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CHICAGO, ILLINOIS

A Course of

Lessons for the Pipe Organ
By Clarence Eddy

Lesson No. 1.

PREPARATORY TRAINING.

Before beginning to study the organ the student should
be familiar with the rudiments of music and have a thorough
knowledge of musical notation, intervals, scales, chord forma-
tions, etc. He should have practiced upon the pianoforte
long enough to have acquired a correct position of the hands,
an independence of the fingers, an elastic action of the wrists
and all the varieties of legato and staccato touch. No other
musical instrument will furnish this preparatory training to

the organ student quite so well asthis. He should have made
a special study of the major, minor and chromatic scales,
and be able to play them in similar and contrary motion with
equal facility; in fact, he should possess the necessary tech-
nique for the performance of pianoforte compositions up to
about the fourth grade. Let it be understood at once that
the more carefully and thoroughly he has done this work
upon the pianoforte, in advance, the more rapid and satisfac-
tory will be his progress upon the organ.

CORRECT POSITION AT THE ORGAN

The player should sit
in an easy and natural po-
sition exactly in the middle
of the bench, just far
enough back to feel quite
secure, and yet sufficiently
far forward to enable him
to reach with ease the low-
est, as well as the highest,
of the pedal keys, without
shifting from his central
position. There is nothing
more disagreeable and dis-
tressing than to see an or-
ganist continually sliding
back and forth on the
bench. An easy and grace-
ful posture should, there-
fore, be cultivated from the

very beginning. The fol-
lowing rules regarding the
position at the instrument
should be observed:

1. Sit quietly.

2. Avoid all unneces-
sary movements of the

body.

3. Do not shuffle
about on the bench.

4. Do not shrug the
shoulders.

S. Do not sway the
body.

6. Do not shake nor
toss thehead whileplaying.

Illustration No. 1

THE ORGAN BENCH

Inasmuch as the ease and facility of the performance depends to a great extent upon the comfort of the player, particu-
lar care must be taken in regard to the height of the organ bench. A seat which is perfectly agreeable for a tall person,
might not be at all convenient for ashorter one, and vice versa. However, a very good average will be found when there is
a distance of 20 inches in a perpendicular line downward from the top of the seatto the top of the middle white, or natural,
keys of the pedal keyboard. This will permit the heels, as well as the toes, to rest comfortably upon the pedals, but will not
interfere with their freedom of action. An adjustable seat is therefore desirable and to be recommended.

DESIGN AND COMPASS OF PEDAL KEYBOARDS

Assuming that all necessary preparatory work has been accomplished, the student may safely begin the study of the
pedal keyboard, a thorough knowledge of which is indispensable to good organ playing. A glance at the pedals is sufficient
to show that they consist of long and short keys, in other words, naturals and sharps, similar to the white and black keys of the
manual, only much larger in size.

There are three kinds of pedal keyboards in use at the present time: The straight and flat, The straight and concave, and
The radiating and concave.

THE STRAIGHT AND FLAT PEDAL KEY-
BOARD. Thisdesignis now almost obsolete, although it is
still found in old instruments both in Europe and America.

(Seelll. No. 2).

THE STRAIGHT AND CONCAVE PEDAL KEY -
BOARD. Thisstyleis asort of a compromise between the
straight and flat, and the radiating and concave. (See Ill.

No. 3).
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Illustration No. 2

Illustration No. 3
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THE RADIATING AND CONCAVE PEDAL KEY- Hyetration No, 4
BOARD. Pedal keyboards of this type are given preference in Eng-
land and America despite the fact that a large majority of the organs
on the “continent’’ are equipped with the straight and flat system.
This is very easily explained, as the radiating and concave pedal-
board conforms more perfectly to the movements and swing of the
legs and feet, thus insuring more repose and ease in playing. The
time is probably not far distant when the radiating and concave system
will become universal. Infact, it hasbeenrecommended by the Ameri-
can Guild of Organists, and has been adopted by all the leading
American organ builders. (See Illustration No. 4. The figures 1,
2, 3,4, 5, 6, do not appear on the pedalboard itself; they are inserted
in the illustration.for reference purposes later in the lesson).

The normal compass of the pedalboard extends from the low-
est bass C to the first F above tenor C; two and a half octaves, or
30 notes. (this is commonly called the F pedalboard). In a few in-
stances the range has been extended two notes, namely to G, or 32
notes. More frequently, however, we find that the pedal compass stops at D, or 27 notes, and sometimes even at C, or 25 notes. In

both of these cases the range is inadequate for much of the music written and published for the organ. (See Illustration No. 5.)
Illustration No. 5
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HOW TO FIND THE POSITION OF THE PEDAL KEYS WITHOUT LOOKING AT THE PEDALS

You will observe from the diagram of the F pedal- When seated at the organ, the first thing for the student to do
board (Ill. No. 4) that there are four wide spaces between is to find these spaces with the toe of each foot, without look-
the short keys, E? to F# and B” to C#, in both the lower ing at the pedals. When feeling for the 1st space the foot will
and upper octaves, also an open space at each end of the lie directly over C, forthe 2dspaceover Eand F, forthe3dspace
keyboard. These spaces we will number 1, 2, 3, 4, 5 and over B and C, for the 4th space over E and F, for the 5th
6, counting from left to right. (See numbers in Ill. 4). space over B and C, and for the 6th space over E and F.

Find C in the first space, with the left foot, as || Find F in the second space, with the left foot, || Find C in the third space, with the right foot
shown in the illustration below. Thenote C, ||  as shown in the illustration below. The note as shown in the illustration below. 'The note

on the staff, is connected by a dotted line to' [} . F, on the staff, is connected by a dotted line C, on the staff, is connected by a dotted line
the pedal key which it represents. r to the pedal key which it represents. to the pedal key which it represents.

lllustration No. 6 (pr(,tected by U. S. Patent) Illustration No. 7 Illustration No. 8

Find F in the fourth space, with the right foot, Draw a soft 16ft. stop on the Pedal organ and'an 8 ft. stop (preferably the
zflst};‘?:?a;fn EgecélnlK:tcrtﬁgoé]yb:lgx;ed'ﬂ?senf;etgé open diapason) on the Great organ, and couple the Great to the Pedal.
pedal key which it represents. When the left foot is in the first space, as in Ill. No. 6, touch the side of

Tilustration No. 9 C sharp with the right side of the toe, and the ball of the foot will be imme-

diately over C. Draw the foot back into its proper position, and press the key
down quickly, causing the C to sound. The same method of attack should be
made with the left foot in thesecond space (Ill. No.7), with the right foot in the
third space (Ill. No. 8); and with theright footin the fourth space (Ill. No. 9).
By feeling in the different spaces with the toe of either foot, very little
difficulty will be experienced in finding the correct notes throughout the compass
of the entire keyboard. The student should familiarize himself with this
system until the habit of preparing for every position becomes automatic.
Practice the following exercises according to the above method, first find-

ing the notes and then playing them. Bxercice No. 1
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In the following exercises find the nearest space to-the given note, and move the foot quickly into position; then play

the note.
Ex. No. 2
Left foot
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A habit of feeling ahead in the manner described, anticipating every note, interval, or passage to be played upon the pedals,

should be acquired from the start, as it will not only inspire confidence in the player, but prevent many mistakes.
furthermore obviate the necessity of constantly looking down at the pedals, a fault which is not uncommon.

ADDITIONAL EXERCISES FOR FINDING DIFFERENT PEDAL NOTES
WITHOUT LOOKING DOWN

1 Place the left foot in the
first space and find—

2 Place the right foot in
the third space and find—

3 Place the left foot in the
second space and find—

4 Place the right foot in
the fourth space and find—

5 Place the leftfoot in the
third space and find—

6 Place the right foot in
the fifth space and find—

7 Place the left foot in the
fourth space and find—

8 Place the right foot in
the sixth space and find—

9 Place the left foot in the
* second space and find—

10 Place the right foot in
the fourth space and find—

11 Place the left foot in the
third space and find—

12 Place the right foot in
the fifth space and find—
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13 Place the left foot in the
fourth space and find—

14 Place the right foot in
the sixth space and find—

15 Place the left foot in the
first space and find—

16 Place the right foot in |

the third space and find—

17 Place theleftfoot in the
second space and find—

18 Place the right foot in
the fourth space and find—

19 Place the left foot in the
third space and find—

20 Place the right foot in
the fifth space and find—

21 Placethe left foot in the
third $§pace and find—

22 Place the right foot in
the fifth space and find—

23 - Place the left foot in the
first space and find—

24 Place the right foot in
the third space and find—

EE==

25 Place theleft foot in the
second space and find—

26 Place the right foot in
the fourth space and find—

27 Place the left foot in the
third space and find—

28 Place the right foot in
the fifth space and find—

29 Place the left footin the
second space and find—

30 Place the right foot in
the fourth space and find—

31 Placethe left foot in the
third space and find—

32 Place the right foot in
the fifth space and find—

33 Place the left footin the |

fourth space and find—

34 Place the nght foot in |

the sixth space and find—

35 Place the left foot in the
second space and find—

36 Place the right foot in
the fourth space and find—
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A Course of

Lessons for the Pipe Organ Lesson No. 1.
By Clarence Eddy

PREPARATORY TRAINING.

Before beginning to study the organ the student should | the organ student quite so wellas this. He should have made
be familiar with the rudiments of music and have a thorough a special study of the major, minor and chromatic scalfes,
knowledge of musical notation, intervals, scales, chord forma- and be able to play them in similar and contrary motion with

equal facility; in fact, he should possess the necessary tech-
nique for the performance of pianoforte compositions up to
about the fourth grade. Let it be understood at once that

tions, etc. He should have practiced upon the pianoforte
long enough to have acquired a correct position of the hands,

anindependence of the fingers, an elastic action of the wrists the more carefully and thoroughly he has done this work
and all the varieties of legato and staccato touch. No other upon the pianoforte, in advance, the more rapid and satisfac-
musical instrument will furnish this preparatory training to || tory will be his progress upon the organ.

CORRECT POSITION AT THE ORGAN

The player should sit
in an easy and natural po-

very beginning. The fol-
lowing rules regarding the
position at the instrument
should be observed:

sition exactly in the middle
of the bench, just far
enough back to feel quite 1S el
secure, and yet sufficiently »  SIt.guisty.
far forward to enable him 2. Avoid all unneces-

to reach with ease the low- sary movements of the

est, as well as the highest, body.

of the pedal keys, without

shifting from his central 3. Do not shuffle

. . . about on the bench.
position. Thereis nothing c

more disagreeable and dis- 4. Do not shrug the

tressing than to see an or- shoulders.

ganist continually sliding
back and forth on the
bench. Aneasy and grace-
ful posture should, there-
fore, be cultivated from the

5. Do not sway the
body.

6. Do not shake nor
toss thehead whileplaying.

Illustration No. 1

THE ORGAN BENCH

Tnasmuch as the ease and facility of the performance depends to a great extent upon the comfort of the player, particu-
lar care must be taken in regard to the height of the organ bench. A seat which is perfectly agreeable for a tall person,
might not be at all convenient for ashorter one, and vice versa. However, a very good average will be found when there is
a distance of 20 inches in a perpendicular line downward from the top of the seatto the top of the middle white, or natural,
keys of the pedal keyboard. This will permit the heels, as well as the toes, to rest comfortably upon the pedals, but will not
interfere with their freedom of action. An adjustable seat is therefore desirable and to be recommended.

DESIGN AND COMPASS OF PEDAL KEYBOARDS

Assuming that all necessary preparatory work has been accomplished, the student may safely begin the study of the
pedal keyboard, a thorough knowledge of which is indispensable to good organ playing. A glance at the pedals is sufficient
to show that they consist of long and short keys, in other words, naturals and sharps, similar to the white and black keys of the
manual, only much larger in size. .

There are three kinds of pedal keyboards in use at the present time: The straight and flat, The straight and concave, and
The radiating and concave.

THE STRAIGHT AND FLAT PEDAL KEY- THE STRAIGHT AND CONCAVE PEDAL KEY -
BOARD. Thisdesignis now almost obsolete, although it is BOARD. Thisstyleis asort of a compromise between the
still found in old instruments both in Europe and America. straight and flat, and the radiating and concave. (See Il

(Seelll. No.2). s No. 3).

