce" of' O~UHII-18x111- 
bitions, that we, a t  t,he risk of becominq unpopular u-itt~ sorr,. 
parties, cannot conscier~tiously withhold our views on the S I I ~ I .  

ject. Good organ-builders will rejoice tt~eretby to see t,he t,ric,lcs 
of incompetent competitors exposed-congregations and orgen- 
ists may learn thereby, how to secure for themselves ,really 
good organs, and will better understand the necessity to furnisl, 
adequate means to enable the builders to build organs which 
will do lasting honor to them, and answer best the purpose. 

Before speaking of examining organs, i t  will he essent,ial to 
make a few remarks on the equally important point of " pur- 
chasing" an organ. 

T h e  size of the church, thc style of building, the style of 
singing, and the position of the organ within t,he church--all 
this ought to be submitted to t.he consideration of the k)~ri!der, 
or some competent party, to determine the amorllrt of morrey 
required for the new instrument. It would be desirable t,o se- 
lect the builder before drawing a plan for the ore;an, as differ- 
ent makers furnish different qualities of manufacture. 

This being done, a clearly specified plan for the instrument 
in question must be made out, enumerating not only the num- 
ber of stops, but the number of pipes of each stop, defining 
the material, the length of the lowest pipe, the number of ad- 
ditional drawstops, compass of pedals and of manuals. etc. Such 
plans, thus clearly specified, ouqht to be given to the differen. 
organbuilders, and awarded with the understanding, that t h ~  
organ would not only be exhibited, but examined by any com- 
petent . . party or parties the congregation might please to call 
fnr it 

" 
will, however, require more care and more " kt~owing" than t,o 
play a t  its exhibition some splendid piece of music, and t,his 
done, to declare the organ to be " the best instrument ever 
buill,," or something like it. It will he necessary to creep in- 
side the organ 'to ascertain : 1. Whether the pipes are really 
all  there and made of the stipulated material and size ; 2. 
Whether the bellows furnish enough and a steady wind during 
all styles of playing ; 3. Whether there is easy acoess to a12 
parts of the organ:" to the pipes, to  tune them-to the act,ior~ 
(principally the conplers) to correct sliqht drranqements. wil tr- 
out being put to the necessity of working one or two (lays i l l  

getting, for example, a t  a screw, to set it merely aripht; 4. 
Whether the organ is tuned in the right pitch ;t 5. Whether all 
pipes are carefully fastened, so as to prevent a very annoyir~g 
rattling from time to time ; 6. Whether the nietal pipes are 
not too thin, and whether the wooden pipes are provided with 
a coat of size inside. Besides these, there are many other 
little matters to be looked after, too ridmerous to mentioi 
here. 

The  following schedule will illustrate and more fully explaie 
our view on this subject. 

I 

ON EXAMINING ORGANS. 

-. 
---TO examine an ornan built after sllch a plan as described. 

History has too clearly demon~trated that " good organs will 
make good organists, and, vice versa, that good organists will 
make (or at least use their influence to have made) good or- 
gans. 'I'his fact is too important to allow us to pass this mat- 
ter over in silence, much less can the tenor of the following 
hnes be cons~dered an assun~ption. 'L'he venerable Dr. L. Mason, 

PLAN OF A NEW ORGAN OF TEN SOUNDING STOPS, 

The  organ is to have a plain case of. . . . . .wood, . . feet 
high, . .feet wide. and . . feet deep. I t  is to have one hIanual 

- 

Compass, from C C  to G (altissimo) or 56 keys ;-a Pedal from 
C C c  to C, or 25 notes. 

- 
+ A work on organs and organ-building in process of preparation will throw 

more l igl~t  on this very interesting as well ar, other eubjecta. which in t l~ i s  work 
wuld only be shortly mentioned. 

Imperfection in this pnint compela congregations tno ,ften to cmplov no 
organbuilder for the most trifling derangements, which, could access to h hs 
had, niight be remedied by the organist witbout causing expense. to th6 
church. 

