CREATIVE SERVICE PLAYING

AN INTRODUCTION TO IMPROVISATION

by

Preston Rockholt, Mus. D., F.A.G.O.

Copyright 1971 by Preston Rockholt



CONTENTS

Introduckion. « « &« « + & & @ & ii

Part T
EXFRCICES IN VOICE LEADING AND TRANSPOSITION
Hymntune With Right Hand . . . . . 1
Hymntune With Left Hamd ., , . . . . 16
Hymmtune With Pedal , . . . .+ . . 24
Four Velces On Manuals .+ & &« o« o o« 30
Four Manual Voices With Pedal 4' , , 31

Hymntune In Trio . . . . . . . . 22

Part II
IMPROVISING IN SHORT ORGAN FORMS
\Tariations L ] L ] L] o L] L ° L ] L] . 36

ShOI‘t .ABIL FOI‘ITIS ° ° e ° ® ° ® ° 50

ConClUSion ° ° ® ° e L] ° o ° ° 52



INTRODUCTION

T3 This workbook is designed for those who already have

a solid foundation in harmony.

2o The assignments should be worked out under the guidance
of a competent teacher; otherwise, the student may perpetuate
his errors,

&. Exercises are mostly for three and four voices, since
the basic techniques acquired cen be applied to one, two,

or five or more voices.

4, Organ registration is indicated only where pitch level
or color is especially pertinent to the nature of the assign-
ment.

Oe It is important to work out the transpositions where
they are assigned, rather than to defer them, so that the
student will be ready to use the techniques gained in the
advanced assignments. The ability to transpose, particu-
larly in contrapuntal forms, is as important in improvisa-
tion as the ability to read notes.

6. It is suggested that the student work out the assigned
modulations in two ways: (1.) by .roviding the barest har-
monic skeleton possible, and (2.) by providing an artistic
bridge based on melodic, harmonic, or rhythmic motives

from either (or both hymn(s).

7 In all assignments, proceed as slowly at first as is

necessary to play correctly. However, bring each exercise



up to a performing tempo before moving to the next.

8. It will be very helpful to the student to study the
hymntune treatments in the works of such masters as Scheidt,
Bach, and Brahms, but especially in the twentieth century
works of Hugo Distler, Leo Sowerby, Flor Peeters, Ernst
Pepping, Helmut Walcha, and others, whose contemporary
styles can spark the student's imegination as well as in-
struet him in melodic, harmonic, contrapuntal, and struc-
tural or formal techniques,

9. It is hoped that a part of the usefulness of the work-
book will result from what is largely omitted: the theories
of harmony, counterpoint, form, organ registration, finger-
ing and pedalling., The student using this workbook must be
working already in these other disciplines,

10, After having worked successfully through this intro-
ductory text, the student is advised to continué in the im-
provisation textbooks by Marcel Dupre, or the equivalent,
in order that he may develop further his improvisational
skills.

P. Re

June 24, 1968

Washington Cathedral
Washington, D. C.
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HYMNTUNE WITH RIGHT HAND

Assignment #1:
1. In the hymntunes given below, play the bass in the pedal,
the tenor with left hand, the soprano and an improvised
alto with the right hand,

2. Transpose the hymntune "Stuttgart", as harmonized in any
standard hymnal, up and down one whole step.

3. Modulate from "Stuttgart" to any other hymntune,
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Assignment #2-:

1. In the hymntunes given below, play the given bass with
the pedal, improvise a tenor in the left hand, and play
the given alto and soprano with the right hand. Draw a
solo stop for the tenor on a separate manual from the
right hand parts, which cen be Played on foundations,

2. Transpose the hymntune "Windsor", as harmonized in any
standard hymnal, up and down one whole step.

4. Modulate from "{Jindsor" to any other hywmntune.

Steadfast Melody pub. Hanover, 1646,
\harnony altered from J.S.Bach
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Traditional Norwegian Melody
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Melody by Johann Crueger, 1649
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ASsignment #3:

1. In the hymntunes below, play the given bass with the
pedal and the given soprasno with the right hand, Im-
provise an alto for the right hand (or the left when
spacing of the voices requires it) and a tenor for the
left hand., Play the three upper parts on one manual
unless the alto remains consistently in the right hand,
2, Transpose the hymntune "Vox dilecti", as harmonized in
any standard hymnal, up and down one whole step.
3, Modulate from "Vox dilecti" to any other hymntune,
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‘ ¢ Scottish Psalter, 1615
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Assignment #4:

1.