Illustration No. 2 Illustration No. 3
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THE RADIATING AND CONCAVE PEDAL KEY- Nlustration Ne. 4
BOARD. Pedal keyboards of this type are given preference in Eng-
land and America despite the fact that a large majority of the organs
on the ‘“‘continent” are equipped with the straight and flat system.
This is very easily explained, as the radiating and concave pedal-
board conforms more perfectly to the movements and swing of the
legs and feet, thus insuring more repose and ease in playing. The
time is probably not far distant when the radiating and concave system
will become universal. Infact, it hasbeenrecommended by the Ameri-
can Guild of Organists, and has been adopted by all the leading
American organ builders. (See Illustration No. 4. The figures 1,
2, 3,4, 5, 6, do not appear on the pedalboard itself; they are inserted
in the illustration for reference purposes later in the lesson)

The normal compass of the pedalboard extends from the low-
est bass C to the first F above tenor C; two and a half octaves, or
30 notes (this is commonly called the F pedalboard) In a few in-
stances the range has been extended two notes, namely to G, or 32
notes. More frequently, however, we find that the pedal compass stops at D, or 27 notes, and sometimes even at C, or 25 notes. In

both of these cases the range is inadequate for much of the music written and published for the organ. (See Illustration No. 5.)
Illustration No. 5
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HOW TO FIND THE POSITION OF THE PEDAL KEYS WITHOUT LOOKING AT THE PEDALS

You will observe from the diagram of the F pedal- When seated at the organ, the first thing for the student to do
board (Ill. No. 4) that there are four wide spaces between isto find these spaces with the toe of each foot, without look-
the short keys, E? to F# and BY to C#, in both the lower ing at the pedals. When feeling for the 1st space the foot will
and upper octaves, also an open space at each end of the lie directly over C, for the 2dspaceoverE and F, forthe3d space
keyboard. These spaces we will number 1, 2, 3, 4, 5 and over B and C, for the 4th space over E and F, for the Sth
6, counting from left to right. (See numbers in IIl. 4) space over B and C, and for the 6th space over E and F

Find C in the first space, with the left foot, as || Find F in the second space, with the left foot, || Find C in the third space, with the right foot
shown in the illustration below The note C, as shown in the illustration below The note as shown in the illustration below ‘The note
on the staff, is connected by a dotted line to F on the staff, is connected by a dotted line C, on the staff, is connected by a dotted line
the pedal key which it represents. l to the pedal key which it represents. to the pedal key which it represents.

Illustration No. 6 (Protected by U. S. Patent) Illustration No. 7 Illustration No. 8
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Find F in the fou.rltlh space, with the ,{,ight foot, Draw a soft 16ft. stop on the Pedal organ and an 8 ft. stop (preferably the
izstlllg“;?a%n Egiénﬁztcﬁgoﬁyb:lmted ]?:e"fgetge open diapason) on the Great organ, and couple the Great to the Pedal.
pedal key which it represents, When the left foot is in the first space, as in Ill. No. 6, touch the side of

Illustration No. 9 C sharp with the right side of the toe, and the ball of the foot will be imme-

diately over C. Draw the foot back into its proper position, and press the key
down quickly, causing the C to sound. The same method of attack should be
made with the left foot in thesecond space (Ill. No.7), with the right foot in the
third space (Ill. No. 8), and with theright foot in the fourth space (Ill. No. 9)
By feeling in the different spaces with the toe of either foot, very little
difficulty will be experienced in finding the correct notes throughout the compass
of the entire keyboard. ‘The student should familiarize himself with this
system until the habit of preparing for every position becomes automatic.
Practice the following exercises according to the above method, first find-

ing the notes and then playing them. Exercise No. 1
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In the following exercises find the nearest space to the given note, and move the foot quickly into positicn; then play

the note.
Ex. No. 2
Left foot
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A habit of feeling ahead in the manner described, anticipating every note, interval, or passage to be played upon the peda1§,
should be acquired from the start, as it will not only inspire confidence in the player, but prevent many mistakes. It will

furthermore obviate the necessity of constantly looking down at the pedals, a fault which is not uncommon.

ADDITIONAL EXERCISES FOR FINDING DIFFERENT PEDAL NOTES
WITHOUT LOOKING DOWN

1 Place the left foot in the
first space and find—

2 Place the right foot in
the third space and find—

3 Place the left footin the
second space and find—

4 Place the right foot in
the fourth space and find—

5 Place the leftfoot in the
third space and find—

6 Place the right foot in
the fifth space and find—

7 Place the left foot in the
fourth space and find—

8 Place the right foot in
the sixth space and find—

9 Place the left foot in the
second space and find—

10 Place the right foot in
the fourth space and find—

11 Place the left foot in the
third space and find—

12 Place the right foot in
the fifth space and find—
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13 Place the left foot in the
fourth space and find—

14 Place the right foot in
the sixth space and find—

15 Place the left foot in the
first space and find—

16 Place the right foot in
the third space and find—

17 Place theleftfoot in the
second space and find—

18 Place the right foot in
the fourth space and find—

19 Place the left foot in the
third space and find—

20 Place the right foot in
the fifth space and find—

21 Place the left foot in the
third §pace and find—

22 Place the right foot in
the fifth space and find—

23  Place the left foot in the
first space and find—

24 Place the right foot in
the third space and find—
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25 Place the left foot in the
“second space and find—

26 Place the right foot in
the fourth space and find—

27 Place the left foot in the
third space and find—

28 Place the right foot in
the fifth space and find—

29 Place the left foot in the
second space and find—

30 Place the right foot in
the fourth space and find—

31 Placethe left foot in the
third space and find—

32 Place the right foot in
the fifth space and find—

33 Place the left footin the |

fourth space and find—

34 Place the sght foot in
the sixth space and find—

35 Place the left foot in the
second space and find—

36 Place the right foot in
the fourth space and find—




Do you thoroughly understand the insiruction given in this lesson and have you had
any difficulties with the lesson which you have been wumable to overcome? If so, state
your difficulties and ask questions in the spaces marked “Q. 1,” “Q. 2,” “Q. 3”; your
questions will be answered in the spaces marked “Answer.”

Be wvery specific in your question and refer to the particular parts of the text matter

or composition with which you have had difficulty.
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Siegel-Myers Correspondence School of Music

CHICAGO, ILLINOIS
A COURSE OF PIPE ORGAN LESSONS

By CLARENCE EDDY

Examination Paper for Lesson No. 1
% Class Letters and No...... . ...

AccountNo. . .... . . ..
TOWIL. oo s 5 s omiiniss s dss s s @uaaes §6 5590 SUNEEES s § oo State..........‘ ...... Percentage......

Write name, address and numbers plainly.

1. Are you familiar with the rudiments of music, such as musical notation, intervals, scales,

chord formations, etc.? .......... .. ....

....... “aecs sessee o8 e S0 esEsesssceeeeee0LOce0 00O ITTOOOI DTS LSS

2. What is the extent of your preparatory musical training? . ... . .... ..
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(c) Name three representative pianoforte compositions which you have played. ..... e
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4. Can you play the major and minor scales in every key?....... ...l 8. Can you practice one hour or more daily upon a pipe organ?......................
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5. Write the scale of F, major with its proper signature... . s %3 SEF wedi E4  §8Ess ow tall are you
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e/ 10. What is the height of the organ bench upon which you sit when practicing?.
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11. Are the pedals of your organ flat or concave, straight or radiating? . .. . ......
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(b) Write the C sharp minor scale in both the harmonic and melodic forms.
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7. Write two octaves of the chromatic scale, ascending and descending. . wa 13. Do you have any difficulty in finding given pedal-keys with either foot, by means of

locating the nearest space between the short keys, as explained in this lesson?.
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SIEGEL-MYERS

Correspondence School of Music
Chicago, Il

A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Unlike the keys of the piano, the keys of the organ
must be pressed down and not struck. This pressure
touch resembles in some respects the operation of a
telegraph-key in transmitting messages; it may also he
compared to the act of pressing an electric button or
buzzer, inasmuch as a direct communication with the tone
and the electric current is obtained only while the key
pedal or button is held down. For this reason the manner
of releasing the keys is of vital importance, and should
receive especial study and care.

The correct principles of pedal touch are very simi-
lar to those for the manual touch, a full description of
which will be given in the later lessons.

The action of the feet must always be made with free

FEET IN REPOSE

PEDAL TOUCH

Lesson No. 2

and relaxed ankles: no elastic or artistic pedaling will
ever be accomplished with stiff ankles. Press upon the
pedal with the ball of the foot, towards the tip of the
toe, but do not raise the heel unnecessarily high, a
comparatively flat foot is much more graceful and com-
manding  Shoes with soles of light weight and moderate
thickness, and heels that are fairly wide and high should
be worn. ‘Common-sense’’ heels are recommended, and
ladies are cautioned against using the modern French
heels, if they wish to become good pedalists. Shoes
which are too narrow are liable to slip into the spaces
between the pedal keys, while those which are too wide
and heavy are clumsy, and will prevent expert and facile
execution.

When in repose the feet should rest in an easy relaxed and flat
position on the pedal keys, as shown in Ill. No. 1.

It is generally conceded that the posture on the bench and manmner in

Ill. No. 1

which the arms are held etc., should be one that will convey the impression
of ease and repose however, it must be remembered that a relaxed and
natural position of the feet upon the pedals is of as much importance
as the position of the hands, arms and shoulders at the manuals.

Parodoxical as it seems, the effect of music on the auditor is influenced
to a great extent by the ‘‘picture’ the performer presents. If the organist
is nervous and ill at ease the psychological effect is to render the listener
uncertain as to the ‘“‘musical outcome’ of the performance if on the
other hand, the player assumes an easy and commanding attitude, the
value of his performance is augmented in no small degree.

Attack With Toe and Heel

Pressing a pedal with the tip of the toe will produce | A free and easy action of the ankle will counteract any
the sensation of raising the heel, while pressing it with the | tendency of a stiff ‘up and down motion of the leg, which
back of the heel will cause a feeling of raising the toe. | is as unnecessary as it is ungraceful.

The attack with the tip of the toe (Ill. No. 2) and the back of the heel (Ill. No. 3) must be prompt, yet
light and quiet, but with sufficient pressure to hold the key down firmly, the required length of time. Great care
must be taken in releasing the keys, in order that every tone may be clear-cut and positive.

ATTACK WITH TIP OF TOE

I1l. No. 2

ATTACK WITH BACK OF HEEL

I1l. No. 3

COP, RIGHT, 1013, SIEGEL-MYERS CORRESPONDENCE 8CHOOL OF MUSIC. INTERNATIONAL COPYRIGHT S8ECURED.



ATTACK WITH TOE ON A LONG KEY

The attack on a long key should be made with

the toe nearly up to the front of the short keys,
No. 4.

as in Ill

I11. No. 4

ATTACK BY HEEL
WITH TOE IN FRONT OF A SHORT KEY

In this attack the proper motion of the heel
is made when the foot is in a flat position, just

in front of a short key as in Ill. No. 6.

I11. No. 6

ATTACK WITH TOE ON A SHORT KEY

The attack on a short key should be made with
the ball of the foot (towards the toe) upon the
front end of the key, as in Ill. No. 5.

I1l. No. §

ATTACK BY HEEIL
WITH FOOT OVER A SHORT KEY'

In this attack the proper motion of the heel is
made when the foot is in a flat position, directly

over a short key as in Ill. No. 7

I11. No. 7

Exercises for Developing ¥reedom of the Ankle Joints

The pedal studies which are given in this course of
lessons form in themselves a complete school of virtuosity
These several exercises, or etudes, must of course be
practiced very carefully, when the lessons in which they
studied.

are included are

Their usefulness, however

does mnot end at this point. They should be practiced
repeatedly, even after the student has mastered many
of the more advanced lessons; in fact we advise that

a certain amount of time be set aside each day for the

improvement of the pedal technique, by the use of these -

exercises.

