


THE ETUDE

subject to an enormous variation in size,
arrangement of the stops, couplers, pedals,
manuals, and so forth. Moreover, the
same organ played in two rooms might
convey a wholly different acoustical effcct.
Therefore the student should learn to aim
at similar effects on all of the organs he
encounters. On an organ in a large
building a passage might be played effec-
tively staccato—whereas the same passage
on an organ in a smaller building might
sound more effective when played legato.

My own organ, for instance, has forty
stops. Some of my pupils practice on a
twelve-stop organ. They are urged to try
to get the same effect on their organs
as they achicved at the console of their
teacher’s organ. This may involve an
entirely different touch and choice in
registration, but it is mastery of just these
things that makes the study of the organ
so very fascinating.

XII. Do Not Lose Your Poise

BVIOUS blunders are fatal in organ

playing. Everyone, even the greatest
master, makes mistakes—striking wrong
pedals, pulling wrong stops, turning two
pages at once, and so forth. But it is
the legitimate part of the pupil's playing
technic to know how to cover a mistake
without any outward sign of annoyance.
I have known pupils in public recitals
who actually advertise mistakes by their
disconcerted behavior. This, of course, is
a great shortcoming. If the pupil makes
a mistake, he has painted the notes on the
canvas of time. They can never be
changed, because the time is gome. The
only thing to do is to forget the blunder
and try not to make a similar error again.

XIII.  Anticipation and Preparation

HE STUDENT must learn that two

of the greatest secrets of organ play-
ing are anticipation and preparation. He
must make up his mind, long beforchand,
just what stops he wishes to use and must
plan to get them out in advance, so that,
when he comes to the spot, he will not
have to hold a chord with one hand for
five minutes and also hold the audience
in suspense in the meantime, while he
fiddles around the console. He can aid
this condition by regulating his personal
affairs so that he is habitually forehanded.
A careless, procrastinating character can
hardly expect to become a successful or-
ganist. By this I mean that the person
who is always putting things off and is
never on time, always late, always post-
poning, is likely to develop in his own
playing these same traits and really not
understand what is the matter with him.

XIV. Ovrchestration Makes Itself
Evident In Organ Playing

RGAN students should aspire to or-
chestral effects. The organ is three-
fourths orchestra. There are four fam-
ilies of tone-strings, flutes, receds and

diapasons. The theater organ has also
added the percussions.

The analogy to the symphony orchestra
is also apparent at all times. Lucky is
the organ student who has had a good
course in orchestration and has had the
privilege of attending fine orchestra con-

certs continually. In these days the organ

student has an enormous advantage in be-
ing able to hear fine orchestras over the
radio or on the phonograph.

If he develops his text in this way he
will learn to color his performance with
judgment and beauty. He must, at least,
be able to detect and identify the various
instruments from their tone quality, so that
lie may simulate them in_his playing when
such effects are demanded.

XV. Organ Touch

HERE are three important actions in
performing any note or chord: first,
how the key is struck; second, how the
key is held; third, how the key is released.
Far too little attention is given to this
subject. With some it amounts to “hit the
right key and let it go at that” With
others it is as it should he—the correct or-

gan touch first, the correct key next.

XVI.  Practice Difficult Passages
HE STUDY of the organ is a huge
undertaking. The student must econo-

mize upon his time. Over and over again
[ have noticed students who have prac-
ticed in such a way that they have wasted
hours. Practice should he aimed at accom-
plishment and never at mere repetition. 1f
the student can play a thing perfectly well
he should not spend his time upon that; he
should spend it mastering things that are
obviously difficult.

We do not have to practice sleeping or
walking, once we have masterced the abil-
ity. Why idle away precious moments at
the organ in doing something that can al-
rcady be done perfectly well? Concen-
trate on real difficulties and save valuable
time.

XVII. Rhythm and Accent

NE OF the great difficulties of organ

students rests in proper . rhythm and
accent.

Rhythm in playing the organ is far morc
difficult than in playing any other instru-
ment, because of the difficulty in making
accents; and yet both rhythm and accent
can be made at an organ as clearly as at
other instruments. I often wonder if music
is not lifeless when rhythm and accent are
absent. Touch and accent are preached by
me from Monday to Saturday, for without
them the core of real organ playing has
niot been reached.

XVIII. The Teacher Only a Guide

HE BEST teacher in the world is at

most a guide. The pupil's progress
depends largely upon the time he spends
in front of the keyboard of his own piano
or organ, hard at work.

He should take home from the lesson a
kind of mental photograph which should
last at least until the next lesson. The
pupil who goes to the highest priced teacher
fecling that the teacher’s reputation will
make him a good musician without prac-
tice is wasting time and money.

XIX. Originality an Asset

HE teacher points the way; the pupil

must travel by himself. Since no two
organs are alike, the pupil must learn that
the organ is an instrument of compromises.
He must not take every registration mark,
every note, every rest seriously. There is
no instrument which calls for more taste
and practical “horse sense” than -the or-
gan. Think for yourself! Act for your-
self!  Never fail to remember that the
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Alfred Hollins,
Musical Doctor,F.R. C.O.
Edinburgh, Scotland.

Alfred Hollins
says of the Kil gen

“It was a great pleasure to
give a recital on your fine
Organ in the Third Baptist
Church, St. Louis. The voic-
ing throughout is good and
even, and the action very
prompt in both attack and

release. 1 am also very glad
to have had the opportunity
of trying some of your smal-
ler instruments, and I find
the same care bestowed on
every detail of these as well
as in your larger and more
important ones.”

(Signed) Alfred Hollins.

It is interesting to note that
Mr. Hollins, like many anoth-
er famous organ master, was
particularlyimpressed by the
uniformity of tone and qual-
ity in a/l types and sizes of
Kilgen Organs. For, in the
least as well as the greatest,
thereis but one Kilgen quality
—the bestthat three centuries
of organ-building has taught.
The impressive roll of great Organ
Masters who know and prefer Kilgen
Organs includes such famous artists as
Yon, Renzi, Hollins, Davis, Vierne,
Diggle, Goldsworthy, Carpenter,
Biggs, Cowper and Thompson, to
mention only a few among the many,
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Gwenty Points in Organ Study
(Continued from Page 391)

composer may never have seen your organ.
it is, therefore, “up to,you” to decide what
stop to use and, perhaps, what key to play,
and whether to make it a quarter or half-
niote.

XX. Patience

¢ ATIENZA,” shoutéd the old Ttalian
masters. Have patience! One can-
not learn in two months that to which the
teacher devoted two years. It is impossible.
Yet some students foolishly attempt it. If
results are not immediately forthcoming,
let not the student be discouraged! Let
Lim not be disconcerted! Let him keep
right on working harder than ever! Time
is short. Two or five years fly around be-
for one knows it. Let him console him-
self by looking back and seeing passages
that he was unable to play two years ago
easily performed to-day.
Great organ playing, man’s great and
seemingly endless work—it cannot be mas-
tered like a new trick of cards.
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