+ Upper keys included. t Of more importonee tbnn is general@ attached tc it. 
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STOPS ON MANUAL 

1. Open Diapason, eight feet, of tin, lowest Gctave of zinc 
56 plprs. 

2, Stop Diapason, eight feet tone, of wood, 56 pipes. 
3. Dulciana, right feet, beginning with 'renor C, 44 pipes, 

to br made of metal, and to be groved in with Stop Diapason 
in the lowest octave. 

4. P r  ncipiil, fnur feet, of metal, 56 pips.s. 
i. Flute, four feet. of wood, 56 pipes. 
6. Fifteenth, two feet, of metal, 56 pipes. 
7. Twelfth, two feet and two-thirds, of metal, fifty-six 

: ips .  
8. Sesquialtera, two feet, two ranks, 112 pipes 

PEDAL STOPS. 

9. Violonbass, sixteen feet, of wood, 25 pipes. 
10. Double Stop Diapason (or sub-bass), sixteen feet tone, 

25 pipes. 
DRAWSTOPS. 

Couplers:-Manual and Pedal ; Pedal Check ; Bellows 
alarm ; Composition Pedal to take away Stops Nos. 6, 7, 
and 8. 

Stipulations regarding pitch, generil character of voicing, 
whether action to be reversed, whether key-board to be ex- 
ttsntled or trot, and t,he quality of tin and metal to be used for 
the different stops, should be added to the above description 
of the stops. 

COUNTRY AND CITY ORGANS, 

There can, ant1 there ouglrt to he no difference made in this 
respect, arrd it is only in one department there can be any dis- 
crlmillation ; namely, in reference to Keed stops, which, being 
so very I ~ a b l ,  to get out of tune and order, ought to be hut 
sparingly put in country organs, where IIO competent hands for 
tunina and voicing can be found, unless by great sacrifice of 
money. 'I'hese Reeds, being moreover the most expensive 
stops of all, we would suggest to have their places filled with 

flue stops. City organs may nave, and, in fact, never 
have too few Reeds-but how is it that these Reeds can most 
always be heard above everything else, and why are they so 
often so outrageously out of tune ? Would i t  not be well for 
tire organist to have the Reeds tuned, or tune them himself, 
(which every organist ought to be able to do), before using 
them in the service, or else let them alone ? 

ORGANS FOR DIFFERENT DENOMINATIONS ; 

OR, 

I I I F F E R E F T  S T Y L E S  O F  SINGING. 

Ir, as muoh as congregational singing* is different from the 
aing~ng of a Quartett Choir, or even an ordinary Chorus Choir, 
;n just as much rnust the volume of the organ, as harmonic 

1l1e author ia a eealoue advocate of oongregational singing, not, however, 
b tbc cntim exclusion of choir ainging. 

supporter of all Church singing, be ~ifferently dispose.1. OI 
gans to accompany congregational singing, must needs have 
mellow, rich, and deep-toned foundation stops, and above any 
of these, the Diapasons must not be wanting. Next in ira 
portance are the sixteen feet Pedal stops, whlch must be in 
telligibly voiced, strong enough to give t.he ground tone of t,he 
harmony, but their power must be sought for by their proper 
construction and number, not hy over forcing their supply of 
wind, which produces a trembling a!l over the house, and 
which is too often a cause of dissatisfactior~ with congregr 
tions. 

Mutation and compound* stops, as also the Reeds, must he 
in proper keeping with the foundation stops-rich, mellow, 
proportioned of a large scale. After this brief exposition of 
the character of organs for congregational singing, we inay be 
spared any remarks on organs for Quartett singing. 

O R G A N - T O U C H .  

The  organ-toach is generally said to be the reverse of, or at 
least entirely different from, the piano-touch ; which, however, 
as far as the tauch (or the manner of striking the keys) is con 
cernetl, is not the case. The keys in piano as well as organ 
playing, have to be struck sudden!y and decidedly ; there is no 
such thing as pressing down, if by pressing ally lesser degree 
of velocity in getting the keys down is meant. A prompt, 
sudden st,riking of the organ-keys cannot produce a piano-like 
effect of the organ, but will insure a prompt speaking of the 
pipes (especially of the Reeds), effected t)y the prompt open 
ing of the valves, giving to the pipes a t  once their full supply 
and strength of wiod. I t  is, therefore, not so much the man 
ner of striking or toucl~ing the keys, which makes a good or 
?an-touch, but rather the manner of taking the fingers off the 
keys, or the perfect control of the player over his ficqers : 1st. 
In holding e;ich note to it,s full value of time; aud 2nd, in play 
ing passages of single not,es, as well of chords, i n  such a 
smooth legato style, that one note follows the other without 
any interruption of sound, just as in walking, one foot is not 
raised until the other reaches terra jirma. A proper legato- 
playing will insure a good organ-like effect ; and a student 
who has gained so much control over his fingers as to raise 
them at the right moment, has conquered the true organ-touch. 
A thorough practice of the exercises commencing on page 15 
will insure. to every student this needful acquirernent. 

