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PREFACE

Instruction in the orthodox, traditional style of organ
pleying has long been available and there is no intent, on my
part, to offer any substitute or short-cut to the long, arduous
road that must be followed by the "serious" organ student.

Instead, my courses are aimed at the beginner (Elementary
Course); the pianigt who desires a quick transition to the organ
(Intermediate Course); and the amateur or professional organigt who
wishes to acquire a basic facility in the "popular" style of organ
playing used in theatre, radio, recording, television and other
places of entertainment.

The organ has been very good to me and it is my earnest
desire to pass on to others any knowledge that will further their
enjoyment of this, in my opinion, most satisfying of all musical
instruments.

Grateful acknowledgment is due the late Joseph Schillinger,
whose teachling in composition and arranging gave me the technical
equipnent necessary for the organization of my own theatre, radio
and recording experience into coordinated systems of organ study for
the beginner, planist and more advanced organ student.

To Lucy, my beloved wife, goes my deepest gratitude for
her encouragement and counsel in my teaching, as well as her invalu-
able editing and patient, tireless secretarial work in the produc-
tion of these courses.

In addition, I wish to express my appreciation to
R. W. Freimuth, Retail Sales Manager of Steinway and Sons, whose
vision and steadfast support have helped to make my New York classes
the fulfillment of my dreeams.

As this course enters its second editlon, I am moved to
express my intense satisfaction in the knowledge that it has proven
helpful to thousands of students and hundreds of teachers. Their
commendatory comments are deeply appreciated.

My constant use of the ccurse, in my own classes, has
enabled me to incorporate many practical improvements in this new
edition.

May it continue to merit the approval so generously
expressed.

Jesse Crawford

New York City
September, 1951



INTRODUCTION TO ELEMENTARY COURSE
IN "POPULAR" ORGAN PLAYING

As one who never studied piano or organ, but played the
piano for several years before trying the organ, I can assure you
that the orgen (especially for those who wish to play only for
their own pleessure) is much the simpler of the two.

A plain folk song, in the hands of a novice, can sound
satisfying and sppealing when expressed through the beautiful
tones of the orgsn, but thin and elementary on the pianoc unless
performed by an accomplished pianist in a brillisnt arrangement.
It tekes many years to acquire the piano technique necessary for
such a performance, but I am offering instruction in this organ
course which will enable you to play favorite songs and pieces
from the very first lesson. And you will play from music, not
"by ear" or by the "pick and hunt" method.

The pedal and contrapuntal studies required in formal
organ training are unnecessary for your purpose, and scales,
arpegglos, octaves and other difficult technical devices are
eliminated. Instead, the melodies that everyone knows and loves
are used as practice material.

I have divided the technique of reading and playing
simple music on the organ, into a few fundamental brenches which,
when coordinated, should bring the musical happiness you seek,

namely, self-expression on the "King of Instruments".

froce ot

Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE —— LESSON I,

THE MAJOR SCALE - TREBLE CLEF

Almost everyone is familiar with the major scele as: —
do, re, mi, fa, sol, la, si (or ti).

These seven names are used in & system of "sight singing" known as "Sol Fege"
and commonly used in many foreign countries as & method by which students learn to
read musice.

In modern times, it has become more fashionable to use the first seven letters
of our alphabet for this purpose. I wish I could say that the first scale note
is "A", the second is "B", etc., as in the following arrangements

1
A

2
B

3
c

4
D

5
E

6
F

7
G

oe oo
os o oo
CORNE T T
joe 09 o0
T 1)
(I TR ¥
00 oo oo

But, there is a slight complication inasmuch as the first scale note is cailed "C";
tke second, "D"; etc., as follows:

Alphabet letters : H : H H H H
as applied to the: 1l s 2 : 3 : 4 : 5 : 6 s 7
notes of the : c : D : E : F : G 3 A : B
Major Scale s H H H : H 3

o9 e o0 o0

Now we may begin learning the location of the scale notes on the musical staff,

First, the Treble Clef, sterting and ending with C. Seven notes, seven names,
adding the first note an octave higher. "Octave®™, from the Italian word, "octave®,
meaning eight. Hence, an octave is always the same note eight names higher or
lower.

. O =
WA 9 2 $ o
=~ ©
c D E F G A B c
1l 2 3 5 6 7 8(1)

Middle C;i is the best note to memorize as a "marker" on our path of scale
§ -6~ notes. It is found on the l dded line below the treble staf

After "middle C", the next two lines upward (the 1lst and 2nd lines of the staff)
should be memorized. They are the staff places for "E" and "G" —

"E" on the first line % and "G" on the second

. Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE -- LESSON I (TREBLE CLEF) 8

These three--"C", "E" and "G"-—-are very common as melody notes.

EXAMPLES: "Blue Danube" "Star Spangled Banner"
4
L2
Pan VoY £~
7 hd 3 N
© ¢ P-3
C E G G G E c E G c
Now, let us see if we can identify the notes in the following patterns:
=
© = S P i
- e e & - ©
P il 2N %
——e — 1 — = -©
i - - ~&

As we have seen in the complete scale, there are notes in the spaces between C, E
and G. They are "D", between C and E, just below the first line of the staff

=
[

i -

and "F" between E and G, in the space between the first and second lines of the
staff

Vi [ @]

[4

These first five notes of the scale are used for the theme of the exciting tunse,
"Dixie"
n

B |

Copyright 1949 by Jesse Crawford, New York
International Copyright Secured.
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ELFMENTARY COURSE - LESSON I (TREBLE CLEF)

Next, let us examine the spaces and lines above the second line (G).

0
The second space The third line |+« —
ig wpAn is "B" }—=
The third space . s (8 names) ﬂ
is "C" above +—%——5

middle C —»
Middle C Treble C

The Christmas hymn, "Joy to the World", begins with our "C"™ scale in descending

order,
nJOY TO THE WORLD"
- - .
[ @D ] &5 s i
— it © : € o -
¢ - Y -
C B A G F E D C
then rises from G to C
! - :L o~ e i ];
= o NN =y © O Y
J A a s Ml §
G A A B B C
N
I1f we start from middle C and move -4
upward through the ljines,we find: 45 —_ -1 o——
< = e
(v E G B

Starting from D in the space between
middle C and E and moving upward
through the gpaces, we find:

(A
D

I © S
D F A C

Finally, if we learn a few notes below middle C, we will be in a position to approach
the actual playing of a song.

/[
The second added line below The space between this "A"
the staff is "A" ) and "C" is, of course, "B" )
I = ¢ .
g
The space below "A" £-
is ng" -
d —
o o

}“u, Craw/orc[ Stuc/io Copyright 1949 by Jesse Crawford, New York
International Copyright secured



EMENTARY COURSE — LESSON I

(TREBLE CLEF)

Thus, moving downward through the
scale, we find: -- ) -
. — g
-5 =B gy =G
Moving upward from low "G",we see: -
Wi
[\ e —— -e-
T G .,e A -U.B C
f
If we omit every other name start-
ing with low "G", we find the 2 = 73
following gpace-namess:-- -%. G o B D F
Omitting each slternate name and
starting with low "A®, we find y i > =
the following line-names:-- 0 =1 6-C E G
At this point, it will be helpful to hold a brief test in note reading.
i)
Frite the name of each note [ £ o)
beside it, thus: -- W <
©-C G C
p TEST IN "LINE" NOTES
fy—>o = = < o —
1 ©- 3 = 6 = 8 = 10
2 4 5 7
a 9
A
B r © = e
d S = S
o 12 13 14 'g 16 = 18 19 =
n TEST IN "SPACE" NOTES 17 20
£ S
YL = () = - o)
K= 22 p— —
21 r—u 24 25 26 - 28 29 30
23 27
£1
\iJ L &) - =5 £ = 2
31 A 33 34 35 = = 38 39 40

Jedu Craw/orc[ Stuc[io
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ELEMENTARY COURSE - LESSON I (TREBLE CLEF)

The following keyboard chart and directions will simplify the finding of
any scale note on the keyboard:

Although they have additional names, we will, for the present, know each black
key 88 a "sharp" of the white key to the left of it. Thus, the first black key
is C7; the second, ; etc. The word, "sharp", in music is used to mean "raised".

