THE SOUND OF MUSIC BY RODGERS AND HAMMERED STRINGS

(workshop given by Elizabeth Ballantyne Elliott and Richard L. Elliott
for American Guild of Organists)

PART I: HYMN SOLUTIONS FOR THE PIANIST

PROBLEM

I. RHYTHM

A. Unsteady, hesitant playing

B. Dotted rhythms inexact

C. Fermatas--how long?

D. Fermatas--creative pausing

E. Line endings--clipped

F. Verse spacing--too much/little
G. Final ritards--too much/little

II. STYLE/TEMPO

A. Hymn too fast or slow

III. STYLE/DYNAMICS

A. Hymn too soft (generally)
B. Distracting dynamic changes

IV. PHRASING

A. "Stodginess"

B. Phrase length

C. Breaths/commas

D. Word emphasis/metric stress
E. "Alligators"

V. PEDALLING/LEGATO

A. "Why pedal?"

B. Too much pedal

C. Disjointed sound/poor legato
V1. HITTING THE NOTES

A. Always miss same spot

B. Fingering poor or inconsistent
C. Large stretches

SOLUTION

-clap rhythm; stop worrying about notes
-subdivision

-definite rhythmic length

-don’t alter rhythm; study the score

-count out loud

-sing along, swallow and/or breathe

-only at end of hymn; if noticeable, too much

-use singing/breathing check

-consider dynamic scale
-strive for continuity

-sing

-be aware of text

-use dynamics more than actual breaks

-look for musical high points

-phrase with dynamics; "Man’s Search for
Phrasing"”

-sound first; "glue" second

-use shallow pedal; change often; foot position

-avoid over-pedalling; keep hands on keys;
correct fingering

-check fingering; write something in
-"Elizabeth’s fingering rule”
-take tenor up



PART II: HYMN TECHNIQUES FOR THE ORGANIST

I. DIFFERENCES BETWEEN THE PIANQO AND THE ORGAN

1. The organ has a set of pedals similar to the manual keyboards which is played by the feet.

2. The organ has multiple manuals (keyboards); the piano has a single keyboard

3. The organ has multiple timbres (tone colors) through the use of its stops; the piano has only
one pnmary timbre.

4. The piano is touch sensitive--the harder you strike a key, the louder the sound; the organ
is not touch sensitive but rather relies on a "swell pedal" or an "expression pedal" to
vary the volume.

5. The organ is technically a wind instrument (or electronic in many cases); the piano is a
percussion instrument.

6. The loudness contour (called the "envelope") of each instrument is very different.

envelope of piano note envelope of organ note

7. The piano has a damper (sustain) pedal which allows the player to take his/her fingers of f
of the keys while the strings continue to sound. The organ has no mechanism to
sustain sound once the fingers have left the keys.

8. The piano keyboard has 88 keys; the organ keyboards generally have 61 keys (or
occasionally 56 keys).

II. VIVE LA DIFFERENCE

1. Pedalboard: avoid doubling the bass with the left hand--generally play soprano and alto
in the right hand, tenor in the left hand, bass in the pedal; take advantage of the
added freedom by occasionally playing the alto part with the left hand

2. Multiple manuals: generally use the Great (lower manual) for hymn accompaniment; use
multiple manuals to solo out the melody on a festive hymn or a less familiar hymn,;
employ antiphonal effects

3. Stops/registration: principals are the "backbone," variety is nice but can be overdone

4. Dynamics: the organ is not designed for violent fluctuations in dynamics--neither are the
hymns; project the overall mood of each stanza

5. Wind vs. percussion: while pianists have to work hard to achieve legato, organists have to
work hard to achieve rhythmic vitality and clear attacks; learn how to use articulation,
varied touch, and "agogic" accent

6. Loudness contour: master the "letter” of the French rules of part-playing, then apply them
in spirit

7. Lack of damper pedal: become familiar with creative fingering techniques (finger crossing,
substitution, glissando, redistribution of inner parts) in order to achieve a better legato

8. 61 keys vs. 88 keys: wear ’em out!