Improvise a bass for pedals in the hymntunes which
follow and play the upper voices on one manual,

Transpose the hymntunes "Creation" and "Dominus
regit me" up and down one whole step and one half

step.

Modulate from these tunes to others.

Dutch melody; harmony after

l In B?bil?ne Winfre? Poug%as,‘1918
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Ebeling Melody by Johann Ebeling, 1666
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bssignment #5:

1.

Improvise an 2lto and bass for the following tumes,
In the first two exenples play the three upper parts
on one menual at first; then play the alto and tenor
with the left hand on a second manucl, Xeep the bess
in the pedal,

Transpose hymn nos, 1 through 5 in any standard hymnal
up and down one whole step, one half step, and & minor
third,

Modulete from each hymn to the next. If any two are
in the same ey or in a very nearly related key, make
= brief reference in the modulztion to scme other ey,

Martyrs Scottish Psalter, 1615
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Assignment # 6:

1. Improvise a bass, alto, and tenor for the following tunes.
In the first five examples mske use of the imitations pro-
vided or suggested by brackets. In all examples look for
(other) points of imitation, whether strict or free.

5. Transpose hymn nos. 6 through 10 in a standard hymnal up
and down a major and minor second and third.
3. Modulate from each to the key of G major or A-flat major,
which_ever is the more remote key.
T\. Armes . - Philip Armes, 1875
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Assignment #7s

1. Improvise a completion in the

same style in the follow-
ing examples,

Play the soprano on a solo combination,

2. Transpose hymn nos,

11 through 15 in s standard hymnal
up and down =

perfect fourth and smaller intervals,

5. Modulate between the following examples,

‘ ; Hans Leo Hassler, 1601; melody
B Passion Chorale arr. by J. S. Baéh ‘ 3
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Thomas Tallis, 1567

Third Mode Melody
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Assignment #8:

1. In the following examples treat the melody for the
right hand as an alto and the left hand parts as
a tenor and soprano; the voices may cross freely.

2. Transpose hymn nos, 16 through 25 in a standard
hymnal up and down an augumented fourth or dimin-
ished fifth,

3, Modulate between the various transpositions.

Song 67 Orlando Gibbons, 1623
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Assignment #9:
1z
the right hand.

Transpose other hymntunes to the alto register apd
play them on a2 reed stop or cornet combination with
Improvise two parts for the left

hand, one of which will generally sound above the
tune as a soprano, and the other of which will gen-

erally sound below the tume as a tenor,

pedal bass.

Provide

o
(=9

Go back over the first part of assignments 1 through

8 and transpose the examples given to be worked out
up and down one whole step and one half step.

HYMNTUNE WITH LEFT HAND

Assignment #10:

: [
right hand,

down a minor third.

In the following examples improvise an alto for the

After working out each example, transpose it up and

from Johann Scheffler's
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Orlando Gibbons, 1623
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Assignment #11:

1. In the following examples improvise a soprano for the
right hand,

2. After working out each example, transpose it up and down
a major third,

Bangor William Tans'ur, 1734
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, Mode I,
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Assignment #12:

1.

2.

In the following examples improvise an alto and soprano for
the right hand, played on a separate manual from the left,

After working out each example, transpose it up and down a
perfect fourth,
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Assignment #13:
1. In the following examples improvise a pedal bass,

2, After working out each example, transpose it up and
down at various intervals,

Creation ( adapted from F., J, Haydn, 1798
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Assignment #14:

1. In the following examples improvise a pedal bess ana an
alto for the right hand.

2. Transpose the reslized examples up and down a whole step.

Johann Crueger, 1652,
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Assignment #15:

1. 1In the following examples improvise a soprano and alto for
the right hand and a pedal b:ss,

2. Transpose the realized examples up and <own a helf step.,

Hanover William Croft, 1708
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HYMNTUNE WITH PEDAL

Assignment #16;

1. 1In the following exzmples improvise an alto for the
right (or occasionally the left) hand.
2., wWerk out the same examples transposed up and down a
minor third.
01d Hundredth Louis Bopurgeois, 1551
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Assignment #17:
1. In the following improvise a soprano for the right hand.

2. Work out the folbowing transposed up and down a ma jor
third,

An Essay on the Church
Plain Chant, 1782
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Assignment #18:

1. In the following improvise an alto and soprano with the right
hand, assisted by the left when necessary.

2. Work out the same examples transposed a perfect fourth up and
down,

Tallis!