"Middle C" is to the leff of the palr of two black keys — C#and DF, wEM is
just to the right of this same pair. "G" is between the first and second (Ffand G¥)
of the group of three black keys — F#, G# and A¥. Once these locations are known,

the entire keyboard is known, as 1t consists merely of duplications of the above
series,

Copyright 1949 by Jesse Crawford, New York
International Copyright Secured
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ELFMENTARY COURSE —— LESSON I
MECHANICS OF THE ORGAN.

LARGER MODEL CONSOLES
Starting and At the right end of the console, you will find two switches marked

Stopping the START and RUN.

Orgen.
FIRST, with the left hand, push the START switch forward (away from
yourself) holding it thus for eight to ten seconds.

SECOND, while still holding the START switch firmly away from yourself, push the RON
switch forward with the right hand and hold both switches for about six seconds. Now,
release both switches and you will find that the START switch returns to its original
position while the RUN switch remains locked in its forward position,

Fhen you wish to turn the organ off, pull the RUN switch back (toward yourself) and
you will find both switches as they were originally,

THE VIBRATO After starting the organ, set the VIBRATO, if it is the newer type,
at 3, thus:

oFF
2 /2 \ =
A
<Q,
OFF { OFF

The older type of VIBRATO may be set at about
the 3/4 point (turning clockwise):

E PRE-SETS At the left end of each keyboard, we find a set of scale keys in
colors just the opposite of the keys upon which we play. They are

called "Pre-sets" and they control various tone colors which we may use without
knowing how to set the Drawbars.

For our first piece, I recommend that we set them as shown in the following
drawing:

UPPER

Press down the 2nd of the two

PRESETS short white keys — D,

Press down the 2nd of the
long black keys - D.

Copyright 1949 by Jesse Crawford, New York
Jedde C)raw/orcl Stuc[io International Copyright Secured



8 ELFEMENTARY COURSE —— LESSON I (MECHANICS OF THE ORGAN)

There are two brown drawbars in_the center of the long row of drawbars located
just above the upper keyboard. They are for bass nctes,played on the feot pedals.

AN ___B___ A R 8

TTTTTTTTT TTI00 I 0 T 18 T0QT iy TIrTIraaT

Section 1. Section 2. T Section 3. Section 4.
DAL

DRAWBARS

They may be set at about 4 and 4, It will do no harm to use them at a little
more than ordinary volume during the first few weeks, as this will help the student
to hear his pedal errors and correct them. With this thought in mind, do not hesi-
tate to set the Pedal Drawbarg et § - 4; 4 -8; 5 -5; 5-6; 6 -5; 6 -6, or
any other combination within reason which appears necessary. However, if you are
working in a practice studio next to other studios, you will, of course, consider
your neighbor and never play so loudly, at any time, that he will be unable to hear
wvhat he is doing.

3

o>

THE *SPINET" MODEL M

Starting and
Stopping The START button and RUN switch will be found at the top right-hand

corner of the front panel of the console, under the manuals (keyboards).
FIRST, make sure the RUN switch is in the Moff" position (down)} snd then push the
START button, holding it in while you count to 8 slowly. Siill holding the START
button in, push the RUN switch up into the "on" position. Hold both while you count
4 slowly, then release the START button, leaving the RUN switch in the "on" pesition.

To shut off the organ, push the RUN switch down to its ®off" position.

PRACTICE COMBINATIONS Inasmuch as the Model M dispenses with the Preset combin-
ations, I offer the following combinations to be set on
the Drawbars for our first practice pieces: —

DRAWBAR SECTION #1 ' PEDAL DRAWBAR SECTION #2
at
4412 - 1100 4 or 5 00 —~ 8740 - 00O

The six teblets are to be tilted forward (toward you). Right foot is
to be kept pressed against the sustaining control at the left side of
the expression pedel.

IMPORTANT: —— The above combinations will suffice for practice through the first
six lessons. We should concentrate on basic matters at this time and contain our
curiosity concerning the drawbars until our lesson in Registration (tone-color).

411 pedal C's must, of course, be played on the only C available on this model.

. Copyright 1949 by Jesse Crawford, New York
}edde C)raw/ortl Slu"”’ International Copyright Secu;ed



FLFMENTARY COURSE -—-—- LESSON I
(TREBLE CLEF)
BASIC ELFMENTS OF MUSIC,
Melody, Chords & Bass

First, the melody -- & pattern of musical tones heard one after another.

"Drink to Me Only with Thine Eyes"
0ld English Air

L i §

Second, the harmony -- chords consisting of three or more musical tones sounding to-

gether and creating a harmonious background for the melody.

There are several common chords, any one of which may be used by a composer at
any part of a piece, but two of these chords are commonly used to establish the feel-
ing of "key" and are the most important. They are: --

1. Tonic--"key" chord, often used as the first chord but always heard as the
last chord of a piece. Sounds "at rest".

2. Dominant--sounds restless. The ear expects the Tonic chord to follow.
Usually used as the chord "leading into" the Tonic ("key"-chord), especiall
at the end of a piece.

These two chords will suffice for our first melody.

1.(Tonic) 2.(Dominant) 1.(Tonic)
i
ﬂe_g. F— % =S
RS EF

Cr %i""
Note that in Chord 1, the harmony sounds "at home" while in Chord 2, it sounds
restless, "longing for home", but when followed by Chord 1, it sounds as though it
had "found its home".

These two chords have been used in this manner for hundreds of years and we have
inherited the expectancy of hearing Chord 2 (Dominant) followed by Chord 1 (Tonic).
Let us prove this statement by hearing these chords in reverse order, that is, 1.
followed by 2:

0 1.(Tonic) 2.(Dominant)
Sounds unfinished, incomplete.
Fo
cE S
Gr Gr
Now listen to them in their traditional order, 2. followed by 1:
) 2.(Dominant) 1.(Tonic)
Sounds finished, complete.
= - =
C
Gg;:q;: G O

C) J.S) J Copyright 1949 by Jesse Crawford, New York
esse _rawfor tudio International Copyright Secured



0
. ELFMENTARY COURSE -- LESSON I (BASIC ELFMENTS)

(TREBLE CLEF)

Third, the bass—-primarily the "root" or foundational tone of the chord. To be
played by the left foot, on the pedals.

A =4
. - -
PEDAL Left Left Left
Toe Toe Toe

It is recommended that you learn to find the pedal notes by "feel" rather than
by sight.

The black keys are a guide on the manuals (hand keyboards) and will serve the
same purpose on the foot-pedals. Remember that we have learned to identify the white
zs (C, D, E,etc.) by their location in relation to the two groups of black keys

, etc ). As we cannot see pedal keys without special effort, we should locate
them by "touch" in the following manner:

There should be no difficulty in finding low C, the first "white" pedal from the
left end. To find the G above- this C, we have but to brush the shoe tip lightly
over the rounded front edge of C7, p# (the group of two black keys) and F# (the first
of the group of threeblack keys). Between F¥ and G#, we are sure to find G.

F is just below é#o the left of) FFf. E is just sbove (to the right of) D¥.
D is between CF and etec. In fact, to find E or F, we have but to find the
space between D¥ and 7. Our toe will then be above E (left side of shoe tip) and
F (right side of shoe tip).

To find B or the second C, we need but move our foot up to the next space to
the right--the space between A# and cf. Here we will find B and C waiting beneath
our shoe tip.

We should press the pedal keys gently but firmly from the amkle, not with the
leg and foot. The leg is to guide our foot to the required pedal but the pressing
of the pedal should be done by the toe from the ankle.