III. FOR FURTHER STUDY
Belnap, Parley. Hymn Studies for Organists. Salt Lake City: Deseret Book, 1974 (in revision)
Davis, Roger. The Organist’s Manual. New York: W. W. Norton, 1987,
Gleason, Harold. Method of Organ Plaving. 7th ed. Englewood Cliffs, NJ: Prentice-Hall,
1988.
Hatch, Verena.
Hatch, 1989,

Keeler, J. J., and J. Donnell Blackham. Basic Organ Technigues and Repertoire. Bryn Mawr,
PA: Universe, 1984.

e. Provo, UT: Ephraim




Vil. PRACTICE TECHNIQUES

1. Practice regularly; one hour a day is much better than 5 hours once a week.

2. Piano practice is essential to good organ playing. Try to spend at least 15% of your practice
time at the piano (practicing organ music on the piano is considered by some to be
counterproductive, so devote most of your piano practice to exercises and piano
literature).

3. Always have a plan for your practice periods; set long range, intermediate and immediate
goals.

4. Some pedagogues recommend dividing your practice sessions into different segments, each
with a different focus. In his book, Music Performance and Music Pedagogy, Daniel
Kohut lists the followmg four pOSSiblll[lES
a. Warming-up time; x

b. Building time: Technical Jaspec?s in sme fien ks
¢. Interpreting time: Expressive metters
d. Performing time: Oalpy fime o bhe: wa R

5. Before you begin learnmg a piece, be aware of the meter tempo key, general form, and basic
character of the piece, as well as any special problems.

6. Before learning the notes, write in fingering and pedaling. Markings should be thorough
enough to settle any doubts as to the correct or preferred fingering or pedaling, but not so
excessive as to obscure the written music and overload the eye. As a general rule, only
mark finger crossings, difficult sections, and beginnings of scalar passages.

. Practice on a clear and quick-speaking registration such as 8' and 4’ principals.

. "Slow practice is the golden key that unlocks the door to success." While the practicing of
hands and feet separately is of some benefit, slow practice of all parts together is much
more productive. "Always play slowly enough to be in complete control of every aspect
of performance".

9. Some performers have been very successful using a cumulative "measure-by-measure"
approach to practicing. Practice one measure at a time, going from the first beat of the
measure to the first beat of the following measure, and making an arbitrary number of
repetitions (15 to 25). Then do the same thing with the following measure. Next, put the
two measures together and repeat 15 to 25 times. Keep doing the same thmg cumulatwely
until you have strung together all of the measures in the section. .

10. Learn the notes accurately the first time through. Notes learned incorrectly are extremely

difficult to unlearn. Attention to detail and accuracy of rhythm distinguish the good
musician from the mediocre musician.

11. Read ahead. Your eyes should be at least one beat ahead of your fingers. Anticipate the next
note by placing the fingers and feet in position as soon as possible.

12. If you make a mistake, don’t stop to correct it! This destroys the flow of the music. Instead,
make a mental note of the mistake and, after completing the phrase, go back to the
beginning of the phrase and play it through correctly.

13. Target the difficult areas and focus on them. Don’t waste your time playing over sections of
the piece you already know well. Construct your own exercises from difficult sections.

14. Some techniques which can make your practice more productive and interesting;

a) Mental practice: think through the music away from the organ; it often helps to
conduct the piece, incorporating all of the nuances which you feel will make the
music more expressive,

b) Silent practice: play through the music on the organ without any stops engaged. Be
aware of excessive tension or movement. Hear the music in your head and
concentrate on physical motions which would produce the effect you desire.

c) Single out one voice of the piece and sing along as you play all voices. This will
reinforce your ability to hear all of the voices.

d) Backwards practice: start with the final section of the piece and, after it is learned,
work on the preceding section, and so on. This will prevent the common problem
of knowing the beginning section much better than the rest of the piece.

o ~J

17



REDEEMER OF ISRAEL
(3-PART VERSION)
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INSTRUCTIONS

RESIST THE TEMPTATION TO DIVE IN AND START PLAYING. RATHER, DO THE
FOLLOWING THINGS FIRST: (Check off each step as you complete it)

1. Insert an eighth rest (7) between all repeated notes (i.e., when a note is followed directly
by the same note).

2. Insert an eighth rest in all three voices at phrase endings (i.e., where the congregation
would take a breath--refer to hymnal #6).

3. Write in fingering for the right hand.

4. Write in fingering for the left hand.

5. Write in pedaling.

___6. Using one § stop and one 4’ stop on both the Great (lower manual) and the Swell (upper

manual), and one each 16’, 8, and 4’ stop in the pedal, practice the hymn in the following

sequence (you should thoroughly master each level before proceeding to the next level):

__a) left hand alone (on Swell)

__b) right hand alone (on Great)

__c) pedals alone

__d) left hand and pedal

__e) right hand and pedal

__f) right hand and left hand (r.h. on Great, L.h. on Swell)

__g) all parts together
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