thermore, one becomes accustomed to giving each piece its proper ex-
pression, since each kind of dance melody has its own characteristic mea-
sure and note values.!!

Kirnberger’s instructions, written almost 100 years after the publi-
cation of the masses, indicate that familiarity with Baroque dances
had already disappeared among many musicians. How much more
difficult, then, is it for modern performers two centuries removed
from Kirnberger to “give each piece its proper expression”? Mere-
dith Ellis Little suggests that:

The rhythmic vitality of the music can be heightened if the qualities of
the original dance are kept in mind; performers can articulate to form their
phrases as if to accompany dancers ... Temporal qualities, including
metric structure and the rhythmic patterns with their characteristic
lengths and points of arrival, may be slightly exaggerated for the sake of
clarity ... 12

In Couperin’s masses, this rthythmic awareness can be used to pre-
serve the integrity of the basic two-measure step-units of the
menuet-like versets, the four-measure phrases of the gavotte-like
movements with their important thesis points on beats four and
eight, and the stressed second beat of the sarabande-inspired pieces.
Knowing the prevalence of hemiola in menuets, sarabandes, and
gigues, performers may confidently expect similar appearances of
this rhythmic device in dance-related versets.

The difficult question of tempo remains. Space does not permit a
discussion of the subject here.!® Of particular interest to musicians,
however, are dance scholar Wendy Hilton’s tempo interpretations
because they are the result of a working knowledge of French
Baroque dance choreography.’® Ultimately musicians must culti-
vate a knowledge of the characteristics of each dance-type as well
as an understanding of the physical association between dance and
music~what Couperin and his contemporaries would have called
sensibilité.
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THE NEW ORGANIST
HYMN-BASED IMPROVISATIONS

Margot Ann Greenlimb Woolard, AAGo

a fourth below the melody notes would in-
clude: B, ¢, d, Eb d, ¢, d, ¢, B

The fourths provide an effect quite suitable
to the character of the hymn.

In creating your own preludes you are only

Have you ever needed a prelude based on
the hymn of the day or one to fit a family’s re-
quest for a funeral and found you had no suit-
able music on hand? Are you hard-pressed to
learn a sufficient variety of music for the
weekly service?

The purpose of this article is to suggest
some solutions to these problems and to
stimulate your imagination to discover oth-
ers. The following ideas can be used to im-
provise a prelude on hymns, as well as to
provide some alternative ways of hymn play-
ing. They are not really intended for congre-
gational singing, however, although it is pos-
sible to adapt them to fit that situation.

An improvised prelude on the hymn
“Children of the heavenly Father” (Tryggare
kan ingen vara), might follow this plan.

Stanza 1, solo melody: Use the chimes, an
oboe, or an §' flute.

Stanza 2, two parts: Play the bass and sopra-
no lines on one keyboard (no pedals), per-
haps with 8' and 4’ flutes, or the princi-
pal/diapason 8'.

Stanza 3, in minor: To do this easily, simply
change the key signature of the hymn in
your mind. The key signature for D minor
includes a B’ and the seventh degree of the
scale is raised (CF). Play the notes exactly
as written, only with the new accidentals.

Interlude: An interlude between the third
and fourth stanzas makes a smoother tran-
sition from minor to major. Repeat the last
phrase of the hymn in minor but change
the final chord to major (D, F¥, A).

Stanza 4, hymn as written: The last stanza is
a triumphant one. Use the principals 8', 4/,
and 2' and play all four parts, either on the
keyboard alone or with the pedals, using
Principals 16', 8', and 4.

Consider the possibilities with the hymn
“Of the Father’s love begotten” (Divinum
mysterium). This Christmas hymn is a plain-
song melody and adapts well to the follow-
ing plan.

Stanza 1, melody alone, using either an 8'
flute played one octave higher, or a 4 flute
played as written. (The melody will then
sound one octave higher.)

Stanza 2, melody with a drone bass. If the
hymn is written in E-flat, the drone in the
left hand consists of the lowest Eb and the
note a fifth above it (BY). Use an 8' flute for
the drone. Play the melody on another key-
board at the pitch written, using a
Krummhorn 8' or flutes 8' or 2%".

Stanza 3, all parts of the hymn as written.
Try the celeste (viola 8', viola celeste 87 on
the manuals only, with the swell box
closed.

Final stanza, hymn melody in fourths or
fifths over a pedal point. Hold the lowest
E’ in the pedal (with an 8' flute stop), and
play the melody in fourths or fifths on the
keyboard. That is, play the melody as writ-
tert with the right hand. Count down either
four or five notes from the melody notes,
and play this part with the left hand on the
same manual. For example, the first line of
the melody is: Eb f, g, A%, g, £, g, f, Eb;
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limited by your imagination. Let the text be
your guide when varying the stanzas. It is a
good idea to sketch out your plan, either on
the hymn book page or on a separate piece of
paper, and then practice it thoroughly and
carefully during the preceding week before
you play it for worship. This way you will
know exactly what to do and you will also be
able to save the format for use at a future date.

Margot Ann Greenlimb Woolard, AAGO, DM4, is ad-
junct assistant professor and head of the Church Or-
ganist Training Program at the University of Ne-
braska, Lincoln. She is also the director of music
ministries at First United Methodist Church in Lin-
coln. She is the author of two mini-courses, one on
Hymn Playing and the other on Organ Registration,
published by the AGO.
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