S T Y L E .  

LEGATO ANTI STACC ATO-PLAYING. 

The style of organ-playing is generally required to be " le 
gto," but there are instances when a complete '; staccato 
playing" will be more expedient. Attempts a t  staccato-play 
ing, however, sllould not be made until the student is tho 
rouglrly conversant with legato-playing. Kegard to the we;l 
beiny of the or:rans, if nothing else, forbids the execution ol 
continued passages lilre the following : 

We object to the use of oompound etopa for accornpanimt nts i n  gene $, 
even in oongregational eiuging 
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lor, a prolonged passage like No. I ,  will unavoidably affect the 
tuning of some pipes-will not unfrequently cause many pipes 
t,o " blow over," and put the bellows to a rather too severe test 
of their durability. Passages similar to No. Z., while produc- 
kg the same effects on the instrument, will produce in many 
Tgans s most pitiful effect by the trembling of the notes ot the 
ar, caused by the shaking of the wind. 

Specimens of the admissible staccato-playing will be found 
on pages 28, 31, 162, 178. 

'I'he desire to play legato, or, as it is more generally called, 
" to  play in good organ-style," has misled a large majority of 
organists (or rather those playing on organs), to do too much 
to be good. 

According to very generally prevailing notions, an organist 
seems never to be permitted to strike the same chord, or even 
the same note twice in immediate succession. This un- 
doubtedly wrong conception is not only confined to playing 
Psalmody, but is even applied to music for the orqan, com- 
posed by masters. What would become of all the soul-inspir- 
ing sinfurlies of Beethoven, should every instrument of the or- 
chestra, capable of sustaining its tones, adopt the same prin- 
oiple? What would become of the agitating theme in Beetho- 
ven's C minor sinfoniz 

U the instrumentalists should deem it in better taste to play . 

The very life and soul of music depends on its rl~ythm, which 
by this misunderstood style, must in all cases be rendered 
doubtful, and mostly vanish entirely. Therefore, young stu- 
dent, play your organ music just as written ; play, for ex- 
ample, the tune 

I "GOD SAVE THE KING," 
not thus : 

but as written ; namely : 

PSALMODY PLAYIXG. 
6 

A., THE G I V l N G  O U T  O F  A' TUNE. 

The. object of the orqan playinq the tuno t o  he sung once 
over, is, lst., to give the pitch ; 2nd, to give the movement,and, 
3rd., (in concrregational singing), to bring the melody to the coz- 
nizance of the congregation. I t  is obvious, that to achieve all 
this, the player must I)e careful in playing, and use proper 
judgment in the combination of the stops. At all times it is ma- 
terial to be understood : both harmony and melody must be ren- 
dered intelligit~ly, every note of the melody must be dist,inctly 
audible. so much, so, that even persons without musical educa- 
tion must be enabled to follow t,he air as it strikes sy1lat)le after 
syllable. The misunderstood notion therefore of legato style 
(see preceediny chapter), is most emphatically bad in " givinq 
out a tune ;" and yet, it seems to be so generally reqarded as 
the " true orqan style," that, y o u ~ ~ g  organists, aft,er hearing us, 
come up, wonderir~q to hear us play so " much staccato !" 'I'o 
be frilly understood, we give here, by way of practical illustra- 
tion, the tune '.Federal Street," as we have heard it more than 
once : 

This is celtainly too much of the good thing " legato." I principally the alto and tenor ; and we give here the ahove 
But, while we recornmend every note of the uir to be struck, tune as it ought to be played when gzuan out: 

ve thi& e~r~~r-ent ly  good to slur other parts of the harmony, I 
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The  above remarks refer to the playing of the tunes on one 
and the same keyboard, without change of stops during the 
playing. 'I'he frequent change of stops or even keyboards is, 
good as it may be, in some few instances, too often made use 
of. A dignified, clear rendering of a tune with foundat,ion 
stops will always be best for religious purposes. 