Ordinal

Thomas Tallis, cC.

1567

w4 | Ll 4
o = = é' o . = '%; > : - e .
7 == — ! ‘
S o) 1 1 1 L

PED.
o =
el bl s aF e fo |
=py——e— : o :
7" \‘ ‘\‘ 1 A + ? lll ‘g fl: E ﬁ

Anima Christi

Traditional Englicsh elody,
cdeapted 1906

T

d Jd

=

+Heo

.—1 9

am——

;‘L
I

h—

|
i =1 ;4f::%4—f* i D — P — *li:! J. 15;
\ e SRS T L
=
e O LA s L gl) ) a1
= =n==I=c===
26 | r—_f I T I - ‘ \




s pub,

e

~

%.Iagchl

{7

B

v .
4

1

b

Jeremiah Clark, 1700

R

27

Traditional German Melody
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left hand; note the freer harmonic style in the second

example which accomodates the canon throughout,
Work out the same examples. transposed up and down.

In the following improvise a completed tenor for the

1.
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Assignment #19:
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Assignmewk #20:

Complete the following by improvising an alto and tenor

in 2 free harmonic style.

1.

Transpdse the completed example up one half step.

Be

Wirtemberg, 1784
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Assignment #R81:

,» 3lto and tenor over the folkowing

Improvise a soprano
pedal melodies,

1.

Trenspose the examples up and down a whole step.

2

Adem Drese, 1698
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FOUR VOICES ON MANUALS

Assignment #22

Improvise the completion of the following in the same

styles,

1

Transpose the seme exanples down an augmented fourth.

2.
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WilliaT Knapp
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FOUR MANUAL VOICES WITH HYMNTUNE ON PEDAL 4! STOP

Assignment #23:

1. Improvise the completion of the following examples. Keep
the pitch level of the pedal hymntune zbove that of the
left hand bzsgs.

2. Transpose the completed examples up and down.

Nicaea John B. Dykes, 1861
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HYMNTUNE IN TRIO

Lssignment #24:

Improvise the completion of the following in the same style.

L7

Transpose the same examples at verious intervels.
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Herbert 8. Oakeley, 1873
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€t. Michael

Melody by Louis Bourgeois, 1551,
adapted by William Crotch, 1836
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PART 11

IMPROVISING IN SHORT ORGAN FORMS

35



VARI/TIONS ON £ HYMNTUNE

Assignment #25:

1. Complete the following examples of reharmonizztion in the
same stvle,

2. TPehermonize thé seme hymmtunes placed in the tenor (left hand),
bess (pedal), end alto (4' pedal stop).
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Lssignment #26:

1. Complete the following exzmples of ornemented melody in
the same style. Invent other styles of ornsmentztion for
the same hymntunes «fter looking zt examples of this
technique by Beach, Prahms, Distler, and others.
2. Trest the same or other tunes in the tenor voice with the
left hand.
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Lesignment #27:

Complete the paraphrases begun on the hymntunes below.

1.

Invent parephrases for other hymntunes.

2-

English, before 1642
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Assignnent #28

1.
2.

Complete the following examples in the ceme

Using the cemne zcconpanyving intervals, with
pedel, improvise other settings of these or

tunes.,

style.

v

or without
cther hyin-
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Aseignment #29:

1¢

ment bzsed on figures derived from the melody.

Complete the following examples of hymntune accompeni-

2., Improvise accompaniments tc other hymntunes by using the
same musicel device,
£lane Traditional Irish Melody
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Relph Vaughan Willisms, 1906
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Lesignment #30:

lo

2.

Complete the following exemples of hymntune accompani-
ment based on original figures,

Tmprovise accompzaniments to other hymntunes with original
zccompanying figures,

’ 2 <
Jesu Joy of Man's Desiring Melody oy Jonenn Schop, 1642,

arr, by J. &. Bach, 1716
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hssigmment #31:
1. Complete the following examples of trio, hymntune in
eny voice,
2., Treat other hymmtunes in trio.
All rfaints Darmstadt ,Gesangbuch, 1698 \
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. Melody, Cologne
Vigg¢les et Sancti Gesangbuch, 1623
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fesignment #32:
1. Complete the following exeample of dotted rhythms in
& hywntune or its harmonization,
£. Treat other hymntunes similerly,
b 4 Meirionydd Meleody by William Lloyd, 1840 (
- b ¢ { N | \
— L EEE s e e e e
- P P\ B 17 LSS ) p> R ] \ - [=] v & &
) 14 CHb AR 19 TR b 655 | S, Sy UL 7 T 1}
1 R 22 d & J £
L @
— t—1 =
W 1 | | L ] 1 1 o . & Ld S|
[ 8 1 2 i 19 b |
ud [ ] v L WY 1 L]
*' =0 ¥
4 l‘l l| ‘l 2 ‘l \ A A i | oy .\i \l) I‘II\
.&ﬁ.“._.'=." e e s N T e e
1% { l‘ r i & v - P j*'_;’\— P