The following instructions concerning the method of
practicing pedal exercises should be carefully observed
Practice slowly and in strict time, counting aloud as you
do so. Be sure that you attack and release each pedal-
key at exactly the proper instant. of all the elements
entering into pedal technique, precision in attacking and

releasing the keys is one of the most important.
P O. 2,

In each of the first six exercises you will observe
the word

)

‘down ’ written above several of the notes, also
With

the foot directly over the proper key, the toe should move

the word ‘‘up’”’ written above several of the rests.
downward gently yet firmly, with no ‘up and down’’
movement of the leg, that is, as though the ankle were
a hinge. When the time value of the note has expired,
the toe should move upward promptly and be held in

position to attack the next note.

In Exercises Nos. 7 to 24, in which most of the notes are
not divided by rests, each key should be released just long
enough for the tone to be clear-cut and well defined, with
no blurred or uncertain effect. Fach exercise should be
practiced a considerable number of times before proceeding
to the next one, but do not practice until the muscles of
the ankles are unduly tired, as by so doing control of

the use of the feet is lost.



Exercises For Developing Freedom Of The Ankle Joints

Left toe

etc.

Jdown up
)Y

>

up

down
i

Right toe

[§)

etc.

up

down

up

down
[]

) A
3
) A

Left toe

i
L)
1
T
i
BEL:)
|
't L)
D
g I
g
S|
&1l
[=]
EITTTS
<
Susy
nmmn
@GN

3.

Right toe

(%)

etc.

down up

down up
(7]

Left toe

o)

downup downup down up downup etc.

i
|
1
&

7

FAXrX.4

5.

!
o
Right toe

down up downup downup downup etc

1 |

.

i

- ——

S

i i

e

e e

=

Left toe
Right toe

vq%_‘g'rﬁ | | | b § =

I 5 1 r.N
| | 1

oo sl s
S
PR s

N
y ]
PN
€

|
|

|
1

T
1

Left toe
Right toe

8.

oy

Left toe

Z]

.4

10. 777

Faxr.4

11.

(9]

Right toe

12. 25

P.-0. L. No 2



Left toe

Right toe

L=

Left toe

At
i Y] i

-
AYANEmAL

AW

1

ANT N
IANAREEEAY

N
YT

s
LN
IR

| N N
IAVA VI

1AL

| N -
VAN

N N N N T N N N
W A WA ¥ S W A WA W

) ! ) l! ! )
7,0 7 7 B A 5
Yy —r itri—vvrirr

o

14

I

)

Vi LJVJIIL VA

| 4

rl

s !
0 Y SV AV AR i
YT YY1

W
14

VAVA
rri

i}
VAl
| 4

)
Vi
14

IVAVAL
L rri

)
171
| 4

! ! ! )
IV AEERVAVEERY |
y 1 rviv

16. 215

Left toe

D 4

)
17. 257

Right toe

[N )

(7]
1
1

L=
4

o)
18. 2F7-

Left toe

)

)"
hall CNW /]

19.

Right toe

£

IP__

2
Il
1
[

2 .
|
1
T

Z

L.d

o)
hal LW/
Z_ b

20.

Left toe

E

-
-

1
1

—
=

o5 s9ssss Jessss sssIIS svvess sesIES O

| e G S e B2
11

1T T

S g e e =

1
b

| Y L
VD h S
L4

) LAW/)

Z

8)°

21.

T
™=

Right toe

Left toe

Right toe

P. 0. L. No.2



SIEGEL-MYERS

Correspondence School of Music
Chicago, Ill.

A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Unlike the keyvs of the piano, the keys of the organ
must be pressed down and not struck. This pressure
touch resembles in some respects the operation of a
telegraph-key in transmitting messages; it may also be
compared to the act of pressing an electric button or
buzzer, inasmuch as a diréct communication with the tone
and the electric current is obtained only while the key
pedal or button is held down. For this reason the manner
of releasing the keys is of vital importance, and should
receive especial study and care.

The correct principles of pedal touch are very simi-
lar to those for the manual touch, a full description of
which will be given in the later lessons.

The action of the feet must always be made with free |

FEET IN REPOSE

PEDAL TOUCH

When in repose the feet
position on the pedal keys, as shown in Ill. No. 1

Lesson No. 2

and relaxed ankles: no elastic or artistic pedaling will
ever be accomplished with stiff ankles. Press upon the
pedal with the ball of the foot, towards the tip of the
toe, but do mnot raise the heel unnecessarily high; a
comparatively flat foot is much more graceful and com-
manding. Shoes with soles of light weight and moderate
thickness, and heels that are fairly wide and high should

be worn. “‘Common-sense’’ heels are recommended, and

ladies are cautioned against using the modern French
heels, if they wish to become good pedalists. Shoes

which are too narrow are liable to slip into the spaces
between the pedal keys, while those which are too wide
and heavy are clumsy, and will prevent expert and facile
execution.

should rest in an easy, relaxed and flat

It is generally conceded that the posture on the bench and manner in

which the arms are held etc., should be one that will convey the impression
of ease and repose; however, it must be remembered that a relaxed and
natural position of the feet upon the pedals is of as much importance
as the position of the hands, arms and shoulders at the manuals.

Parodoxical as it seems, the effect of music on the auditor is influenced
to a great extent by the ‘‘picture’’ the performer presents. If the organist
is nervous and ill at ease the psychological effect is to render the listener
uncertain as to the ‘‘musical ouitcome’ of the performance; if, on the
other hand, the player assumes an easy and commanding attitude, the
value of his performance is augmented in no small degree.

Ill. No. 1
Aftack With Toe and Heel

Pressing a pedal with the tip of the toe will produce

1‘ A free and easy action of the ankle will counteract any
the sensation of raising the heel, while pressing it with the |
|

tendency of a stiff “‘up and down’’ motion of the leg, which

back of the heel will cause a feeling of raising the toe. | is as unmnecessary as it is ungraceful.

The attack with the tip of the toe (Ill. No. 2) and the back of the heel (Ill. No. 3) must be prompt, yet
light and quiet, but with sufficient pressure to hold the key down firmly, the required length of time.
must be taken in releasing the keys, in order that every tone may be clear-cut and positive.

Great care

ATTACK WITH TIP OF TOE ATTACK WITH BACK OF HEEL

11l. No. 2

I11. No. 3

COP RIGHT 1613, SIEGEL-MYERS CORRESPONDENCE SCHOOL OF MUSIC INTERNATIONAL COPYRIGHT S8ECURED.




ATTACK WITH TOE ON A LONG KEY

The attack on a long key should be made with
the toe nearly up to the front of the short keys,
as in Ill. No. 4.

I1l. No. 4

ATTACK BY HEEL
WITH TOE IN FRONT OF A SHORT KEY

In this attack the proper motion of the heel
is made when the foot is in a flat position, just

in front of a short key, as in Ill. No. 6.

I11. No. 6

ATTACK WITH TOE ON A SHORT KEY

The attack on a short key should be made with
the ball of the foot (towards the toe) upon the
front end of the key, as in Ill. No. 5.

HI. No. §

ATTACK BY HEEL
WITH FOOT OVER A SHORT KEY
In this attack the proper motion of the heel is
made when the foot is in a flat position, directly

over a short key, as in Ill. No. 7

Exercises for Developing Freedom of the Ankle Joints

The pedal studies which are given in this course of
lessons form in themselves a complete school of virtuosity
These several exercises, or etudes, must of course be
practiced very carefully, when the lessons in which they
Their

They should be practiced

are included are studied. usefulness, however,
does mnot end at this point.
repeatedly, even after the student has mastered many
of the more advanced lessons; in fact we advise that
a certain amount of time be set aside each day for the
improvement of the pedal technique, by the use of these
exercises.

The following instructions concerning the method of
practicing pedal exercises should be carefully observed.
Practice slowly and in strict time, counting aloud as you
do so. Be sure that you attack and release each pedal-
key at exactly the proper instant: of all the elements
entering into pedal technique, precision in attacking and

releasing the keys is one of the most important.
r. 0, 2

In each of the first six exercises you will observe
the word ‘‘down’’ written above several of the notes, also
With

the foot directly over the proper key, the toe should move

the word ‘“‘up’’ written above several of the rests.

downward gently yet firmly, with no ‘“‘up and down”
movement of the leg- that is, as though the ankle were
a hinge. When the time value of the note has expired,
the toe .should move upward promptly, and be held in
position to attack the next note.

In Exercises Nos. 7 to 24, in which most of the notes are
not divided by rests, each key should be released just long
enough for the tone to be clear-cut and well defined, with
no blurred or uncertain effect. Fach exercise should be
practiced a considerable number of times before proceeding
to the next one, but do not practice until the muscles of

the ankles are unduly tired, as by so doing control of

the use of the feet is lost,



Exercises For Developing Freedom Of The Ankle Joints
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Do you thoroughly wustderstand the instruction given in this lesson, and have you had
any difficulties in applying the instruction to the exercises, which you have been unable to
overcome? If so, state your difficulties and ask questions in the spaces marked “Q. 1,”
“Q. 2, “Q. 3”"; your questions will be answered in the spaces marked “Answer.”

Be wery specific in your questions, and refer to the particular parts of the text matter

or exercises with which yow have had difficulty.
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Siegel-Myers Correspondence School of Music

CHICAGO, ILLINOIS

A COURSE OF PIPE ORGAN LESSONS
By CLARENCE EDDY

Examination Paper for Lesson No. 2
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Write name, address and numbers plainly.

1. How does the organ touch differ from the piano touch?... .............c.oo0 oonle,
2. What is the distinguishing feature of correct organ touch?...............coviiia.t.
3. What are some of the essential principles of pedal touch?..................cooiviaen.

..........................................................................................
..........................................................................................
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4. In what position, upon the pedal board, should the feet be held when they are in re-
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6..; What impression will naturally be conveyed to the listerter, if the player is awkward

or restless at the organ?............ S § R B § T 8 o i § B § 8 SRS F § 5 § 5 S

7. What impression will be conveyed to the listener, if the player sits quietly and grace-
fully at the Organ?. ... ..ottt ittt iieieereneeannnsanaennnns
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10. Describe the proper action of the toe, or heel, in releasing a key.................. I
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12. Where should the attack of the toe be made upon a short key?........covvvviiinnnnn.
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(b) For the best results in pedal playing, why should shoes be worn which have only

moderately wide and fairly high heels?...........ooviiiiiiiniiiiiininn,

(c) What is the natural result if the shoes are too wide and heavy?.................
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14. What is perhaps the most important item which enters into correct pedal playing?....
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15. What method is best to pursue in practicing the pedal exercises given in this lesson?
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Do you thoroughly wuitderstand the instruction given in this lesson, and have you had
any difficulties in applying the instruction to the exercises, which you have been unable to
overcome? If so, state your difficulties and ask questions in the spaces marked “Q. 1,”
“Q. 2,” “Q. 3”; your questions wil} be answered in the spaces marked “Answer.”

Be very specific in your questions, and refer to the particular parts of the text natter

or exercises with which you have had difficulty.
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A COURSE OF PIPE ORGAN LESSONS
By CLARENCE EDDY

Examination Paper for Lesson No. 2

Class Letters and No..................
Name. . ........ ......

AccountNo............co00vnnnn Ceeee
TOWN. .o iit ittt it i et e, State............ ... Percentage...... -

Write name, address and numbers plainly.

1. How does the organ touch differ from the piano touch?.  ..... .. .... .. ......
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3. What are some of the essential principles of pedal touch? .. . . .................. .

4. In what position, upon the pedal board, should the feet be held when they are in re-

5. 'What should be the general appearance of the player while seated at the -6r§a}1?. ¥ 5w
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In these lessons two simple signs Left foot
are used for pedaling: A and o. Ill.No.lE
When placed below the staff these T ¢
signs indicate respectively the toe toe heel
and heel of the left foot, as in Ill. No. 1 Right foot

When placed above the staff they Ao

indicate the toe and heel of the Ill.No.2 ‘_g==.'___=-:
right foot, as in Ill. No. 2. toe heel

A straight line placed between two or more toe signs,
indicates that the notes are to be played by a side motion
of the same toe, as in Ills. Nos. 3 and 4.