There is a manner of giving out the tune to be ment,ioned 
pet, which we commend to all organists having Pedal Organs 

of two or more manuals, which renders the air prominent abo* 
every other part. I t  is effected by playing the air (melotly) 
with the right hand on the Great Organ, alto and tenor with 
the left hand on the Swell, and bass on the Pedal. '1'unt.s lilio 

Hamburg," " Balerma," etc., will be clrarminqly rendered hy 
this manner, and well pay the time necessary to learn it (which , is not very easy). 

Great Organ : with Open and Stop Diapason. r 

I Choir or Swe l l :  with Stop Diapason and Dulctuna. 

Pedul:  with a sixteen foot Stop and a soft eight foot Stop. 

1 

PSALMODY PLAYING. 

B., TD CHOIR AND CONGREGATIONAL SINGING. 

(Accompaniments.) 

-4 good accompar~ist must be a good musician in the full 
sense of the word ; for, althouzh the accompaniment is fre- 
quently considered a very inferior part of performance, yet, 
in order to accompany well, one must understand and enter in 
the spirit of the composition-must be able to follow closeljr 
the solo singer (or singers)-must know and control all the re- 
sources of his instrument, and be ever ready to step in should 
chorus or solo singers show any signs of wavering." T h e  of- 
fice of the organ is not to lead the choir singing, but to support 
it,t and the number of stops drawn must be in proportion with 
the strength of the choir. In single Quartett singing, the Stop 
1)iapasorl or Dulciana will do for the pp passages ; Stop Dia- 
pason and Flute will be good for iano passages ; for forte 
passayes taka Open Diapason, Stop 6iapason, and Flute ; for- 
tiss~rno (fl passages will require the addition of " Principal" to 
the last-named stops. For chorus-choirs proportioned additions 
of Flue Stops must be made. 

'I'he importance of the organ in Congregational singing has 
-- - 

Such cases will occiir, and it is in ch71rchcs little becoming for the leader, 
in cases of eriiertreticg to attract attelltion by beating time or any other means 
(I~owever ndrn~ssiSle in other places)-wliei-ens the organ cnn more effect~~ally 
step in. and do al- the needful witliout attracting any body's attention outside 
the choir. 

t Some cl~nrch memher once objected to tlre organists being also leaders of 
the ohoir ; because he dill uot waut a *' wooden leader " 

heretofore, in most cotlgre~ational singing books, been greatly 
underrated ; and we do not hesitate to say, that the idea of the 
choir (as good and as large as it may he) to give adequate har- 
monic support to a singing congregation, supported by a small 
(or large but sharp and squeaking) orqan, or even an Organ- 
Harmonium, will never he realized. The  fidilure of atkempts 
a t  congre,qational singing may, in most inst,aoces, t)e traced 
back to t h ~ s  circumstance. I t  is the mellow, yet rich har- 
mony of Diapasons and other foundat,ion st,ops, suppc ited Ly a 
good, powerful Pedal Bass, which will furnish t.hat amount of 
harmony so necessary to encourage ~~nski l led  "singers in them 
first efforts at ut,terance of their religious feelings through the 
singing of their Psalms and Hymns. Let  a good Choir he 
added to a good organ well played, and you will have all that 
is needful-but in our consideration, the organ stands foremost. 
A good orEan well-played, with a few good l e a d i ~ ~ g  voices to 
sing the air, will do the work, whereas the same leading voices 
with a powerftll choir, and with none or insufficient inst,rl~- 
mental support, will never do it, unless all good voices in the 
congregation are taken in the choir ; but then the singing can 
not properly be called " ~on~regatiorlal." 

Reed stops ought, as a general rule, not to he used for ao- 
cornpaniments, and had better be spared for extraordinary ef- 
fects. 