Once the "blind" method of finding the pedal keys begins to be established, we
can abandon "feeling" for the pedal notes and rely on a sense of position that will
become automatic with practice and experience. Finding the pedal keys by sight not
only looks awkward but is also uncertain under poor light conditions.

Failure to cultivate the "blind" method of pedal playing will only delay progress
in organ playing.

It is best +to prectice in the following manner:
First, the melody, over and over until it begins to feel "natural™ and "easy".

At this stage, it will suffice if the student "feels" the rhythm of the melody,

C ([ S J Copyright 1949 by Jesse Crawford, New York
590540 rawgor tudio International Copyright Secured



ELEMENTARY COURSE — LESSON I (BASIC ELEMENTS) 11

(TREBLE CLEF)

but, as an additional aid, short notes will be solid black while longer notes will be
open, thus:

Short notes Longer notes
i
p *—0—9o T

Here are the notes of our first melody as well as the name of each note, the
nunber of the finger to be used on each note and the words of the song. In addition,
the finger diagrams will furmnish pictorial reminders under each note.

Hold each key down until time to press the next key. This achieves the "singing"
effect, so natural to the organ and known as "legato". However, when a note is repeated,

we must be careful to make a slight break between notes, otherwise the listener will
hear them as one continuous sound.

(little finger)

- e == =R

4
U
by
'y
( thumb) ! L

Do not play with the fingers extended (flat), but cultivate the habit of keeping
them curved, striking the keys with the fingertips.

"DRINK TO ME ONLY WITH THINE EYES" (01d English Air)
Pre-set p# on

Upper Manual

0 Drink to ne on 1y withe———— thine eyes—————
® - — - I w s 2 o - —
3 3 + I S * 3 2 3

S
_..- w W

-
[NV
e W
_—
——-

-
—
»"-

.-

.

-
e

-01
-
s
—

-

’

-
——
-a
/p
e 4

and T will pledge with mine,
%—j*
o - o)
g 4 5 e m 3 4 <
/ 2 I
Q‘ ' : ‘v l‘— .3. ?— +
nE ' J \‘u- ‘ l A RN
ST TS B NS L U S A S

Copyright 1949 by Jesse Crawford, New York
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12 ELFMENTARY COURSE —— LESSON I (BASIC ELFMENTS)

TREBLE CLEF)
Second, the chords. Practice each chord separately until the left hand feels at ease
with each one. Then, practice the change from Chord 1 to Chord 2, over and over,until
it feels less strange to be using the hand in this manner,

REMEMBER that the notes of a chord are played together, not gne at a time as in the
melOdyo

Chord 1. Chord 2.
Pre-set D P
on lower i&; % — 1
manual, 0 ﬁ§_$;-3 B T ¢
GT s & O g

Y::
Wi

Third, the bass, written, for the present, in the treble clef but played on the foot-
pedals by the left foot.

“U
S 5,
(%Y

S
{

The right foot will be reserved for the control of volume, such control to be exer-
cised by the operation of the "swell™ or "expression" pedal. However, at present, we have
enough to remember without the factor of expression, which will be introduced in due time,
Therefore, until instructed otherwise, merely place the right foot on the swell pedal,
press it about half-way down and hold it there during the entire practice period.

Two bass notes are needed for this first song, one for each chord., After rlacing the
right foot on the expression (swell) pedal as indicated above, practice these two bass
notes (without looking at the pedals,over and over, until you find them reasonably well,

The first note, "C", should be played on the lowest of the "white" pedals (farthest
to the left), pressing the pedal down from the gnkle with the shoe toe near the "black"
pedals, not away from th;?. The second note, "G", may be found by brushing the toe
lightly over C#, D¥ and , a8 explained earlier in the lesson.

When practicing pedal passages, you can check for sccuracy by first sounding the
desired bass note with the left hand on the lower manual (keyboard) thus preparing the
ear for the correct sound.

Pedal drawbars set at
about 4 and 4, (use your
own judgment). ¢ o -
black pedals used as
L. a'path' to "G"

Now, the melody and chords may be practiced together. Each chord is to be played with
the melody note pointed out by an arrow and held until time to change to the next chord,

QCB

Here 1s a reminder of the finger numbers. Just remember that the thum?g are always
4

l, with the fingers following as 2, 3, 4 and 5, 5.4§ 2 o 4
left ‘xiff 1l ¢ thumbs — 1. Esz igh
hand ~— 7 P W &;agdt

The fingering will be marked under the melody notes, but to the right of the
chordal notes.

Copyright 1949 by Jesse Crawford, New York
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13

ELFMERTARY COURSE —— LESSON I (PRACTICE MATERIAL)
f Opper Manual TREBLE CLEF)
Right X
Hand S — e~ — ~S— i o W— e f—j____g.____v_.___@
3 3 3 ¢ Y s b 3 2 3
N N g
n Lower Manual
Left A—
Hand Do ot ) - 2 8
c&13 BT 4 €63 B z
G S o § T 5 GO s
Right }Toper Manus 4'{
Hand Y | — - S———
{ /r\ 1\'
Lower Manual, o
Left
¢o-3 g¥ L co-3

G S &GO g

Next, the chords and bass should be preacticed together until fairly accurate. It
will be helpful to run through the bass notes a couple of times before trying them

with the chords.

Left A -
Foot ) = o Gro—
C e c-o C-o C o
Now, the bass and chords:
Left 4
er ) S N =t = Y =t - DU Y + =
Nemal c %3 gr ¢ C &3 B%‘t c e 3 B4 C&3
C(‘I?:S &3 G T [ ; K G T 5 GO § &GOS
A . 4 \
Left — 7
Yoot \HLY oo = g '
C - C o C e C o
4nd, finally, the melody, chords and bass may be practiced together.
MELODY r Manusl
Rt == 2
1) | S = o — | i @ | = ]
N
CHORDS } Lower M%}ma.l 1
n V4
Left ¢ e —
Hand < =04 e
¢ ©-3 B -y
G2 5 &S
BASS |k E '
Left ALY sz Y A
Foot B =

C -6
Jeue Craw/orc/ &u«lio

Copyright 1949 by Jesse Crawford, New York
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14

f Upper Manual

ELFMENTARY COURSE -—— LESSON I

(PRACTICE MATERIAL)
(TREBLE CLEF)

MELODY
&}iﬁz p—c® E Ee P y = g Ea
( £ A g 3 2 3 ¥
cH *mggm l‘
fert = =
& 3 = ¢
& T ¢ G? SEKY
mass |fF P z
Left Y o
Foot ‘% C &
e Upper Manual
Right G -
4 r & E -~ -
Hand 5 < " 3 e C e
CHO Lower 'Ranual T A\S
Left 1 1 Y ~
Hand & 5t E__g_?_
c 3 8 [+ 3
GO s -SEd & o s
BASS ‘ S -
otk Ve ==
C & c o
Upper Manual
MELODY = £ & = 5 —S— z 2 =2
énd ([fJ—e——» - = —E & - 7 —a—
3 3 3 Y- Y s ¢ 3 z 2 v
CHORDS h T i
ﬁ:ﬁ #-E oz . - W - To 1
c o3 Bg c 3 g_:g: ¢
&GO s G 'y (- Ky
pass \HA—2 2 N 1
Left \J o ==
Foot g —=
C -6 < -6
MELODY Upper Manual
Right ([PSTg = —
&
td” (M s ?T <=
y t
CHORDS Low r} Manual "%l i
1L 3
Left a Ir\‘u%z Y — vt 60—t
Hend | e 83 s g c =3
G°CS§ & ' S ¢ 2 S
BASS ' N $ /
Left an
J | ot S -
Foot -6
Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE - LESSON I (TREBLE CLEF) (PRACTICE MATERIAL) 15
"LONG,’gggg AGO" — Another practice piece containing but two chords, C and G.