Assignment #3533
1. Complete the following examples of change of mode in
hymntunes either by change of signature or by transposing
them to other positions on the staff.

2., Trezt other hymntunes similsrly.
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fesignment #74

e to conclude,
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Assignment #35;

1. Improvise the completion of the following examples in
toccata style.

e invent other toccata figures and apply them to hymntunes.

;ZT\\ A6 Perepnis French Church Melody, c¢., 16th cent.
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Assignment #36

» and treat each phrase

oices,

Continue the following examples
with imitative entries of the v

1.

Select other tunes and treat the voice entries with

strict or free imitation.
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Assignment #37:

1, Using various combinations of variation techniques
described in Assignments #25 through 36, invent forms
best suited to hymntunes or themes of your choice.

2. Invent other types of variations and improvise in
then, -

SHORT ABA FORHS

Improvise in the following short three-part forms on a hymn-
tune or other theme,

Assignment #38:

Short introduction, making use of a melodic and/or
rthythmic figure of two to five notes derived from the
tune.,

A, The tune, with other voices making some use of intro-
ductory figure.
Short bridge to a new key.

B. Paraphrase of tune in the new key.
Short bridge to original key.

A, The tune, possibly shortened.
Short coda, making use of the introductory figure.

Assignment #39:

Short introduction, making use of an original melodic
and/or rhythmic figure of two to five notes,

L, .The tune, accompanied by the introductory figure.
Short bridge to new key. '

B. Parephrase of the tune, making free use of bits and
pieces of the theme and modulating through two or
three keys to the original key, the last few measures
with a dominant pedal point.

A. The tune as a pedal bass with a toccata figure or block
harmonies in the menuals.
Short coda, over a tonic pedal, and making brief refer-
ence to the introductory figure.

Assignment #40:

A, Free imitative entry of voices, with the tenor enter-
ing last with the hymntune ornamented. Each phrase
may be separated by a new series of imitative entries
of the voices.,



B. Voices, entering in free imitation, modulate to another

A.

key for interlude, not to exceed part A, in length, in
which not all of the voices sound et the same tine,
Cadence in the dominant key.

Shortened free imitative entry of voices, with the hymn-
tune again in the tenor,

Assigmment #41:

AL

Introduction, with a toccata figure in manuals, which

may be interrupted by any free passage work in menuals
and/or pedal,

Hymntune enters in pedal, each phrase being separated

with the toccata figue continuing.

Short bridge of root-position chords modulating to an-
other key,

Paraphrase of hymntune in soprano voice (right hand)
with staccato chords in left hand and pedel,

Transition of passage work and bits of the toccata fig-
ure modulating to the original key.

Hymntune enters in the pedal, uminterrupted, with the
toccata figure adJusted to more and/or quicker notes.
Short coda of massive, root-position chords, ending over
a-tonic pedal.

Assignment #42:

A.

B.

AL

Hymntume exactly as it appears in a stendard hymnal,
Short bridge modulating to another key,

Free development of thematic material, which may be
fairly lengthy when Justified by artistic results.
Transition to original key.

Hymntune, reharmonized, or presented in pedal,

Assignment #43:

Invent other formal designs which are basically ABA and im-
provise in them,
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CONCLUSION

The student is reminded that this workbook has merely
introduced him to the creative aspect of service playing.
He should continue by working in larger forms, especizally
the great polyphonic forms suited to the organ.

Imaginaetion and disciplined experience will open up
countless ways to make use of improvisational techniques
both in and out of formal structure, "Out of formel struc-
ture" refers to those many times when the service plaver
must improvise an artistic bridge between service elements
or must introduce or extend another musical work without
upsetting proportion and balance, Sometimes he must impro-
vise without knowing how long he must continue., Again,
through experience, he will discover those forms which can
most eesily be expanded or cshortened without disastrous re-
sults or without formless meandering.

There is no art without form.