Compound stops should never be drawn for singing. 
T h e  Pedal should be used discriminatingly ; the constant 

use of i t  must weaken its effect. 
In conclusion we recornrnend for consideration the rr e3 

(given in a former chapter), to play correctlv, and to st: k t  
every note. 
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ON PLAYING CHORDS. OF THE INTERLUDE. 

Tile organ i r  justl, ;ailed the  king of all instruments. for 
not only is it t l ~ e  mightiest in effect, but it emhodies the effects 
of most all inst.rurnents an orchestra is composed of-princip- 
ally the wind instruments. From this fact already, it may be 
inferred that the harmony must be rendered in such a manner 
as to prodtlce t,he same nicety of effect as if executed by a 
well-drilled band or orchestra. T h e  often-heard-of style* of 
breaking every chord into as many not,es as the chord com- 

, prises (arpeggio-playing) is, as a general mode, in exceedingly 
bad tast,e. Union gives strength ! 'I'herefore let all parts of 
the chords, from the lowest to the highest note, ring out simul- 
taneously. W e  pity all choirs accompanied in such style, and 
wonder how they can sing in good time ! 

- 

ON VOLUNTARIES. 

A. THE OPENING VOLUNTARY OR PRELUDIO. I 
I t  is costumary for the organist to  begin the opening volun- 

tary as soon as the minister enters the church, and pursue his 
sl-hject during the short time that elapses while the conprega- 
tion are entering. This introductory voluntary is suppt~s ?d to 
be of such character as tso prepare the minds of the conqre- 
gation for t t e  sermon to come : and the organist, therefore, 
ought to  be timely advised of what he is expected to  prepare. 
If this cannot be done, the opening voluntary should be in a 
grave and solemn style, abounding in full, close-wrought har- 
mony, and inspiring a feeling of reverential awe. The  kind of 
pieces best sllited for this purpose are short Diapason-pieces, 
OII the Great or Choir Organ. The  too frequent use of the 
see-saw swell playing, the irltroducing of scraps of Italian 
Operatic melodies, tending t o  bring the mind of the people 
rat,her to scenes of worldly, enjoyments and pleasures than to  
awaken a religious feeling-such volur~taries cannot be con- 
dcmned too much, it seems to us, being nothing worse than a s  
i f  the preacher would stand up reading novels to  his congre- 
gation 

R THE CONCLUDING VOLUNTARY OR POSTLUDIO. 

Slthough there may he more allowance made to a free style, 
yet the n~arching.or dancing out of the con~regation will hardly 
find any excuse with people impressed with a good sermon. 
T h e  organist may, as a general thing, show off the full power 
and effects of the instrument he presides over, but there may 
be, and there are occasions when a soft concluding voluntary 
is 111ore appropriate. For the display of the power of the in- 
r t~ument ,  the masterly fuaues of Handel, J. S. Bach, Graun, 
Etlnk, Schneider. Hesse, and others, are eminently adapted. 

Interludes are short, simple, musical sentences, t,hrot n l e*  
tween two verses of a Hymn or Psalm tune. Intelludes ougt 
not to exceed eight measures, nor be shorter than four m t a  
sures, generally speaking. They serve as a connecting 1ir.k 
between the two verses, and ought to he in proper keeping 
with the sentiment expressed by the Hymn-generally and es- 
pecially with the next proceeding stanza. 'I'he interlude mlist 
unavoidably be in the same movement and time species of the 
tune being sung, and is mostly (alrd properly so) played with 
somewhat soft stops. 

HOW TO TAKE CARE OF ORGANS. 

T o  protect Organs against the destructive influence of dam,.'- 
ness and dust, to  prevent exposure to  strong draft of air, to 
avoid shaking of their foundation, (which is too oft.en not sf:rong 
enough,) and whole frame, these are means of good preserva- 
tion of organs within the control of every congregation, and 
the organ ought to he lblaced a t  the oulset, so as not to  suffer 
from any of the above evils. How to keep off the dust as much 
as possible, we may be spared to explain, but we must remark, 
that in spite of the utmost care, organs will become so dcsty 
as to injure the tone of the pipes, and thus materially weaken 
the effect of the whole instrument, and it will therefore be ne- 
cessary to have the whole organ thoroughly cleaned, after a 
period of from five to  six years, which, however, can or~ly be 
done by a competent organ builder. Players must be careful not 
to  loose hold of the Swell-pedal, for the sudden closing of the 
Swell mill shake the whole organ, and destroy t,he tuning of 
the reeds, if nothing more. 