Y7 A S
T E— i .8 - = % E—
= = = B

a 3 b g &) r =

MELODY £
mght Y f ad [
Hand - -7-

>
T

CHORDS i ——
Left (! Note the dotted line at the end of these staves. Here- S ———
Hand after, these dotted lines will indicate the end of each e

3 phrase--the point at which a singer "tekes a breath." X

(o gy The student should observe this "breathing® point by re- 5
BASS <L \N leasing the melody, chord and pedal notes for a moment.

Left |1 These releases and the succeeding attacks should be —_——
Foot H% simul taneous, not haphazard. R W

MELODY :
Right , =
Hand

o “

wOm

|

weé ™
i

P

v

o
-

3 £
we

CHORDS
Loft |

»

L

7
1 G
0| [4-> o p

BN
> ol Pl [ «
e

“g K

W

[

h—

‘4;; PIEN -¢ }

Left :
Poot .

b

MELODY ,
Right |
Hand

&

0B M
)3
WA
|0k
“a| M
< [$83
N O

/-¢ et
-\* ¢
cURP

Left
Hand

i

L0

B

\hq(m

BASS l‘
Left P
Foot

HVL'.“‘F‘P‘---TT‘

MELODY
Right
Hand

N
we |
pQ kb

CHORDS |
Left {;
Hand

5
“\ﬁv a\

BASS
Left

( T'}(ﬁa £ Y
st
ol
F"dﬂlﬂ 4> We|H)
nt|t
#
wi®

3
1

<

:

Foot Copyright 1949 by Jesse Crawford, New York C &
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16 ELEMENTARY CQURSE —- LESSON I (HOME WORK)
(TREBLE CLEF)

Identify each of the following notes by writing its name beside 1it.
It will be found helpful to study the special staff-chart on the next page.

1 2 S 4 5 ;] 7 8 9 10
= = & —
P ] -~ 3
11 12 13 14 15 18 17 18 19 20
i - — &~ = ro) -
e o r——
> 4 5
21 22 235 24 25 28 27 28 29 30
[o] [ ] s
Y Q © 4 o
T = e
31 52 338 34 35 36 37 38 39 40
(@] % r o]
“ (o)
-u - - =
+ 41 42 43 44 45 46 47 48 49 50
Z Ko o )
d = =
51 52 53 54 55 56 57 58 59 60
e—— a
¢ © & = o — —
-2 = -
a 61 62 83 84 85 86 67 68 69 70
a —
L3 = =
- © © e
\ 71 T2 73 74 75 76 77 78 79 80
Y 9
IAY s [ » ) — $ 5 _e
o © —6- -
8l 82 83 84 85 86 87 88 89 20
> o a S s —— —
e [#) A4
= ©
91 292 93 94 95 96 97 98 99 100
—-&> © 73 & -
—— — = [~]
© - K-

Copyright 1949 by Jesse Crawford, New York
International Copyright Secured.
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(STUDY CHART)

ELFMENTARY COURSE —— LESSON I
(TREBLE CLEF)
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18 ELEMENTARY -~ LESSON II
TREBLE CLEF (Part 2

We have learned to read from low "G" to treble "C". Now our reading range may be
extended upward.

First,to high "G":

-5 VoY
9 £
y———
Z -
esttrirervsc 5 € ¢ @

We have added the 4th and 5th lines--D and F, the 4th space—E, and the first space
above the staff-—-high G.

Let us have a 1little drill om these new notes, mixed in with those previously learned:
o o

£ e
= & - - o
1l 2 3 4 5 6 7 8 9 10
— __s — = o — = — -
} —
w
11 12 13 14 15 16 17 18 19 20

Now that we have covered the entire staff, I will give you two homely, traditiomnal
methods of remembering the lines and spaces:

First, the five liness
©

& —E

— S
E(v'ry) 6(o0od) B(oy) D(eserves) F(wm)

Next, the four spaces are very easily remembered when it is noted that their names
spell the word, "F A C E":

._V'l Y o O
F(un) A(1ways) C(heers) E(v*ryons)
LINESeeee E(v'ry) G{o0d) B(oy) D{eserves) i(un)
S S S S S
P—v—=— 7 T
SPACES °**°------* F(un) A(1lways) C(boers) E(v'ryone)

Copyright 1949 by Jesse Crawford, New York
}ed&e Craw/onl SluJio International Copyright Secured.
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ELEMENTARY COURSE - LESSON II 19
(TREBLE CLEF, Part 2)

Now, let us extend our range to the famous "high C".

==
. .\ © =

P r ®

r J ¢

fh‘\

i
i
VA
¥

- c 0 [ (= (e’ A P I
It will be noted that the first added line above the staff is A, the second space
above is B and the second line above is high "C".

Having studied the treble clef from low "G" to high "C", it will be interesting to
see the seven names in the low, middle and high rangess

B c
a8+ C 0 E O § = =2 =2
= A CJ,D — - o— Yo
po— —— T (o) 43 o, = _——1
T 3 . € o, € F & A B <

It may be observed here that the notes of an octave will always fall on & gspace and
1ine or a line and space.

Can you name any note in the following example?

2 2

I . I :
—O- e

e & b = = - < e S - ‘ j

( ?, 3 ¢« &£ 6 7 }{ q /0 U trz 3 / l1é LAY =

Here are some additional practice pieces. They contain a chord that is new to
us--the F chord. Let's try it in combination with our C chord and G chord:

I
3 — Pt = ) = yi
TFES cg3 53  sge cBs
G T Y A " GT s q.:'g:: G §
C chord ( F chord ) C chord G chord C chord
new chord

In our next practice plece, the chords will appear in the following order. Practice
hen slowly.

3 3
$FL LT «Fr G

Copyright 1949 by Jesse Crawford, New York

International Copyright Secured
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ELEMENTARY COURSE —— LESSON II

Also try the bass part.

(PRACTICE MATERIAL)

(TREBLE CLEF, Part 2)

N - oy
Left : - — - y o o
Foot | o — T Ta— a— J’%
-~ SFH) FFF o (F -
Here we have a new bass note--F-—to go with the new F chord. 6 We can find it in much
the same manner as we found pedal @, bygrasingthec#andb#onomwayuptor.
Now try the chords and bass together.
- | t y "=, -
c 3 3 c© 3
A3‘+ ch-u- s A-G- o
b a~ A
= ===
Cc -6
CHORDS f}
Left || —
| 2 - = 8 1
Hand ¢ -3 8 ;g_q- [ A 3
G T < G©° < q,.‘b_ S
Y A N
BASS |k e m
Left é_.e v
Foot c & ¢ &
Next, the melody and chords. P
MELODY < ¢ A -
mentff—6—= —— = 2 ——
Hemd |4 —3 5 ¥ ] z 3 ¥ 5
A
CHORDS-A 0" { ma {4
k:gg @ I -~ ot . | — N - -
c &3 e 3 c o3 cgT
T S§ A “ o S A “
MELODY =
r |
fo W
< § 78 2 -
x $ !
Left @
Hand a — —
e 3 8 c 3
T = «E¥ «T s

Jeau Craw/on[ Sluc[io
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ELEMENTARY COURSE -- LESSON II (PRACTICE MATERIAL)

(TREBLE CLEFF, Part 2)

And, finally, all three:

MELODY
Right
Hand

CHORDS
Left
Hand

Left
Foot

MPLODY
Right
Hand

CHORDS
Left

Left
Foot

"THE BLUEBELLS OF SCOTLAND"

014 Scotch Air

nif & Ci‘ —a y 2  » o Y3 ¥
Y — i o} = 3 T
) | - — — O
0 2 R 2 3 1
1
[ 1
ﬁ\’ | —— o i Fat—
c -3 e SO c 3 c-_gaf
G Cs g T ¢ A %
A 4‘ f‘ } \ !
Co Ce
3 - —
y— - £— E - 5 =
J*! T - © ©- = O
| : - T <
A % q\ N
{ -2
I M 2 } I - - L M
c O 3 B:g'.‘l- [d 3
GT <& er‘ﬂ S GO S
| .
T~
y &5 ~
C o C -6~

Jedde CrawﬁrJ Slucli o
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ELEMENTARY COURSE — LESSON 1I ( BOMEWORK )

(TREBLE CLEF — Part 2)

Study the line and space charts on the next page.