Toe of left foot Toe of right foot

_ A A
Il No. 3 =E—F—+F— 1. No.4
ﬂA——A
IIl. No. 5 shows exactly how this is done with the
toe of the left foot. ¥

I11. No. 5

A curved line connecting two pedal signs, attached to
the same note, indicates a substitution of one foot for the
other, without releasing the key as shown in Ills. Nos.6 and 7

In Ill. No. 6 (a) the right toe attacks the note G-
the left toe then passes directly in front of the right, and is
placed firmly upon the key G, after which the right foot

moves instantly into position for the next note, C, viz.:
A

I1l. No. 6 (a) =F

T T
7 I
1

I11. No. 6
()

When the left toe passes in front of the right toe the heel of
the left foot must be well raised, so that the feet will not interfere.

In Ill. No. 7 (@) the movements are reversed, namely,
the left toe attacks the note D, with the heel very low,
then the right ‘toe .passes directly over the left and is

COPYRIGHT, 1913, S8IEGEL-MYERS8 CORRESPONDENCE SCHOOL OF MUSIC.

Chicago. Ill.
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placed firmly upon the key D. The left foot then moves
quickly into position for the next note, G, viz.

Il. No. 7 (a) F=]

I11.No. 7
(d

_ When the right toe passes in front of the left foot the heel of the
right foot must be well raised, so that the feet will not interfere.

In playing the example marked Ill. No. 8, the left foot
should rest upon the keys in a nearly flat position. The
left toe presses the first key, A, down firmly, with the heel
directly over the next key, B. When the attack is made
with the heel (on B) the foot turns to the right, until the ball
of the foot is directly over the same key (B), then the key is
pressed down firmly with the toe, and the heel raised, at the
same time the foot is turned just enough to bring the heel
directly over the next key, and so on. In playing the
descending scale of the same example the movements are

reversed.
sl P [r—
O T 1 I 1 1 1  § 1 1 i)
111. No. 8 ib!—,l—l—r)—é—l—d_—'e:!:“—_ﬂ
(7] 1 1
A OA OA OA OA OA OA
oA 04 104 loaon

In playing T1l. No. 9 the same general rules should be
followed as in playing Ill. No. 8.

2?3 A%AG? 6?;7 "gA
I11. No. 9 14 T 1 1 —1 T—T n 1}

Great care must be taken in these exercises of

substitution, to keep the keys firmly pressed down.

General Rules to be Observed in Practicing the following Exercises

Rule I
Rule 11
Rule 111
Rule 1V
Rule V

Practice slowly, without nervousness or hesitation.

Avoid all stiffening of the muscles.

Sit quietly, but not rigidly.

Press the pedal-keys down quickly, but do not kick them.

Before playing the first note, let the toe, or heel, pause for an
instant upon the key, and upon pressing the key down, move
the foot immediately into position for a similar attack upon the
Jollowing key.

Let the legs hang in an easy and graceful manner, and the
knees follow the movements of the feet in all positions of the
keyboard. Some organists may find a feeling of support in
keeping both knees tightly together while playing certain pas-
sages, particularly in double pedaling, when the feet are not far
apart; however, there is no more reason for bracing the knees
against each other than for holding the arms rigidly against the
body while playing on the manuals. In both cases the player
cannot fail to be hampered by a lack of freedom in t
On the other hand, do not spread the knees unnecessarily far
apart.

Play absolutely legato, without a trace of blurring, or any
perceptible break in the flow of sound. This is the SINE QUA
NON of a good organist, and it is at once the most difficult, as
well as the most important touch to acquire.

INTERNATIONAL COPYRIGHT SECURED.

Rule VI

Rule VII.
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The following exercises should be practiced very slowly at first, after which the speed may be gradu-
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ExerciEgﬁiiﬁ‘-’ jor and Minor Seconds for the Toe and Heel
Employing Both Short and Long Keys

The following exercises. call for a sliding
motion of the heels. upon the keys.

Immediately following the pressure of the
heel upon the long key, let the foot turn with a
slight motion of the ankle, and slide easily into
position for the next key. Care must be taken in
this sliding motion upon the heel that the key
be kept firmly pressed down.

Let the knee follow the movements of the foot,
and assist in guiding its direction, at the same
time keeping constantly in mind the idea of free-
dom and elasticity of the ankle-joint. This is
as important in pedal playing as the correct position
and action of the fingers, wrists and arms s in piano-
forte playing.
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Do you thoroughly understand the instruction given in this lesson, and have you had any
difficulties in applying the instruction to the ewercises, which you have been unable to
overcome? If stl), state your difficulties and ask questions in the spaées marked “Q; 1”
“Q. 2,” “Q. 3”; your questions will be answered in the spaces marked “Answer.”

Be very specific in your questions, and refer to the parjticular parts of the text matter or

exercises with which you have had difficulty.
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Examination Paper for Lesson No. 3

Class Lettersand No..................
Name. : o

) Account No..

Town. . . . oo weEE § 8 eEwes
Write name, address and numbers plainly.

1. Write and name the pedal signs employed in these lessons to indicate the toe and heel..

2. Where are these signs placed, in relation to the staff, to indicate the right toe or heel?..

O R R Y 8600000 800000000000 0resvtscervtiocecsdoswesntooncsnsicns

......................................

se0escscscssecesssccsccssnoc e e

4. What kind of a sign is used to indicate that two black keys are to be played connectedly

with the toe of one foot? . .. . w5 GEE BIEE G e § sies .

veee cescee cecsssene sescccssscce escccesccsccss ..-..-ooo----.....‘.......o-‘-coo-...oo-
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ceccecsssscsssecass esecsecsssccsese cssces ©eccseeeccecc0000000000000000 0000000000 000000000
evecesscsccscnse esreractecescsesesss st etascatsssoene sesseesenanse cececsacsasse seeaacsocces

5. (a) What is the meaning of the curved line connecting two pedal toe signs, as in
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e ecsvesoss e D R e R sessesecses st ss e coe e escccecssscscsane
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. . (by What is -the meaniig of the curved line comnecting two pedal- toe signs, as 1in
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7. When playing a succession of notes, with the toe and heel of the same foot, as in Ills.

Nos. 8 and 9, should the toe or heel be raised very high? ..........................
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11. Give several rules to be observed in playing the Pedal Exercises in this lesson........ i
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12. Are you able to practice the Pedal Exercises in this lesson a reasonable length of time

without stiffening the ankles? ... ... . ittt i it it i i
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Lesson NO 4

Studies on Diatonic Intervals Employing
The Toe of Each Foot Alternately

In practicing the exercises of this lesson,
the attack upon the pedals should be made gently,
yet firmly, and with a perfectly relaxed and
elastic ankle joint. The body may be turned
slightly on the bench, as upon a pivot, when-
ever the occasion demands, but the central po-
sition on the bench should not be changed.

Place both feet in position for a proper

attack. While one foot is pressing down a key,

move the other foot quickly into place for the

next position; let the foot swing easily and
naturally from one key to the next, in as near-
ly a straight line as poés‘ible: do not wait an
instant. The mind will thus be on the alert,
and each foot ready for the proper attack,with-
out any hesitation,.

The value of Exercises Nos.1to 12 will
be greatly augmented,if the exercises are trans-
posed and practiced in all the other major

keys.

In practicing the-following twelve exercises of broken thirds, fourths, fifths,sixths, sevenths

and octaves, the student should consider, not so much the various distances between the feet, as the
exact interval which each foot moves. The distance in these exercises is uniform, namely a second.

Broken Thirds
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Broken Fifths
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Broken Sixths
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Exercises Nos. 13 to 24 furnish an excel-
lent progressive study of the diatonic intervals.
‘While one foot moves only a single degree up
or down, the other foot moves systematically
and in accordance with the various intervals of a

second, third, fourth, fifth,sixth or seventh.

3

These exercises (13 to 24) should be prac-
ticed slowly at first. The speed should be in-
creased gradually as greater skill is acquired.
Care must be taken, however, to preserve an
even tempo (without acceleration) through-

out each successive set of exercises.

In practicing the following twelve exercises,bear in mind the exact interval which

foot moves independently.

each
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After having played the above exercises in
their successive order; for acquiringstill great-
er skill and facility; play the exercises again and
repeat each measure several times before pro-
ceeding to the next degree, as follows:

Measure 1, Ex. N0 13
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Measure 1, Ex. N0 14
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Measure 1, Ex. NO 19
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A A

We would further suggest that the student
transpose and practice these exercises (13 to 24)

in all the other major keys
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Lesson NO 4

Studies on Diatonic Intervals Employing
The Toe of Each Foot Alternately

In practicing the exercises of this lesson,
the attack upon the pedals should be made gently,
~yet firmly, and with a perfectly relaxed and
elastic ankle joint. The body may be turned
slightly on the bench, as upon a pivot, when-
ever the occasion demands, but the central po-
sition on the bench should not be changed.

Place both feet in position for a proper
attack. While one foot is pressing down a key,

move the other foot quickly into place for the

next position; let the ft;ot swing easily and
naturally from one key to the next, inas near-
ly a straight line as poséible: do not wait an
instant. The mind will thus be on the alert,
and each foot ready for ihe proper attack, with-
out any hesitation,

The value of Exercises Nos.1to 12 will
be greatly augmented, if the exercises are trans-
posed and practiced in all the other major

keys.

In practicing the.following twelve exercises of broken thirds, fourths, fifths,sixths, sevenths

and octaves, the student should consider, not so much the various distances between the feet, as the
exact interval which each foot moves. The distance in these exercises is uniform, namely a second.

Broken Thirds
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Broken Fifths

A
t
T
&

Broken Sixths

A

7. X%

1
1
&

A

Broken Sevenths

s La 3
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A

Broken Octaves
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Exercises Nos. 13 to 24 furnish an excel-
lent progressive study of the diatonic intervals.
While one foot moves only a single degree up
or down, the other foot moves systematically

and in accordance with the various intervals of a

second, third, fourth, fifth,sixth or seventh.

In practicing the following twelve exercises,bear in mind the exact interval which

foot moves independently.

3

These exercises (13 to 24) should be prac-
ticed slowly at first. The speed should be in-
creased gradually as greater skill is acquired.
Care must be taken, however, to preserve an

even tempo (without acceleration) through-

out each successive set of exercises.

each
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After having played the above exercises in
their successive order; for acquiringstill great-
er skill and facility; play the exercises again and
repeat each measure several times before pro-
ceeding to the next degree, as follows:

Measure 1, Ex. N 13
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Measure 1, Ex. N0 20
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Measure 1, Ex. N° 23
A

A
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1
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A A

We would further suggest that the student
transpose and practice these exercises (13 to 24)

in all the other major keys



Do you thoroughly understand the mstructton ngen in_this lesson and haye you. Jhad..

e

any difficulties in ai)plymg the mstrﬁctloﬁ to the exercises, which you have been unable to
overcome? If so, state your. dlﬂicultles and ask questions in the spaces marked. “Q. 1,”.
“Q. 2" “Q 3”, your questxons wxll be answered in the spaces marked “Answer.”

Be. very specific in your questions, and refer to the particular parts of the text matter

or exercises with which you have had difficulty.
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A COURSE OF PIPE ORGAN LESSONS
By CLARENCE EDDY

" Examination Paper for Lesson No.

; Class Letters and No.
sfeedencde cesveqecanmies

Daocaiyg. Wn
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--Percentage......... oips

Name  ....,....cc....

TOWM.eaeneenasnonesccacasaconmennovesscsssess StAt@ evvivvivivs
Write name, address and numbers plainly.

1. After assuming a comfortable central position upon the organ bench, is it desirable, or
necessary, to shift one’s position ?
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2. How can the highest, or the lowest, pedal keys be reached with either’foot, without

shlftmg or slldmg upon the bench?. ... ..ottt
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3. ‘How should the attack of the toe or Heel be made ipon the pedal keys?
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4. What is the first thing to be done in practicing the exercises of this lesson?............
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5. (a) When both feet are placed in position, and ready to begin playing Exercise No.
1, what is the next move to be made?...........cvvunenn. s &% SRR § § § SR

© 000000 00000000000000000000000000000000000000000000000000000000000000000000000000000000000

eeececcescrsscscccsce ececsecsns R R R R EE R R R )
R R I P I Y

D R R T R I I I I I I I L R R I

© 00 0000 00000000 0000000c0095 0000000000 c600000000000:200008000000000000000000000000000000000

R R R T P P R S R I R S R R R A R T T cses
00 0 000 000000000000 0000000000000000000000000000000000000:00000.000000000000000000000000000

..... D R R R R I R I I R N R RITr Y

7. What should be the relative position of the feet, when playing the pedals below
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8. Upon what scale are the twenty-four exercises in this lesson based?......cvvveveenennns
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10. Have you transposed and played these exercises, in the other major keys, as recom-
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11. Do you find the exercises in this and the preceding lessons very difficult?.............. .
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12. Is it apparent to you that the persistent practice of pedal exercises such as are included

in Lessons Nos. 2, 3 and 4, is improving your pedal technique?............... AT
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A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Lesson NO §

Pedal Exercises Ceonstructed
Upon the
Major and Minor Triads Employing the Toe of Each Foot

. Notice that the intervals of the common
chords,namely the intervals of the first, third and
fifth, are used in their successive order in major
and minor, throughout the exercises on pages 3
and 4 of this lesson.