Some couplers are so constructed as not to permit t h e i ~  
drawing while keys are being held down, and it is in most in- 
etances advisable, when drawing the couplers, to take the hand 
off the keys for the moment. 

Next to  dampness, dust and time, it 1s often the blower who 
is the greatest destroyer of Organs, and we deem it ill calcu 
lated economy to ernploy small boys, bodily too weak, a ~ l d  in 
too many instances,too unreliable to  work the bellows even a i d  
steadily. 

But, since in spite of the utmost care, instruments of such 
complicated structure will ge t  out of order-Heed, stol~ped, 
and even metal pipes will want tuning-the action will need 
regulating - pipes will become loose and he rattling, 
leakages in windchests and bellows will occur-how to rem- 
edy all this, and remedy it well, we have no room to  say, not 
would descript~on do i t  full justice. W e  therefore conclut-la 
these chapters by stating our readiness to give all needful ad. 
vice to any party desiring it, anti by recommending to young 
organists to avail themselves of every opportunity to study thc 
meohanism of their instrument. 
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T H E  A C Q U I R E M E N T  OF T H E  O R G A N - T O U C H ,  

EXERCISES ON FIVE NOTES FOR LEGATO-PLAYING, 

These trercises should be practiced : first with each energetically, and to raise the fingers at the riqht moment 
hand ulont., and afterwards with both hands together ; be- Unrelentinr: practice of all has to accompany these, as, in- 

but above everything, care must be taken to strike the keys 

I 
ginning slowiy, and by degrees increasing the movement ; deed, all following exercises. 

1. 
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TWO-PART PLAY, 

PROGRESSIVE EXERCISES INTERSPERSED WITH SUITABLE INTERLUDES AND VO1,UNTARIESa 

ON THE SLUR OR TIE. 

Any note connected by a TIE with a preoeeding note of the terrupted sound. A " tie" over a group of different notem, 
same name must not be struck, but its time-value must be 
d d e d  to the first note, so as to make both notes one unin- 

directs the performer to play as much legato as possible. 
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00. Andante. 
2- 
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6 1 .  Maestoso. 
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PLAYING OF THREE PARTS, 
Before giving pieces in three-part-playing, it will be well 

to practise the following exercises, which are calculated to 
render the finqers independent of each other. 

They must, of course. be practised with increasing velo- 
city, as the capacity of the finqers will permit-and be, at 
all events, thorotiqhly practised. 

In  three-part-playing, the right hand must frequently play 
two parts, and the left hand the bass alone-but very often 
the reverse is the case, either dictated by the composer's 
will or by the greater facility obtained by playing the middle 
part with the left hand instead of the right hand. 

Composers are generally not as careful in placing their 
notes on the stave as they ought to be, in order to see instantly 
which hand may perform it best ; the performer, therefore, 
must, in this respect, consult his own convenience. A 
proper and quick discrimination how to divide the notes of 
chords (principally in dispersed harmony) is very import- 
ant, inasmuch as it is a very essential help to the " reading 
at first sight," and indispensable to give smoothness to the 
playing. 
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FINGERING :-Agreat " Desideratum" in organ-playing is 
the velocity and ease in changing one or more fingers on the 
same key or keys without striking the lrey anew. This mode 
of fingering 1s sometimes called " finqering by substitution." 

While the importance of this mode of fingering. (so very 
~ndispensable for the smoothness of playing harmony,) can 

hardly be overrated, we have met players keeping themselves 
in perpetual discomfort,and uncertainty in their fingering by 
a ceaseless, everlasting, but useless chanqing of firrncrs. The  
changing of fingers on the same key is ~ndicated by a slur 
over the figures pointing out the fingers making the change. 

A h Left hand.- A A 
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Andunte. 
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Moderato. 

Moderato 
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Andanis. 
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Adagio. ' r  
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With Stop Diap. and Flute. 

illeg, etto (1 