Write each of the following notes in two other places on the staff in accordance
with the example shown on the first note.

a B

-0

amm—

5 =t

T

T B

¢)

z = 3

)i i

Identify the following notes, writing their names beside them:

a 5
% é
LA
-
1 2 = '? 5 6 7
o . . a
<) e | - — —~
LA 9 -6~ 11 12 13 14 15
-y <
- —6— ©
T O 5
16 17 18 19 20 > 22 23
e = = —
= = =
_e————
24, — 26 B 28 o 30 32
- 27 29 31
< 25 2
[~ ]
J » ]
33 34 35 b 37 38 39 40 Q
5 © o a
6 -6
5 43 &l 45 46 o 48 o 50
42 47 49

}edde C raw/orcl Sluc!i o
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(STUDY CHART)
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ELEMENTARY CQURSE — LESSON IIT

BASS CLEF

Now that we have learned the Treble Clef, it becomes necessary to learn the Bass

Clef.

To simplify our start, I have used the Treble Clef for everything--melody, harmony
and bass. However, it is customary to write the bass part in the Bass Clef and the
harmony in the Treble or Bass Clef. In organ compositions, even the melody will, at

times, be written in the Bass Clef.

Why do we need the Bass Clef? We need such a clef for the notes below the low
G of the Treble Clef. Let us look at the descending scale in the Treble Clef:

TREBLE CLEF
n ]
e — — N2
> W 6 g — X —F—&t—n—+~ B A —
b— E—— L — - —— -
-9--0—;;.::::::
T T - -

[

The four last notes require many added lines and the normal bass range is more
than an octave below this point. Now, observe the descending scale utilizing the

treble and bass clef:

TREBLE CLEF
. A4 l%
—pm— 4 [
[} -9 -
BASS CLEF uiddleC—a[:c 5 4 <
— e'ﬁeaFE__D_c_ﬂA
2 4 L —— = T:_GE_EL_is . —
. ' oo ——
*  One Octave L bd -
: : One Octave :

You will observe that by transfering our notes to the Bass Clef at middle C, we
are able to continue our scale two octaves below middle C.

We will begin using this new clef from its lower octave. The bottom C of this
clef corresponds to the lowest C in the pedal key- o

LAY A0

board: >

C ©
Note that this low C is written on the second line below the staff, whereas the
treble clef middle C is written on the first line below the staff. From this fact,
comes & good general guide to the bass clef. Every musical name in the bass clef
will be written one line or one space lower than in the treble clef.

. Copyright 1949 by Jesse Crawford, New York
d()e“e C)’““’/‘"‘”l St“‘l“’ International Copyright Secured
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ELFMENTARY COURSE -—- LESSON 11l

(BASS CLEF)

The following shows a comparison of the placement of the notes in the treble
and bass clefss

1st 1st
line space 1st 1st 2nd 2nd 3rd 3rd
below below line space line space line space
5 = = & = s ~
T = © °
2nd 2nd 1st lst
line space line space 1lst 1st 2nd 2nd
below below below below line space line space
lI“ o fo ]
C o] B [ ] ~
= - -©-

(The notes shown here in the bass clef, sound two octaves lower than those in
the treble.

The left foot part for "THE BLUEBELLS OF SCOTLAND" may now be compared in both
clefs:

lst
added lst 2nd
line space line
c © c & C © cCe
aﬁgdd 18t 1st
e space 8
line bgggw line
20 ———
Il G —
c < c = c © c ©

Let us try our two practice pieces with the pedal part written in the bass clef --
SEE NEXT PAGE:

Copyright 1949 by Jesse Crawford, New York
}e sse Craw /or d Stu dio International Copyright Secured




(BASS CLEF)

(PRACTICE MATERIAL)

| 2 - |

ELEMENTARY COURSE - LESSON II

"DRINK TO ME ONLY WITH THINE EYES"

b A

CEe

D

173

i

O

26
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ELEMENTARY COURSE - LESSON ITI (BASS CLEF) 27
( HOMEWORK)

Have you noticed why middle "C® is so nsmed? The following example demonstrates
this:

Po S a
ABEEH";E
—= j"
s - °
Middle C“ﬂ’[
—— ﬂT‘.*a
(= G A B C
c b= =

"Middle C" is midway between the clefs and is also the "middle®" C on the piano
keyboard.
At this point, a bit of bass clef drill will be helpful.

Remember that C is here A and here :
2 Fo— Bass C
Low ¢ ©-
First, the lowest octave —
|
g Q &> o] —& -
- (@) —
© > wd -©-
1 2 3 4 5 6 7 8 9 10
y o
-~0— o) =4 5 -
= = 16 17 18 19 20
11 12 13 14 15
Now, two full octaves, from low C to middle C —
-&
o (@] & O L2
4P I (o] A Py
o) = &~ -
21 22 23 24 25 26 27 28 29 30
: & = e . a 2
F\r: o (@) £}
‘f
31 32 33 34 35 36 37 38 39 40
£
- 5 46 e > -
41 42 43 .8 4 47 48 49 _590.

C J S J Copyright 1949 by Jesse Crawford, New York
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ELFMENTARY COURSE -- LESSON III

(BASS CLEF)

Now, let us try some chord reading in the bass clef.
The best note to use as a "marker®™ in the upper regions of the bass clef 1is

(PRACTICE MATERIAL)

"middle C" — e
Il.
o E o €. O F._a]
A 3, - _L_L) e ¢'33 & (VB'} o (=2 .'?'_) E_!-f C.%
0 ':l‘ E.L" -:l'! ﬂ | @ & i ﬂ ﬂd?
I | E— 4 H 4
C Chord € - F Chord
c <L
rf\ Q ('."l — (t) — b
[ 2 _\vJ oY L !
— 2 P =
Y e
€ G Chord
c o Q F Q]
. yi-x o (= £ ::) — R I
o r}— IN

N
G Chord--D omitted

It will be interesting,at this point, to make a direct comparison between the clefs

in chord reading:

Middle
c ¥
r L
9 ~———— = E
'8 ; (= ) .8 (;7 ‘é . dér “Chord - Treble Clef.
-l ~
G A B -5 (2) e Eg
| g !. Ty ‘ o 7 Tﬁ | A c: [ #) Q c =
12 = : —r—
Middle
Middle C
c 1
0 £ Pl £ - l'o)
‘d., o P—-Ohord—~2reble—Ciefs
s () o T U T F TC
A s < > ) 2'a<®l Fa
() - — — c P Chord - Bass Clef.
. - 7 : -
Hiddie- I
C
Middle
c
‘][ [
J L A y -] ~ E a‘-
— — L 2 - I 4 —t - .
- (*)g(: o € i ) %T:Ej F al]
| Q EAi D (= 4+ =) = ' G Chord - Bass Clef.
+ ! L f.‘,.»
HiddIe *
}““ C)raw /or J Sfu Jio c Copyright 1949 by Jesse Crawford, New York

Intermational Copyright Secured.




ELFMPNTARY COURSE —-- LESSON III (PRACTICE MATERIAL) 20
( BASS CLEF)

Exercises in pedal playing. Bass Clef.
Brush over the black keys indicated by accidentals in parentheses.