In measure 1 of each exercise the lowest
note is the tonic which is followed by the fifth

and major third of the triad, viz.:

Sifth

—
- |
. |

Measure 1, Ex. 1 —

+ * <
A Athird
tonic MA-H

In measure 2 the lowest note is the tonic,
which is followed by the fifth and minor third

of the triad, viz.:
Sifth
A
Measure 2, Ex. 1 2F——F—

A

1l

+ A o
A, 0. th
ol min.third

In measure 3 the lowest note is the major
third, which is followed by the tonic and fifth

of the triad, viz.:
mxu'c

A
Measure 3, Ex. 1 Qﬁi‘—"%ﬁd

A %
wmayj. third S th

In measure 4 the lowest note is the minor
third, which is followed by the tonic and fifth

of the triad, viz.:
tonic
A

A
Measure 4, Ex. 1%,#%‘:,

A -'Ath
duin.third”

In measure 5 the lowest note is the fifth
which is followed by the major third and tonic

of the triad, viz.:
maj. third
A

A
i ! 1 )
Measure 5, Ex. 1 =

A A .
-fifzh tonic

In measure 6 the lowest note is thq fifth,
which is followed by the minor third and tonic

of the triad,viz.:
minthird
A
} 1 ) A |

Measure 6, Ex. 1

A 3
tonic

A
Jifth

In playing ExercisesNos.1t012 you should bear
in mind the interval which each foot moves, rath-
er than the space which lies between the feet,

namely: In measure 1 of each exercise  the

left foot moves up a major third,while the right
toe repeats the fifth of the triad, viz.:

ULl

Measure 1, Ex. 1 22— ;
= T

In measure 2 of each exercise. the left foot

moves up a minor third, while the right toe re-
peats the fifth of the triad, viz:
Measure 2, Ex. 1#

. |
3 i |
1 + e |
=+ *bhE °
L A
A

In measure 3 of each exercise the left foot

‘moves up a minor third, while the right toe re-

peats the tonic of the triad, viz:

A

A
Measure 3, Ex 1 et

A

A
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In measure 4 of each exercise the left foot
moves up a major third, while the right toe re-

peats the tonic of the triad, viz.:

A
Measure 4, Ex. 4$
A

A
In measure 5 of each exercise the left foot

moves up a fourth, while the right toe repeats

the major third of the triad, viz.:
A A

Measure 5, Ex. 1@
A

A
In measure 6 of each exercise the left foot

moves up a fourth, while the right toe repeats

the minor third of the triad, viz.:
A A

Messre 6, e 1 ]
A

In order to fix tilese intervals well in mind
and to gain greater facility of execution, each
measure in the exercises given (1 to 12) should
be repeated several times, before proceeding to the

following measure,as shown in Illustrations Nos.
1 to 6:

A A
+——+1 +——+F +——t+¥ +——+1
Ill,N?i —tt—rt—t—r—t—trrr—rr-reerr—r—ru
A A | I | ) § -
ry T n N z n N re
MmNe2 PP —H
A A <
A A
3R E:
A A
T !

A
A
IHNOG__g_ —— 1 —1 —r—1
A

A

In playing Exercises Nos13to24,0bserve that
the right foot moves down the distance of a third or a
fourth, while the left toe repeats the lowest note,
namely: In measure 1 of each exercise the right
foot moves down a minor third, while the left toe

repeats the tonic of the triad, viz.:

A A
Measure 1, Ex 13 Ft—arr—a—]|

AT A

In measure 2 of each exercise the right foot
moves down a major third, while the left toe re-

peats the tonic of the triad, viz.:
A A

Moasure 2, Ex. 13 “Fr—arm—]

AT A

In measure 3 of each exercise the right foot
moves down a fourth, while the left toe repeats

the major third of the triad, viz.:

. A
Measure 3, Ex. 433—2{55%

A T A

In measure 4 of each exercise the right foot
moves down a fourth, while the left toe repeats

the minor third of the triad, viz.:
A

A
Measure 4, Ex.l3%
A

v A

In measure 5 of each exercise the right foot
moves down a major third, while the left toe re-
peats the fifth of the triad, viz.:

A

A
Moasure 5, Ex 13 T p—att—1

A A

In measure 6 of each exercise the right foot
moves down a minor third, while the left toe re-
peats the fifth of the triad, viz.:

A

A
Measure 6, Ex, 13%

A N A

Each measure in the exercises given (13 to

24) should be repeated in the manner suggested

in INlustrations Nos. 7 to 12:

IL.N° 9

Il N° 10




Pedal Exercises Constructed

Upon the Major and Minor Triads

Play these exercises slowly and legato: increase the tempo as you gain greater facility.
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A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Lesson NO 5

Pedal Exercises Ceonstructed
Upon the
Major and Minor Triads Employing the Toe of Each Foct

Notice that the intervals of the cominon
chords,namely the intervals of the first, third and
fifth, are used in their successive order in major
and minor, throughout the exercises on pages 3
and 4 of this lesson.

In measure 1 of each exercise the lowest
note is the tonic which is followed by the fifth
and major third of the triad, viz.:

fifth
Measure 1, Ex. 1 S%E

tonic maf_tﬂiﬂ
In measure 2 the lowest note is the tonic,
which is followed by the fifth and minor third

of the triad, viz.:
Sifth

A
Measure 2, Ex. 1 F————

il

A g
A . oninthird
tonic mer

In measure 3 the lowest note is the major
third, which is followed by the tonic and fifth

of the triad, viz.:
tozu'c

A
Measure 3, Ex. 1%

A
maj third Fifth

In measure 4 the lowest note is the minor
third, which is followed by the tonic and fifth

of the triad, viz.:

tonic
A =N
1 1 . |

Measure 4, Ex 1 =t

A A /)
min.third Sifth

In measure 5 the lowest note is the fifth
which is followed by the major third and tonic

of the triad, viz.:
mnayj. third

s S
Measure 5, Ex. 1%___.}:4":E
A

2 y tonic
fifth

In measure 6 the lowest note is the fifth,
which is followed by the minor third and tonic

of the triad,viz.:
minthird

Measure 6, Ex. 1

tonic

f{;tk
In playing ExercisesNos.1to12 you should bear
in mind the interval which each foot moves, rath-

feet,

namely: In measure 1 of each exercise the

er than the space which lies between the

left foot moves up a major third,while the right

toe repeats the fifth of the triad, viz.:

T | 1
&

-
A

Measure 1, Ex. 1 E.
=

A

In measure 2 of each exercise. the left foot
moves up a minor third, while the right toe re-
peats the fifth of the triad, viz:

Measure 2, Ex. 1 S‘b;
=

A

Ll

>

In measure 3 of each exercise the left foot

‘moves up a minor third, while the right toe re-

peats the tonic of the triad, viz:

A
Massurs 3, Bx. 4 %
A

A
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In measure 4 of each exercise the left foot
moves up a major third, while the right toe re-

peats the tonic of the triad, viz.:

A
Measure 4, Ex. 1$

A A
In measure 5 of each exercise the left foot

moves up a fourth, while the right toe repeats

the major third of the triad, viz.:
A A

Measure 5, Ex. 1 _3%
A

A

In measure 6 of each exercise the left foot
moves up a fourth, while the right toe repeats

the minor third of the triad, viz.:
A A

Measure 6, Ex. i%
A

A
In order to fix these intervals well in mind

and to gain greater facility of execution, each
measure in the exercises given (1 to 12) should
be repeated several times, before proceeding to the
following measure, as shown in Illustrations Nos.
1 to 6:

m.No 1 =%

rn
1

A A
e e

— T T I
X 23 . 1 11 A 1
1 T T

ILNo 2 =X——

II1.No 3

TLNo & >

IllN°6§ o ————— | o e e | ——11f
A :

s

In playing Exercises Nos13to24,0bserve that
the right foot moves down the distance of a third or a
fourth, while the left toe repeats the lowest note,
namely: In measure 1 of each exercise the right
foot moves down a minor third, while the left toe

repeats the tonic of the triad, viz.:
A

A ]
Measure 1,Ex 13 %

A L A

1. 0.No. 5

In measure 2 of each exercise the right foot
moves down a major third, while the left toe re-

peats the tonic of the triad, viz.:

A

A
Measure 2,Ex. 13 %

AT A

In measure 3 of each exercise the right foot
moves down a fourth, while the left toe repeats

the major third of the triad, viz.:

A A
Measure 3, Ex. 13%@

A T A

In measure 4 of each exercise the right foot
moves down a fourth, while the left toe repeats

the minor third of the triad, viz.:
A

A
Measure 4, Ex13 ottt

A ! A

In measure 5 of each exercise the right foot
moves down a major third, while the left toe re-
peats the fifth of the triad, viz.:

A

A
Measure 5, Ex.13 et

A A

In measure 6 of each exercise the right foot
moves down a minor third, while the left toe re-
peats the fifth of the triad, viz.:

A

/ A
Measure 6, Ex, 13%

A ! A

Each measure in the exercises given (13 to
24) should be repeated in the manner.suggested
in Illustrations Nos. 7 to 12:

II.N? 7
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Pedal Exercises Constructed

Upon the Major and Minor Triads

Play these exercises slowly and legato: increase the tempo as you gain greater facility.
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A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Lesson No. 6

Pedal Studies on Broken Major and Minor Cherds
Employing the Toe of Each Foot Alternately

Observe that the exercises in this lesson
are constructed according to the same har-
monic design, and are evolved through similar
chromatic progressions, as the exercises found
in Lesson NO 5; also that the first, third
and fifth tones of each chord, are given as
the lowest note of every exercise, in major
.and minor succession.

The chord at the beginning of each ex-
ercise is the harmonic basis upon which the
study is constructed, and shows at a glance
the exact location of every interval belonging
to that chord, namely; the first, third, fifth
and octave.

Before practicing each pedal exercise the

. student should play upon the manual, and name
the chord upon which the exerciée is built, thus
fixing its name and its different intervals well
in the mind.

By committing each chord to memory, as
suggested above, the exercises will prove sur-
prisingly easy and of very great value.

After placing both feet upon the pedals
in readiness for playing, the student has only

to consider the interval each foot is to be moved.

In measure 1 of Exercise N2 1, the left toe
is to be placed on the lowest C and the
right toe over the lowest G: in each case the

toe should be rather close to the short key, viz.:

Measure 1, Ex. ‘NQ 1
¥
A

Now press the C down with a prompt and
firm attack from the ankle joint of the left foot,
and at the instant the right toe attacks the G,
let the left foot move up a major third, quickly,

and remain in readiness for a prompt attack upon

the E, viz.: Measure 1, Ex. N¢ 1

= = =
4 T

A

ni

In a similar manner let the right foot
move the interval of a fourth,for a proper at-

tack upon the C, viz. :

Measure 1, Ex.N? 1
=¥ A 2

f=4
z 1

and so on throughout the entire exercise.

At first practice very slowly and strictly
legato. The tempo may be increased gradually,
but not to so great a speed that a legato touch

is impossible.

Copyright 1913 Siegel - Myers Correspondence School of Music International Copyright Secured.
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Pedal Exercises on Broken Major and Minor Chords
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After having practiced the above exerci- Ex. N¢ 2 (b), C minor A3
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ses in the manner described, the following Ex- : = = = =
S

ercises Nos. 2 (b), 3 (b), 6 (b) and 7 (b), and
all similar exercises may be played togreat ad-
vantage by using the heels upon the long pedal
keys, which immediately follow the short pedal

keys.

siderably the performance of passages such as

- these.
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This method of pedaling facilitates con-

Ex.N¢ 3 (b),A flat major

e A

A
Ex.N? 6 (b),F minor
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Ex.No¢ 7 (b), D flat major
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Lesson No. 8

Twelve Major Scales for the Pedals

In playing scales upon the pedals, it is necessary to cross
the feet more or less according to their position, but for the
sake of quietness and repose all unnecessary movements of the

body should be avoided.

In order that the lowest and highest keys may be |
reached comfortably with either foot, a slight turning of the \
body cannot be avoided, but the player is cautioned against |
sliding along the bench. A central position on the bench \
should be maintained at all times. If it is absolutely impossible |

111, No. 1

to reach the extreme ends of the pedal board, without sliding
along the bench, it is probable that the bench is too high, and
should be adjusted to meet the requirements of the player

A succession of natural, or long keys may be played by
the toe and heel of either foot in various ways; for instance,
in the scale of C major the keys of the first octave may be
played with the left foot alone, and the keys of the second
octave with the right foot alone, as shown in Illustration No. 1.

In crossing the feet upon the pedals it is most natural to pass the right foot over the left below middle C, and the

left

foot over the right absve middle C. This may, therefore, be taken as a general rule, to which, however, there are many

exceptions, particularly wherever the short or black keys are used.

The keys of either octave may be equally divided
between the two feet, as shown in Illustrations Nos. 2 (a)
and 2 (b):

. No 2 (a)

The act of turning the ankle and sliding
very difficult and awkward; in fact this method of pedaling is
extensively; it is therefore much better to use both feet alternately

CROSSING THE FEET BELOW MIDDLE C ‘[

I1l.
No. 4
(a)

(Protected
by U. S.
Patent)

To prevent any interfering of the feet in passing, when
crossing the feet below middle C; the right foot must be placed
in front of the left foot, with the heel slightly raised, as shown
in Illustration No. 4 (a).

In the scales of G and D major, the keys of either octave
may be divided between the two feet, as shown in Illustrations

Nos. 3 (a) and 3 (b):

the foot, in the 2nd and 3rd measures of Illustrations Nos. 3 (a) and 3 (b), is

are used

impracticable in all scales in which the short keys

CROSSING THE FEET ABOVE MIDDLE C

I11.
No. 4
(b)

(Protected
by U. S.
Patent)

To prevent any interfering of the feet in passing, when
crossing the feet above middle C; the left foot must be placed
in front of the right foot, with the heel slightly raised, as
shown in Illustration No. 4 (b)

Copyright 1913, Siegel-Myers Correspondence School of Music. International Copyright secured.
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; . = : 4 < < . A A O
llustration No. 5 shows the exact pedaling used in playing the scale of C major oy e e s
. . . . . 1
ascending, in which the left foot moves under the right foot in two places, namely on F and A. _?'1'__3'_3'_54 .
' A
A ©

PLAYING THE SCALE OF C MAJOR ASCENDING

In the ascending scale of C major, where the left foot
passes under the right foot on F (see Illustration No. 5), the
right toe must play the E close up to the black keys, with the
heel well raised; the left toe then moves freely under the right
foot and is placed on F, as shown in Illustration No. 6 (a).

TIllustration No. 7 shows the exact pedaling to be used in playing the descending scale
of C major, in which the right foot passes over the left foot in two places, on G and E.

PLAYING THE SCALE OF C MAJOR DESCENDING

In playing the scale of C major descending, where the
right foot passes over the left foot on G, the left toe must
play the A several inches from the short keys, with the heel
well raised; the right toe then moves freely over on G, as
shown in Illustration No. 8 (a)

The best system of pedaling is of course the one
which is most natural, convenient and conducive to facility of
execution. Inasmuch as the short keys call for a use of the
toes alone, a quite frequent use of the heels upon the long
keys is a logical conclusion. Whereas, a liberal use of the
heels, naturally gives far greater control over the pedal-board
than can be obtained by the toes alone, it stands to reason
that a method based upon the joint use of the heels and toes
must be the most satisfactory one.

The following major scales have, therefore, been
“pedaled’”” with this system in view; they should be played
strictly legato for the present.

In the ascending scales of C major, G major and D
major, the left toe passes under the right foot. In the
descending scales of C major, G majorand D major, the right
toe passes over the left foot.

In the ascending scale
of A major, the left toe pass-
es under the right foot at D,
asshown in Illustration No.9: A © A

111.No. 9 A
%

+
2 5 I 1 T

PLAYING THE SCALE OF C MAJOR ASCENDING

111,
No. 6
(b)

In the ascending scale of C major, where the left foot
passes under the right foot on A (see Illustration No. 5), the
right toe must play the G close up to the black keys, with the
heel well raised; the left toe then moves freely under the right
foot and is placed on A, as shown in Illustration No. 6 (b).

I11. No. 7
1 S A A A
! - T ' i g I
1 1 1 1 I 1
&fi £ e s et et ﬂ
A A >

o A
PLAYING THE SCALE OF C MAJOR DESCENDING

In playing the scale of C major descending, where the
right foot passes over the left foot on E, the left toe must
play the F several inches from the short keys, with the heel
well raised; the right toe then moves freely over the left foot
on E, as shown in Illustration No. 8 (b)

and over the right foot at
Fz, as shown in Illustration

NO. 10 —T +-

I11.No.10
o

In the descending scale
of A major,theright heel pass-
es under the left foot at E, as ——t—1
shown in Illustration No. 11: A

! I11. No.
and the right toe passes over the il

left foot at C# as shown in ] 1
Illustration No. 12: e o

In the ascending scale of  11.No.13
E major, the left heel passes ' ——
under the right foot at A, as =
shown in Illustration No. 13: o




111. No. 14
[¢)

and the left toe passes over the p—A 0O
right foot at C#, as shown in }

Illustration No. 14: AT

In the descending scale m.Ne.1s ,
of E major, théright heel passes
under the left foot at B, as ——
shown in Illustration No. 15:

Il.No.16 "
and over the left foot at G#%, as e S S
shown in Illustration No. 16:

@ A
In the ascending scale of B major, the left toe passes
over the right foot at G¥, as shown in Illustration No. 17:

111, N9. 17 A o

p. A o A

. i T T T
T T 1 1
T A

o A

" In the descending scale of B major, the right toe passes
under the left foot at F#, as shown in Illustration No. 18:
I.No.18 A o 4

IIgf—#F A o A
) (O N (NS 4 ¢
1 I N A S

A ) T A

particular care being taken to place the left toe far back on
the G#, with the heel very high.

In the ascending scale of F# major, the left heel passes
under the right foot at B, as shown in Illustration No. 19:
Il No.19 "

T I 1 1

o
A=A A

and the left toe passes over the right foot at F#, as shown in
Illustration No. 20:

1i1.No. 20

In the descending scale of F# major, the right heel passae
under the left foot at E, as shown in Illustration No. 21:

ILNo.21 .

and the right toe passes over the left foot at A#%. as shown in
Illustration No. 22:

111. No. 22

In the ascending scale of D? major, the left heel passes under
the right foot at F, as shown in Illustration No. 23:

111. No. 23 5 @

REr = ss=S |

A

and the left toe passes under the right foot at Ab, as shown in
Illustfation No. 24:

I11. No. 24

b I ) ——
L

A

and the left toe passes over the right foot at D?, as shown in
Illustration No. 25:

111, No. 25 A O

A A
A A '

3
In the descending scale of Db major, the right heel passes
under the left foot at C, as shown in Illustration No. 26:
Il.No.26 , o

"
I I—1 —1

and the right foot passes over 111. No. 27 A A
the left foot at G” and Eb, as =
shown in Illustration No. 27: A

In the ascending scale of AP major, the left heel passes
under the right foot at C and F, and the left toe passes over
the right foot at AP, as shown in Illustration No. 28:

IH.No. 28 A
T

3 i e pa— e ¢

A O A T 06 K

In the descending scale of A” major, the right heel
passes under fhe left foot at G, and the right toe passes over
the left foot at E” and BP, as shown in Illustration No. 29:

A
I11.No. 29 o A LA
; E E 1 1 11 1 g Il
A © T o

In the ascending scale of Eb major, the left toe passes
over the right foot at A”, as shown in Illustration No. 30:

I11. No. 30

1 y Q T
/.4 i ) | =
A © A
and the left heel passes under the I.No.31 , = . ,
right foot at C, as shown in Illus-
tration No. 31: ; R

In the descending scale of EP major, the right toe passes
over the left foot at B?, as shown in Illustration No. 32:

HNLNo.B2 6 A o , A

T T [5)

and the right heel passes under the left foot at G, as shown
in Illustration No. 33:

Ni.No.33 A o o

A o

In the ascending scale of B” major, the left toe passes
over the right foot at E” and B”, as shown in Illustration
No. 34: 3 :

11.No.34 = o A o A
L J 1
Ao T A A

In the descending scale of B” major, the right toe passes
under the left foot at A, as shown in Illustration No. 35:

A
I11. No. 85 >

-A o A
QEE — 1 1 II
1 1T

L.

and the right heel passes under the left foot at D, as shown in
Illustration No. 36:

I11.No.36 5 o

In the ascending scale of F major, the left toe passes
under the right foot at C, as shown in Illustration No. 37:

I11.No.37 A;

= ¢

A_o A

Il
—I

AO" AT+

In the descending scale of F major, the right toe passes
over the left foot at Bb, as shown in Illustration No. 38:

I11.No.38
A




Twelve Major Scales for the Pedals

In playing the following scales upon the pedals: First, sit quietly and in an easy relaxed position
upon the bench, Second, when playing the highest and lowest keys upon the pedal board, you may
turn the body as upon a pivot, however do not slide along the bench. Third, play these scales slowly,
carefully and as legato as possible, counting aloud as you do so.
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Lesson NO 60

Prelude and Fugue in C Major (J S Bach)

The “Eight little Preludes and Fugues” from
which this excerpt is taken, belong to the earliest
period of the organ compositions by the great
Johann Sebastian Bach. They were evidently
intended for instructive purposes, for,in form and
contents they are somewhat “sketchy” and meagre
when compared with his later works; neverthe-
less, they are forerunners of Bach’s great art of
organ playing, and deserve to be studied in a con-
scientious and painstaking manner, if not indeed
in a reverential spirit.

Bach left very few, if any, indications as to
how his compositions should be played, not even
in the matter of tempo, while registration and
phrasing are left almost entirely to the discretion
of the player. There is a certain style, however,
in the interpretation of music of this period, and
particularly that of Bach, which is recognized as
traditional. This applies to all contrapuntal mu-
sic, such as fugues, trios and thematic part-writ-
ing. The most important requisites of this style are:

1. Steadiness and strength of rhythm.

2. Evenness and clearness of melodic figur-
ation and design.

3. Significance of phrasing

4. Fine sense of proportion.
5. Nobility of character, etc.

All of these however, may perhaps be summed
up in the words: “sound judgment and good taste’
The conception of these features of expression
varies widely in different countries and with dif-
ferent people. For instance, in the matter of
tempo alone, as applied to Bach’s compositions,
the German organists, as a rule play everything

very much slower than those in England orinthis

NOTE: The Measures referred to in the text are numbered in .
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e music.

country. After an extensive study of the music
and characteristics of this great master, the ten-
dency is to define fhe phrases more clearly and
to play with greater repose.

This Prelude is characterized by a quiet dig-
nity rather than any great degree of brilliancy.
In order that the performance of this composition
may be consistent with its character, it must be
played with a positive rhythmical swing in mod-
erate time. A fairly full organ should be used, re-
serving the reeds and mixtures of the Great Or-
gan for the repetitions.