L
ol N hY Tj
[ﬁ ‘Q}L —4f- 7 7I <~
c G A% e e wk
P g}f
o o~ VN
| & £y g_‘L l;J;A 71% b — )]
;ﬁ %S > —.— —
B C‘,.L b L—D‘;} C o
]
X — o € S S T
=+ Fé# ot K
C -e- (#4;; #3
|
(¥ y "
——La TL"’_""_‘b‘I 4+ F T N ~3
S Bb b7 o —_—
? y o (r-g-" L—:;} C o
A 73 : 1 1 £
L4 [ @ { 1 o u L1 A Nl .
¥ 1 A y S
5 S Ee (£7) "o
7T +
e Y T s {LL 33— ‘1%
4 b b —
Y B> & "8 b

t— -
; T L -¥l 3\ ‘y L3 3 ‘k
L a1l L ® ] L
o > - (7 7 e L=
o] 1 M i
7 ji 7 - ;\{L a
N [N F]
¥ kv T+ v gaseT
'] l
l‘\ <1z — 1 T U}l .&
O = vt sl B —F —3
! ’ 7 e - (47
hA* 1 }- [ {
et = Vo
: DA S lkedrs © T {H#TL
}e she Craw/or J .S)tu i o Copyright 1949 by Jesse Crawford, New York

International Copyright Secured.



ELEMENTARY COURSE -- LESSON III ( BOMEWORK)
BASS CLEF)

Write each of the following notes in two other places.

C & - Q.
cx }
C 6
\ E £3
<
-
F == :
©

Identify each note and chord by writing the names before the notes.

<
e — 0o
v c o ¥
f o W
= -
1 2 3 4 5 6 7 o
- o =
= © L) = o
9 10 11 12 13 o 14 15 16 17 18
o —
[ e
= > o
1 20 21 o s
9 22 23 24 25 26 27 S
S Y
—% -2 = - = o) - ©- = =
29 b 3 32 33 3%, 35 % 37 @
CHORDS

When identifying chord notes, cultivate the habit of reading upward in accordance

with academic custom.
E -
c g -2 B3
[] £ A

-4 5 ’%‘6 %—7

-%8

ol

9 10 ©on
o 3

a Qa
-l g
812 -%13 Tl 30'15

E__l

‘}eade C)raw/ord Sluc[io
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(STUDY CHART)

ELFMENTARY COURSE -- LESSON III
(BASS CLEF)
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}edde Craw/orc[ Sluc[io

ELFMENTARY COURSE —— R_IV
(BASS CLFF, Part 2)

d

[} I
rri
6 | A4

THE KEYBOARD

’;lv

-G-L#«O-Dal O

O

-y
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ELEMENTARY COURSE —- LESSON IV (BASS CLEF, Part 2) 33

Our practice pleces, thus far, have not contained sharps or flats known as "acciden-
tals".

The black key between C and D may be called "C sharp" (c#) or "D flat" (DP). "Sharp,
in music, means ralsed, while "flat" means lowered. Therefore, the black key between
C and D may be thought of as a "raised C" or &a"owered D". When a note is restored
to what it was before it was ralsed or lowered, a "natural®™ sign (kl) is employed.

C "sharped" (raised) D "flatted" (lowered) F# restored to F¥.
[
4
i (C &) #;5 (v o) - bo = L
/

This, of course, will be true of the other black keys, D#, Eb, etc.

Our next practice piece will contain examples of the use of accidentals. Three new
chords are added: E, A and D.

We should practice the chords and bass several times before adding the melody. Prac-
tice the pedal part first; chords, second; pedal plus chords, third; melody, fourth;

and all three together, lagt. Remember to "feel" your way, in the pedal section, by
brushing the tips of the black keys. Arrows indicate finger substitution.

"LOVE'S OLD SWEET SONG" Malloy
o G 4 B & :
pa— :
324 5 : ) 2 3224 5 i :
. o £ o> ;
! - C o3 -2 .,
; ¥ O ——
§ (3) (4) 3
! - — "
e
E
- & j
¢+ : 3 ¢ 3 i ¥ ;
—2 i FiIra i !
273 L EFGL 5, Fha | |
" oy : A jﬁ'}:—ih'
j =
(5) (6) ; (7 (8)
== A ' o ===
- - ~

C) J S J Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE —— LESSON IV
(BASS CLEF - Part 2)

"LOVE'S OLD SWEET SONG" (Cont'd)

f e a c A B 6o : [y S S s —
$—~' —— - - " Y :
N S ™ x 351 § ! % 31 ™ i
E-ga Fal : Fa, l € )
cgg %gu- ﬂi cg%
1 — G $ s
(9) (10) : (11) (12) !
— '
| o : .
— & : &3  —
5 =
E & Ao F
- — - © — —  — s —
— 2 —
Vi = =
3R ¥ ¥ 3 . T 5 :
F_ < 2
o3

m
&
~ WP
O
b
W
d
»
g
N
F w
ffim
-Liddd

(24) (15) (16)
Ea — —f— T G - —
| [ 09 o 43 [ &4
© =
C E D C B D C
- *- 7y % - —0— Yol
79z ¥ 3 = : I T
Fal i Fo | €
ol 22 1 —> 4 cg%‘
: ; : s
+
(7) ; (18) (19)
: v -
== S =
-
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ELPMFNTARY COURSE - LESSON IV

(PRACTICE MATERIAL) 85

(BASS CLEF, Part 2)

Now let us get used to the second C in the pedal ge
"feeling"” with the toe of the left foot between B~ and pP (or A7 and
The keys to be “brushed" are written as solid black notes in parentheses.

prefer) .

ction, It is easily found by

» 1f you

]
¥ L73

&3

L+

\

O (3-41)

EQW:} = (F~5+) =

Now, continue "brushing" over the black keys without seeing the sharps or flats as

reminders.
K
— (o] id 2
5 © e 5 = ©- O = O
1 2 3 4 5 6 7 8 9 10 1 12 13
3 - o O
-~ — —2° e—=2 S =
= -
14 15 16 17 18 19 20 21 22 23 24 25
e g = S T =
26 27 28 29 30 31 32 33 34 35 36 ?7'
: [ ] — [=] =Y 2
-2 “ = -6 o= - © -
38 9 40 41 42 43 73 45 46 A7 48 49
L4 : — ‘e
° h o - ~En —©- - e —
50 51 52 53 56 55 s s 58 A

Cékdde (fzwzuqzzrwl..f;kccclko»
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ELEMENTARY COURSE —- LESSON IV (BASS CLEF, Part 2)

It will be noted that E and F are in the first
space between the black keys, and B and C are in
the second space. It will pay the student to memor-
ize the motes in these spaces and know the "feel" of
them.

In the first space, the left side of the foot
will feel E (or Dg) and the right side of the foot

will feel GP (or F#). By pressing down with the left
part of the shoe toe, you will play E, and by press-
ing down with the right part of the shoe toe, you will

play F.

You will find the same situation in the second
space, with BP and DP on the left and right sides,
and B and C awaiting your wishes under the shoe toe.

"Finding" the pedal notes is usually a mental
hazard to most organ studente, and I cannot urge too
strongly that you devote plenty of time to pedal

practice. It will save you time later.

Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE —— LESSON V

DUPLE TIME

Having achieved some familiarity with the places occupied by the various notes in
the treble and bass clefs, we are free to study the different time values used in

musical notation.

We have been leaving this element of musical performance to our memory or imstinct,
supplying the rhythmic values--as they say--"by ear". HNow we shall see how musical
notation indicates the length--short, medium, long, otc.--of the notes that make up
our melodies and chords.

Musical time consists largely of two kinds of metre--duple and triple. The basic
type is duple time--musical sections or "bars" that contain two "beats" or “counts"--
and the most common musical bar is based on four beats (two times two beats). As this
bar is divided into four counts, each count representing a quarter of the whole, we
find that "quarter-notes"™ (J or {) are the most commonly used time-umits.

The various time-lengths in common use are obtained by multiplying, dividing or
adding together quarter-notes or their multiples, or fractional parts.

As our most common musical time employs four counts or quarters to the bar,

)]

1234 1234

0 o0 oo
e ve 00

1t 1s known as "Common Time" or "four-four® time, and is indicated on the staff in
either of two ways:

I 7
hs aef L2
1s OR L v
by al E

[«

For our first experience in musical time, we will mix a bar of four ones with a
bar of one four:

four "ones" one "four®

Mathematical —>
1 2 3 4 4

Musical —> | 4 4 4 J o
(1 2 3 4) QG 2 3 4)

four "ones" one "four as a
"quarter" notes§ "whole" mote

Explanation —»>

S

Now we may try these two bars in various mixtures.

We will count off two bars to set the metre and then clap hands for each note
that we see--thus:

“one", "two", "three", "four®" -- “one", "two", "three®, "four".

. Copyright 1949 by Jesse Crawford, New York
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58 EBLEMENTARY COURSE —— LESSON V (DUPLE TIME)

EX. 1 (eight bars)

Counting( 1 2 3 4 )|J( 1 2 3 4 )| 1 2 f j I r 2 3 4 )
Notes o o d 4 o
Clapping-i» (clap) (clap) (clap) (clap) (aplap) | (dap)

(1 2 3 4)](1 2 i 4 )l (12 2 3 4)](C12 2 3 4 )
o J 4 J J 4 4 4 o
(cdap) (clap) (dlap)(clap)(dap) | (clap)(clap) (clap) (clap) | (clsp)

The "common time" bar offouronesl.‘ J J Jloronefourlo Iwbodivided

into two parts or halves, thus creating a need for a "half-note® (J or F ). Just as
two halves equal one whole, two half-notes fill one whole bar. Each half-note lasts for
1 2 3 4

I H

(Only the whole note has no stem. All others have a stem which may be pointing up or down
from the body of the note).

or

We now may try owr skill in an example containing quarters (J ), wholes ( ©) and halves (J).

An arrow will now replace the word “"clap".

First, count two bars to set the metre: wlw w2m w3n we

EX. 2. (eight bars)

Counting—| 1 2 3 4 1 2:3 4 1 2 3 4 1 2 3 4
Notes —| O ' o]
Clappine | 1 LGV O 0 O
1 ey
l Fifth Bar ‘ 8ixth Bar lSeverrl;h Bar‘
Comting—| 1 2 ' 3 4 1 2' 3 4 1 2.3 4 1 2 3 4
Notes —| d ;J J d \J J J J\J o
Cleppime=] ¢ 14 t 14 1t op bt oyt t

We see--in the fifth, sixth and seventh bars of the above example--that the half-note
may be in the lst or 2nd half of a bar, with the remaining half occupied by two quarter-
notes.

The half-note may also occupy counts "2® and "3", with the lst and 4th counts filled
by quarter-notes.

The vertical dotted lines in the following example will help us to see exactly which
quarter counts are being oecupied by the half-mote.

Copyright 1949 by Jesse Crawford, New York
International Copyright Secured.
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ELFMENTARY COURSE -~ LESSON V (DUPLE TIME)
E. 3. (eight bars)
— N A N

1 2 3 4 1 23 4 1.2 3:4 1 2 3 4
° Foar e it °
T (R O R L |
1 233 2 itz s (2% o4 |1 o2 3 4
J ch J‘J lJ 3 4 o
GRS I I K

A dot to the right of a note means that we must add half of the note's value to 1it,
thus: — '
J J (half) 1 (quarter) 1 2 3-4

cequals 2 with 1 (half of 2) added |, J

.- -

This ia called a "dotted-half® or three-quarter note.

If we fill the 4th count with a quarter note, our counting and clapping will occur
as follows: —

BX. 4 ( 3 bars)
1 2 3 4 1 2 3 4 1 2 3 4
Try them —- J J d. J o
T rtr L
These two may be found in reverse order as follows:
EX. 5. (3 bars)
1 2 3 4 1 2 3 4 1 2 3 4
Try them — . .
r P [f 2

(N ) T

There is another musical way to show two notes of any value added together in one
duration, or sound. It is called the "tie"™ and appears as follows ——~ or —__~
The tie is generally used to comnect (or "tie") the last note of one bar to the first
note of the following bar, but may also be used to connect two notes within a bar.

EX. 6. (4 bars)
102,34 | 1234 1:203 4 | 1121314
dy rdy PApavdyd Ay vl et
P (AT SN
Other uses of the "tie"™ will be shown when we are using "eighth-notes®.
. Copyright 1949 by Jesse Crawford, New York
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40

ELFMENTARY COURSE — LESSON V (DUPLE TIME)

Just as we may split a half (1/2) into two quarters (1/4 4+ 1/4 = 1/2), so we may
split a quarter (1/4§ into two eighths (1/8 4 1/8 = 1/4). An eighth-note appears

thus J‘ or L s looking like a quarter-note with a "tail" or "flag" added to its
stem.

When two eighth-notes occupy the place
of one quarter - mote, <they may be
connected by one flag, thus: - -

e U

Four of them, occupying the first or
second half of the bar may be connected

by one flag,

Now we may begin including "eighth®™ notes in our exercises.
than heretofore.

thust— = - = = = = = - - =

Count a bit slower

EX. 7. (8 bars)

1:203 4 1;2;3;4 1.2 3.4 1 .2 3 4
4oy np il pind ol | TnId
O R SN R R IR Nt
1 .23 4 1 12 3,4 1723 4 1“2‘\3'\1.
d. P ”;l}]:ﬂ d . Il e “
’l“ ! ‘T TT"F\T:T"[‘ Tf )T‘Y‘T ’(\» \ \ l

EX. 8. (4 bars)

The Dot (adding one-half) may also be applied to quarter notes —-

C;un;more 1,2 .34 1‘»2-‘3:1. 1'2 '3 4 1;2'3”/.

B NIV TN LT e
(AR SR A ¥ N o o O N

EX. 9. (4 bars)

--To eighth—notes-4§ount still more slowlz} Note that half an eighth-note (a
sixteenth) has two flags( [ j°)._ o

1:2,3 4 | 1,2 3 4 |2 ;2 B34 | 1,23 4
ST | 1P I A I B I W 1Y O R O U
TR N I A B P A o 1 A O O A

You will quickly recall how these dotted eights plus sixteenths sound,when you
play or hear the following passage from Chopint's "Funeral March®™:

Ve slow -
A d \\-l

-
—a 'S
Al

3 ]

1
b

\

Tj;'l"/’ e —nnn

S X

M

—
1 2

3 4 1 2 3 4

Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE -— LESSON V

jits basic "beats" or "counts".
Here is an example showing dotted eighths and a dotted quarter:

(DUPLE TIME)

41

Vertical dotted lines will now be used to show the division of the bar into

"COURTRY GARDENS" English Folksong

0
: ——1 T 1 t 1  — ——
— 1 : 1 hetl __‘ : i 1' i | : I | : l['I j.
1 2 3 4 1 2 3 4 1l 2 3 4 1 2 3 b
The "tie" adds different note values together to be heard as one sound. Shown in the
first and fourth bars of the following example. Generally results in syncopated
rhythms.
*DEEP RIVER" Spiritual
Slowly , o, 3 4 1 2 3 4 1 2 3 4 1 2 3 4
e e —— —— + i m— i B
G} ) I 1' 1l P . __i 1 L: % - b + : : Il
—— == ¥ — ——4

Sometimes—especially in Tangos, Habaneras, etc.--three-eighths are written in the
place of two-eights and are to occupy one-quarter beat or count, the same as two-

They are called "triplets" and are indicated by the following sign:——--"3

eighths.
Bx. of , SLOWLY TANGO
hiplet ] — 1 fj i | L N A > 1
[ L) 1 P L i | i \ | A W i
Eighths o P . 1 T l ! 1 —7 1
1 T T 4 ( i | Gl
1 1 2 1 2 1 2
In this same manner, three-quarters often replace two-quarters.
They are indicated in the following way:
From FIFTH SYMPHONY Tschaikovsky
%x{pf i o - "~ — — I |
e ; — S S S —
Quar- Tttt ——F— T—— : i +— f f +—
ters ¢ ) \__'___3/
3 4 1 2 3 4 1 2 3 4 1 2 3 4 1 2

For each different kind of note value, there is a "rest" or symbol of silence:

Whole Whole Half Half Quarter :+ Quarter ' Eighth : Eighth
e Note Rest Note Rest Note ' rest , Note : Rest
;i +
RESTS & — = —— ) — —
L5 = 7
Hangs down Reclines ' ‘ '
from 4th line on 3rd line
Sixteenth Sixteenth Dotted : Dotted Dotted , Dotted
Note Rest  Quarter Quarter . Eighth , Eighth
' . Note Rest , Note , Rest
RESTS ——y 0y Ty =
‘ 4‘ a2 “ ’.o i ‘L v

= : >
Jedde C)raw/orJ Sluc[io

International Copyright Se

i
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ELFMENTARY COURSE —-— LESSON V (DUPLE TIME)

We are now ready to begin reading music in various
note values, enclosed in bars of a definite time style.