After arranging the stops,as indicated, com-
mence playing on the Great Manual with both hands.
Attack promptly the first pedal note, C, with the
left toe, giving it a decided accent: E

Play the 16th notes perfectly even *
and legato throughout the Prelude, making no
break between the phrases. Do not fail to accent
the first and third beats of each measure, as
you will remember that the first mentioned beat
receives the primary accent, and the last men-
tioned beat the secondary accent; also that the
effect of an accent is obtained by giving a slight
stress on those notes intended to be accented.
When a figure is repeated, the initial note of the
first figure receives a strong accent, while that
of the second figure receives a weaker one, as in

measure. b Meawed Lo . =

Observe with special care all of the rests,and
Measure 2

always release the keys

(pedal as well as manual)

exactly on the rest, as

in measure 2.




We speak of this, particularly, as it is of the
utmost importance that the fingers and feet be
raised from the keys at precisely the proper in-
stant. This point cannot be too strongly empha-
sized. Be sure that you observe the dasheswhich
you will find written under, or over many notes
throughout this composition. These dashes, -as
you know, indicate that the notes are to be held
for their full time value. The notes which are
marked with the dash and a dot should be slight-

ly shortened, as in measure 2:

Measure 2

When a single note is repeated a number
of times, as in measure 5, each note should be
slightly detached, and the foot should leave the
key only long enough to repeat each note dis-
tinctly. The first note of each group, however,
should receive a particular stress,or accent, in

order to maintain uniform rhythm.

Measure 5

e |
T e — .
The last notes of a phrase, as in measure 10,
and in fact all similar phrases,should be shortened

one half their length. By so doing each phrase may

be actually separated from the one following.
Measure 10

‘!'—V
\

Be sure that you connect all notes which are
slurred together, properly: the first nofe in a phrase
of two, is accented and the second note, as a
rule, loses one half its time value. I1l. N1 (a)

and (b) shows how slurred notes are written and
how they should be played.

as written ety
R === ==

as played
(b) =K

Ill. N2 1

P. 0. No. 80.

As a rule, continuous plirases of more than
two notes are not detached, but played legato with
merely a slight “dwelling” upon the first note of

each group, as follows (Measure 9):

/)
W —
Measure 9 P

The trill at the end of measure 11 is played in
this manner: >
Measure 11 '
(54 gy

The trill at the end of measure 35 should be
treated as follows:

==
Measure 35 fh—¢ 2o % o ¥4,
D —

In measure 42 the trill is played in this manner:

Measure42£ '||||’ 1
: w> z

In measure 45 the trill is played the same as

At the close of the Prelude a slight ri¢ardan-
do is customary, but at the end of the Fugue one

can indulge in a broader and more extended slack-
ening of speed (ritenuto) thereby indicating the
should be
perfectly gradual,and not in any manner over-done.

The fermata,or pause,over the final E’?
chord may be held at the discretion of )[¥
the player, but good judgment in this
instance would dictate that the »éfard ~
begun in the last measure but one, be =
carried gradually through the last measure, and
that the chord be promptly released upon the
first beat following that measure.

The theme of the Fugue should be‘“given out”
in precisely the same tempo as the Preludebut with
very marked and positive rhythm. Due value
must be given to each individual note and rest.
The same“pointing” should be carried out at each
entrance of the theme throughout the entire com-
position, thus preserving its inherent character.

Above all do not hurry! Many organists
seem to have acquired a habit of “running away,”
especially when playing anything of a contrapun-
tal nature, like fugues, and the effect is always
restless, confused and unsatisfactory.

final close. The rifenuto, however,

iD
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Do you thoroughly understand the instruction given in this lesson, and have you had any
difficulties in applying the instruction to the composition, which you have been unable to
overcome? If so, state your difficulties and ask questions in the spaces marked “Q. 1,7
“Q. 2,” “Q. 3”; your questions will be answered in the spaces marked “Answer.”

Be very specific in yodr questions, and refer to the particular parts of the text matter or

composition with which you have had difficulty.
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CHICAGO, ILLINOIS

A COURSE OF PIPE ORGAN LESSONS

By CLARENCE EDDY
Examination Paper for Lesson No. 60
Class Letters and No.
{ Account No. -

Write name, address and numbers plainly.

1. Should the last note or notes of a phrase, such as are found on the third beat of meas-

ures 7 and 16, be shortened? & % T

2. (a) Will this rule apply to the final notes of the phrases in measures 24, 30 and 467
(b) If not, state briefly how these measures should be played.
00060000 0000000000000000000000000000000000000000000000006000680666086066000808606000060000006

ececoccse essescccse esccee $ 00 00000000000:0000000000000000000000000000000000008

3. Describe as briefly as possible the method of obtaining effects of accentuation when play-
‘iv‘nlg legato upon the organ.

© 0000 0000000000000000000000000000000000000000000000000000000000000000000000000000000000000
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............. © 8P 0000000000000 000000080 0000t ecs00ss00ce0scce0cs0eescsss00s0s0t0srss 000
©0cce00000rss0000000000000000000 0000 ®e0cccscccsccssscsonssrssne ®ecccccecccscscsssccccne
*e 000000000000 00000000 000000 cs 00 s0000s0c0000 000 ®ecevccscrsssscccscscnns eecceecsscovecvcne



4. What is your idea of the term “phrasing”?................ ... .. ... it

0 060000060606 0000080000000000000000000¢6000000000000000000000000000000000000000000000000000000

4006 6060000600000 0000006000000 e000c00000eeessseecssssscnssessesssecssossostososocscsocscccccoons
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+00900800060000000000000000000000000000000000000000000000000000000s0000ocs00sccscrcsrascsans
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5. How should ‘continuous passages of contrapuntal notes be playved, such as are found in
measures 2 to 6 and 15 to 19? .

6. Of the requisites of style, named in Lesson No. 60, in connection with the music of
Bach, which do you consider the two most important? ..  .....

©eeeececsesescnaseseesestesesescastonessatsassecsennecetesectsessateccetsstasassenssccaces

6000000000080 0008000000000000000000000000000000000000000000:000000000000000000000c000000 000

7. (a) From your study of music of this character do you generally accelerate or retard

the tempo? ....... wonswr wxs na @0 wiesee d 34 RARGIES B SF GE W WMEEE  §F MW ¥E s oPTsEes s

R R R R R R eeeecscevscscss e eseeccccscoossvscsecssssannrssssne

(b) State where, in the composition in this lesson, you would consider it permissible to

make either of these changes.
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8. (a) If this Prelude and Fugue are played upon an organ of three manuals what changes

of registration would you suggest?..........c.c..o..nt 4 S € § & S eeees 3 blomennd

essbbss creincecasn .-.o.q...o.......---.-.o..--.-o..---..oo-oooo.o-..a--ooo-on--ooo..a--.-

.-v..-....o-.-----....o-..o.-.--..............-..'-..-.-o--.-..--.---oo---.-o-.--o-..-c.-.

(b) 1If this Prelude and Fugue were played upon an organ of two manuals what changes

of registration would you SUgZeSt?.........oeeeiieiiiiiiiiiiiiaiiiiitieiiaenees .

cessesccssessess e

e ocececsssessss s seseses 00 s csssesO st
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The following questions are much in the nature of a review; however, they refer particu-

larly to this lesson:

9. What is the significance of the dashes placed over the notes, as in measure 2?..........

--.-'--..--.o-...-.o--.o.-.--...-...-......----.----..--.-.--a-o.-..o-.-o..-o..o-...no-o--'

ceeese eessscece eesssceseessssssecccssece

.-..-o-...-..-..-o...----o.---..-o...-..-o.......-.-.-.--..--....o.-----o.n-...o.-oauoo-o-

10. What- is the meaning of the dots placed under the dashes, written over the notes, as in

measure 27 .. . .......

eeccscssscccccccnce 0000000800 0000000000°°000000000000000000000000000000000000000000000000 00

e R R R R R R R R R ececssssesssssne eesscssssee eecsvescsscscs

11. (a) When two notes of equal value are slurred together, as in measure 28, how should

they be played?........ooiiiiiiiiiiiint

12. When groups of three or four notes are repeated. as in measure 10, should they always
be detached? ...... ..ci tiriiiiiit it e e

0000000000000 0000000000000000000000000000000000000000000000000000000000000000000000000000°
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Lesson No. 150

Fantasia and Fugue in G Minor (J. S. Backh)

In the whole realm of organ music there is probably
no composition which stands out more conspicuously than
this great Fantasia and Fugue. It represents Bach’s
supreme genius in the grandeur and splendor of its con-
ception, the strength and solidity of its outlines and pro-
portions, the simplicity, and yet wonderful nobility of its
structure, and finally in its embodiment of the true spirit

of the grandest of all musical instruments, the pipe organ.

This Fugue is known as “The Big G minor Fugue,” A

and fully merits this title, inasmuch as it is dig in every
sense of the word. In contradistinction to this title, the
other Fugue in G minor, published in the Peters Edition
(Vol. 4, No. 7), which has already been discussed in
these lessons, is known as ‘‘The Little (or lesser) G minor
Fugue.”

The tempo of the Fantasia is obviously very slow and
majestic, in keeping with its extraordinary proportions
and tremendous power. Although Bach provided no in-
dications as to the desired tempo, yet, judging from
the general style and characteristics of the music, we
may safely assume that the Fantasia should be played
throughout in a stately and dignified manner: we have
therefore designated the tempo as A4dagio, and placed the
This will
enable the player to keep the rhythm at a more even

metronome mark at 48, for eighth notes.

and unswerving tempo than would be possible with only
four beats to the measure, especially during the long
passages of thirty-second notes.

The preparatory registration for a large four manual
organ has been indicated at the beginning of the Fantasia.
If the organ is equipped with only three manuals, the
changes of effect which have been suggested, by omitting
or adding the Crescendo, or Sforzando, Pedal (see measures
3, 9 and 48), may be approximately secured by throwing off
or adding, ds the case requires, the reeds and mixtures of the
Great organ. If the organ has only two manuals, the Choir
organ part may be played upon the Swell manual, and
the various contrasts in degrees of power secured by
employing the Swell organ in some of the places marked
for the Great organ, such as in measures g and 25.

The Pedal organ combinations should always be appro-

priate in quality of tone and power, to the demands of
the manuals which they are supporting.

Observe with particular care all of the rests, and
in measures 1, 2 and 3, see that the left hand and left
foot leave the keys exactly together at the proper time,
The notes at the end of the

phrases-in measures g and 14, viz.:

as indicated by the rests.

Measure 9

i

PP

should be shortened about half their actual length. Such
cadences are also found in measures 15, 20, 24, 25, and
31; but the chords just preceding a full rest, as seen in
measures 35, 44 and 48, must be held for their full time
value. The rests immediately following each of these
chords are intended to break the rhythm, and should be
giv.en their exact time value.

The ornaments (trills, etc.) are written throughout
the composition precisely as Bach left them, but are in-
terpreted as follows:

The mordent, A+, over the soprano note G in the
first group, measure 1, is written thus:

E==""0s

and played as follows:

() :

T — 1 g T —1 1 |

S ™S S . ——
-

The trill, aav, over the third G, in the second group,
measure I, is written thus:

COPYRIGHT, 1913, S8IEGEL-MYERS CORRESBPONDENCE 8CHOOL OF MUSIC. INTERNATIONAL COPYRIGHT S8ECURED.
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and played as follows:

), b5 e, pPePetea,nP
===

The trill, Amn~v, over the third D in the fourth group,

measure I, is written thus:

1 faasd

and played as follows:

The trills, #, under the dotted sixteenth notes B in
Vavavavd

the second and third groups, measure 15, are written thus:

D
4 W P B
I.=_YIZI‘"

The sharp over the trill means, of course, that the
note above the principal note must be played sharp.
The same example occurs twice in measure 44: it is

written thus.:

Several mistakes occur in the original edition which

we have attempted to correct. In measure 15, the first

note of the third group, marked -}, originally written E
natural; should be D natural, in order to conform to the

diminished chord of B natural, viz.:

Likewise in measure 19, the final chord, which is tied

over into the mext measure, should have E natural, and

not E flat, viz.:

(&
I

P. 0. 150

In measure 11, the sixth note of the soprano part,
originally written E flat, should undoubtedly be E natural,
in order to correspond with the same figure in the alto

part, immediately following, viz.:

In measure 24, the note just before the final F sharp
in the soprano part, should be C instead of D, as original-

ly written.

In measure 42, the second group in the soprano part,

originally written thus:

In measure 44, the resolution of the first chord should
be into the diminished instead of the dominant seventh

chord. It was written thus:

v >

1
but should be played as follows.:

+

P >

f

To correspond with this resolution, the first note of

the third group in measure 44 should be B flat instead

of B natural, as formerly written, viz.:

In measure 48, the tied note C sharp, in the pedal

part, viz.

is made much more ponderous and impressive, if it is held
at least the length of a quarter note, while the manual

parts rest exactly as indicated.
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7. If an accidental is pleeed over aor under cither the mordent or the trill¥sign what does
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ever extend into the measure following the one in
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10. What are some-of the ‘most important-requisttes for maintaining strength -and steadiness
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11. What methods would you employ. for defining accentuation. without resorting to the
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12. In playing the Fantasia what general registration would you suggest for.a.three manual
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13. In playing the Fantasia what general registration would you suggest for a two manuﬁ]

organ?
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16. In changing from the Gt. to.the Sw. QOrgan, as indicated in measures-9-and 25, would




Do you thoroughly understand the instruction given in this lesson, and have you had any
difficulties in applying the instruction to the composition, which you have been unable to
overcome? If so, state your difficulties and ask questions in the spaces marked “Q. 1,”
“Q. 2,” “Q. 3”; your questions will be answered in the spaces marked “Answer.”

Be very specific in yowr questions, and refer to the particular parts of the text matier or

composition with which you have had difficulty.
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.A COURSE OF PIPE ORGAN LESSONS
By CLARENCE EDDY

Examination Paper for Lesson No. 150
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1. What are the chief characteristics of the Bach Fantasia in G minor?... ....... 45 .
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4. Give a written example of the manner in which the mordent should be played......... .
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6. Give a written example of the manner in which a trill should be played
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SIEGEL-MYERS

Correspondence School of Music
Chicago, Il

A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY

Lesson No. 151

Fantasia and Fugue in G Minor (J. S. Bach)

(CONTINUED FROM LESSON NO. 150)

The theme of this wonderful Fugue is most remark-
able for its melodic and rhythmical character, its virility
and life, and its contrasts and clarity

Bach left merely the notes of the theme, as follows:

It is not known how the composer intended this theme
to be played, as there are no signs of phrasing, marks of
touch, indications as to the tempo, nor suggestions regard-
ing the registration; thus the interpretation of the Fugue
has been left entirely to the judgment of the player.
If we examine the theme carefully we shall find that as

to form, there are three general divisions, as follows:

M g 2 I3 |

o “

The melodic figure of the 3rd division is merely a
repetition of the 2nd, while the 1st division consists of a

repetition of this short phrase:

Therefore, the entire subject really has four subdivi-

sions, as follows:

A
” AN ) Ere——
XL IS
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If we separate these divisions, and accent the 1st
and 3rd beats of each measure, we shall have six strong

rhythmical pulsations, as follows:

By separating the eighth notes, in each of the follow-

ing groups of four 8th mnotes,

==

and playing the first three notes marcato, or half-staccato,

in this manner:

the rhythm and phrasing will be still more clearly defined,

and the theme enhanced by even greater strength and

vigor, as shown below:

This style of phrasing should be observed at every
entrance of the theme throughout the entire composition.
In character the Fugue is bright and joyous. It
should be played moderately fast, or Moderato con moto,
with quarter notes at about 72 M. M, and the tempo should

remain unbroken from beginning to end. T‘here must

INTERNATIONAL COPYRIGHT SECUREN.
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be no dragging nor hurrying, excepting perhaps, a natural
feeling of warmth and animation, which should emanate
from the character of the Fugue itself, thereby preventing

a sluggish and mechanical performance.

Some organists play Bach in an utterly ‘‘wooden’’
and lifeless way, without a particle of life or sentiment,
quite as if lead were fastened to their fingers. Such a

style of playing is as hopeless as it is stupid.

Other organists hurry through the compositions of the
great ‘‘Master’” at such a rapid pace that the individual
tones are never clearly defined, and even the organ pipes are
not given a fair chance to speak. Performers of this type
lack a feeling for rhythm so absolutely, that they lose
control of the tone masses of the instrument, and play

in a hasty, confused and jumbled manner.

This style of playing is devoid of clearness, repose and,
in fact, everything that is in keeping with the true dignity
of the organ style. ‘‘A happy medium’’ is therefore much
more desirable; however, one should always remember
that the organ is a musical instrument, not a machine, and
that it is capable of expressing the loftiest and deepest

musical ideas and emotions.

First, before beginning to play the Fugue, take off the
Sforzando Pedal, and close the Crescendo Pedal, then
reduce the Great Organ to the stops of 8 and 4 feet pitch,
without reeds, and take off the Mixtures and 16 feet stops

from the Swell Organ.

The Pedal Organ should of course be reduced to fit

the requirements of the above combination.

The theme may be given out in measure 1, with the

right hand on the Swell manual (with the Swell-box open),

then, when the alto part enters in measure 4, it should

be played with the left hand upon the Choir manual, the |

Swell Organ remaining coupled to the Choir Organ. In
measure 7, the right hand drops to the Choir manual on

the second D in the soprano part, viz.:

P. 0. 151

In measure 9, ‘where the theme enters in the tenor
part on the final D, the left hand plays upon the Great
manual, the right hand remaining upon the Swell manual
until the 3rd beat' of measure 12, when it drops to the

Great manual, viz.:

Measure 9

TH

Both hands continue on the Great manual until meas-
ure 46, when the right hand returns to the Swell manual

on the 3rd beat of the measure, viz.:

Measure 46 _ Sw.

%}ﬁ# :
i  oamems 1

24 ‘1';

T
|

T S

v

"The left hand follows in measure 47 on the 3rd
beat, viz.:

Measure 47

On the 1st beat of measure 51 the left hand again

gives out the subject on the Great manual, viz.:

Measure 51

el

while the right hand follows on the last half of the 2nd

beat in measure 54, viz.:




FANTASIA AND FUGUE IN G MINOR

(Continued from Lesson No.150 )

Solo - 8 and 4 feet stops
Swell = Full. without 16 feet stops
Prepare {Great - 8 and 4 feet stops without reeds Sw. and Ch. to Gt.
Choir — 8 and 4 feet stops. Sw. to Ch.
Pedal — 16 and 8 feet stops without reeds. Gt., Sw. and Ch. to Ped.

JOHANN SEBASTIAN BACKH
Moderate con moto (J:72) Edited by Clarence Eddy
Sw. 2 Far— 2 %
Fugue (E >’\‘ — . \-' U > o ’-e.-.—-—. -
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ghly understand the instruction given in this lesson, and have you had any

which you have been unable to

Do you thorou
difficulties in applying the instruction to the composition,

overcome? If so, state your difficulties and ask questions in the spaces marked “Q. 1,”

“Q. 2,” “Q. 3”; your questions will be answered in the spaces marked “Answer.”

Be very specific in your questions, and refer to the particular parts of the text matter or

composition with which you have had difficulty.

T T niio o e oo i WA 5 5 94 4 mmpmoviuas @ SR BAESEHSHA LS YV wwan 0 45 4 T RRHERE 0 3 sy £ BAE HEE
................ S e L b
e s om il e B e s 5 ST SRS  SHITsaein » SERRRASHE § o gamieieemene § STAHAGRED £ £ e
e e § 5 ST § ¢ o el PTG TR § S AN 8 8 e ¢ 0 o o v RTS8 B St
TEREE s v ¢ ¢ Fisirsdiinin o o mvieisimaisss 03 58 Eliindans iy mowifitsi o es ¥ Mguieiuste o8 BERSpgaans s 282
.........................................................................................
.....................................................................
....................................................... teecessscesesssssssssccesasesccons
O U ovos simesmmmm e s o gunomed TEETEE Mpepeeses pe BE BRI GRSETIRS LR p e
..................................................
e o 8 BEmeae o § BEEIERERES 5 s woreieie teeeescecssecsssssssassessasscccecesassssecsons
secsssssesscne S ieesessessssssscescsasensnes R R .

..........................................................................................

o--.o---oc-.co--o.-.o..-t-oc-‘-oco‘ov.ol..-.oo..o.o..-.....oo‘-

.....................................................

.......................................................................

eevessscscsessceccso e cessesscescccesvsscccoe ec00escccs00sr0e000000000000000 0000000000000

.............................

Answer. .

e T T TR S TR TR LA R AL A SRS iy escsescscsscsccacse eesecesessescesseseecseereROC o

.........................................................................................

...........................................................

Siegel -Myers Correspondence School of Music

CHICAGO, ILLINOIS
A COURSE OF PIPE ORGAN LESSONS

By CLARENCE EDDY
Examination Paper for Lesson No. 151
Class Letters and No...........
Name... ... -
{ Account No.........ooviiiiiniiana,
TOWNR.  ee e ee e eeeeeees State: :.qi:uumeamniss Percentage..........

Write name, address and numbers plainly.
1. Write the repetitions of the following melodic figure, which occur in the
theme of the Fugue, viz.: ’

)

1
i )

2. Write the repetitions of the following melodic figure, which occur in the
theme of the Fugue, viz.:

f).

R\1V.4

3. Explain briefly what method you would employ in producing, upon the

organ, the accents which are indicated in the following theme..........
- =
mil—_—
8- !
o ~—" —1&
D) ~—" | ~——;

0000000800000 0000 000000000000 c000 0B RO 000
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4. Describe the varieties of touch indicated in the following measure, viz.:. .
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7. How would you interpret the expression; “a happy medium”, as applied

8. (a) Would you consider it in good taste to use the “Doubles” in giving out

the theimie of this FlgléPm s snsmsrmisnsornensms s5ias sasns i msmnims

.....................................................................................

.................................................................
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9. In passing the hands from one manual to another, as in measures 46 and 47
of the Fugue, viz.:

Measure 46 _  Sw. — Measure 47 "
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is it necessary to break or disturb the tempo?.............. ... ... ...
10. Should the tempo fluctuate at all throughout the playing of the Fugue?....

11. (a) In playing compositions of a strict nature such as fugues, are retards
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..........................................................................................
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12. Do you find the free use of the heel convenient, as indicated in the pedaling?

13. Write the trill in measures 32 and 33, as you would play it................
&=
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Chicago, Ill.
A COURSE OF LESSONS
FOR THE PIPE ORGAN
BY CLARENCE EDDY )
Lesson No. 152

Fantasia and Fugue in G Minor (J S. Bach)
(CONCLUDED FROM LESSON NO. 151)

The last three notes of the original tenor part in In measure 110 the trill is played as follows:

measure 60, and the first note of the same part in Measure 110

>/’__‘x

measure 61, interfere with the clearness of the pedal - :
passage, therefore these four notes have been changed, DA i
and measures 60 and 61 which were written thus: %
Measures 60 & 61 l z
) ‘ ) o ° - -
=== : > ===
- SN

In the first half of measure 110 a slight ritard should be

observed, and on the third beat, just after the entrance of

the Full organ, the tempo should be resumed very promptly

In measure 114, immediately preceding the final
chord, a very positive yet gradual ritard should be made.
may be played as follows: The phrasing, which has been indicated in the manual

. part, will add greatly to the rhythmical strength, while
Measures> 60 & 61

the augmentation in the last chords by a few notes will
/1 m 27 oS et teti o

gﬁ , materially heighten the climax.

v The last three measures in the original edition are as
>

nn%v To lole =1> = = | follows:

O —a Measures113, 114 & 115
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In measures 61 and 62 extra precautions are to be

N T — -y —ep—— p——
- Bs—sset H ----------l---------r-l - -
-.ﬂl’—'--- H Igo® < |

I mrmrm mymre ary 1o g 11
- 19 % g%

taken to preserve strong and uniform accents upon the |

first and third beats, in both the manual and pedal parts, The increased harmonies, changes of phrasing, and added
in order that this remarkable passage of sixteenth notes  signs of touch and accentuation, thus transform and enhance
may be perfectly even and clear the already gigantic close of this wonderful composition.
In measure 77 the trill is played as follows: Measures 113 114 & 115 __ — -
2o 5F I Bl L3 TE‘H
Measure 77
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? FANTASIA AND FUGUE IN G MINOR

Concluded from Lesson No. 151

JOHANN SEBASTIAN BACH
Edited by Clarence Eddy
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