The continued separation of each bar into its four
quarters by means of vertical dotted lines, will aid
the student at this stage, as will the reminders of
black pedal keys to be "brushed over", in finding the
white keys. These black notes will be written as "sharps"
when ascending and as "flats" when descending. This
will help the student to learn that each black key
(pedals or manuals) may be written as a sharp or flat
at the composer's discretion.

NOTE that in the first bar of "Home, Sweet Home,"
the half-note "E":
'a

o 7. O
T

d

(3—2)
has the fingering indicated as;3— 2. This means that

you must play "E" with the 3rd finger and, while hold-
ing the key down, change from the 3rd to the 2nd finger,
thus making available enough fingers for "F", "A" and
nG", without breaking the "singing flow" or legato of
the melody.

Je&de Craw/orcl Shulio Copyright 1949 by Jesse Crawford, New York
International Copyright Secured
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(PRACTICE MATERIAL)

ELFMENTARY COURSE -- LESSON V (DUPLE TIME)

=

or.

ing omitted.

4
i
.

alqed
i 2
311 RS i CE
m +e ﬁ 0 +t1|‘ o 7 &
= HHH----- U111 ) 8 -
o g
. r =l ) 2
z3f NP B b X - Lo ) Hd @ i
w| [ Trhe bl -y Y A 111" 4 pet d
—4c J
ol 1111 ~ e . -0-/4.14 | Jj l.+l
ORI o He o
u L %) 32 R dl i B B i & of o u +L.#1
- - —tp Lt o 2
wl [Freo wl |71 .,. - - - d11LL -
111 .

G
—F
324

=
-+
-
3
Ha
woX

\

]

ll

1
£

1
—s
3,
F all
1
£l
—&-

ripe

Copyright Secur

P” S

n§ Jesse Crawford,llg- Y
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"HOME,
E
)|
——
2.
3
€
—t
——
7
;
1
3 \
1
A& C

=

SWEET HOME®
4
=
.
L4
]
T
G
—F
A o
4
"THE OLD FOLKS AT HOME"

[~

Dotted lines, namgqs of notes and fi
Copyright 1949
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c
>

i

32

1f by writing in nofe names and finger

D C ED
1
3 2

¥

=

You are "on your own
Do not "cheat" yours

s i &8
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ELEMENTARY COURSE — LESSON V  (DUPLE TIME) (PRACTICE MATERIAL)
"LONG, LONG AGO" Bayly
ya —r 1t 1 T  —
YT+ S e 1 o
J>€B 4+ .z 2,3 & S 2 S &« 3 9 ¢+ 3 53
[P o~ Voo owwmwa H a
ps =z =
.Yy [@] Ko [~] I
Yo [N I
y AR WR
r— n 1
= S &

Al
i
I

\;>
s
<0
oo} o

)
ik

TRY TO|REMFMBER THE FINGERING| IN THESE FOUR BARS

D

8 ©— n i
N =4 a2 —%

| N 1 1 1
1 T —1 1 ] 1
N " 1 ‘
40 e 1 %‘ 3 J_j a {
®+ + % 5.t v < v 3

When any note is repeated two or more times, care
must be taken to make a slight "break" between the identical notes, otherwise,
the listener will hear them as one continuous sound.

It is to be observed that while "breaking™ the two "E's", the fingering shifts

from 3 to 2, thus making available enough fingers for the remaining notes of the
phrase.

Copyright 1949 by Jesse Crawford, New York
. International Copyright Secured
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ELFMENTARY COURSE -- LESSON VI 45

TRIPLE TIME

The only note length used in DUPLE (4/4), but not in TRIPLE TIME (3/4), is the
whole-note (O ).

As indicated by its time signature (3/4), TRIPLE TIME bars contain but three quarter-
notes, therefore, the longest note to be used in one bar will be a dotted half-notes )
(d.)

the half-note occupying two counts { 2 and the dot adding half of a half (a quarter),

thereby extending the half-note's value to three counts (2 ¢+ 1 = 3) —- { > 3

Mathematical —> tgreez"ongs" one "three"
d__2 35 (1 2 _3)
three "ones"

lanation —> in quarter- one "three"
Exp gotes dotted half-note,

Mugical ~—m>

Now we may try a bit of reading in three-quarter time,

We will count two bars to set the metre:
"one", "two", "three" - "one", "two", "three".

EX. 1, (4 bars)

Counting ~—> (1;253)(152 3| iz 3 1.2 .3
Fotes — | . d. d i it d.
Clepping — | f ¢ © 14 ¢ |ttt | T
EX, 2, (4 bars) Lo b
Counting —» [ (1 2! 3|1 i2 '3)[(Q 2. 3|1 23
Notes — J 4.l J . d. 4 dl :
Clepplog— |t ol 1 | piprig |
EX. 3. (4 bars) ' '
Counting —* | (1 '2 ;312 85|12 3|01 ;2 3)
Motes  —s [ . [y dlailild
Clepping — | £ o | Mt vttt 1
As2 +1 =3, andl+2=5,wemay.us‘e thesehnovﬁluesinone.barofﬁ/4 time.
EX, 4. (4 bars)
Counting —> | (1 12 '8 [(1, 2! 3|1 2. . 3]@a ;2 3
rowes  —> | PP plritie]p
Clapping —» { ~ 1 . ¢ . K LR R 4 S

C) S ] Copyright 1349 by Jesse Crawford, New York -
}eade raw/onj lu«leo International Copyright Secured.
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ELEMENTARY COURSE —— LESSON VI (TRIPLE TIME)

EX. 5. (4 bars) ‘ .
Counting (12 3@ 231 2 . 9lQ ;2 :3

Notes d . 4 i d ol 4

Clapping OEOS B OEE SAL ERURETION B R

Next, 2 + 1, followed by 1 + 2.
EX, 6, (8 bars)

Counting (1 2 3@ 2 ;3|@ 2 IP[Q .;2 ' 8)
Notes 4 . 4 J d d . 3y 4 :J :
Clapping Y A B S L
Counting (1 2 8@ 2 (3|1 2 )@@ i2 {3
Notes l d é ‘J 3 ) ‘J J )
Clapping T : T T

EX. 7. (8 bars) — Metre of the "Merry Widow" Waltz.

Counting (1 :2 3| (@ i2 3|@ 2 3@ iz i3
Notes d . it d. sl 4. dp d. d
Clapping |+ | i | i it it
Counting (112 3m|@ 2 ;3 |@ 2 BD[QA 2 :3)
Notes d . b, |4 L4
Clapping A : N : ™ no han(z’f (:Ztli.a}:'

Now we will introduce some eighth notes into our 3/4 time.

EX, 8. (4 bars) - Set a slower tempo — "1M", "2®, nzm = ajn_ mom  ngn,
Counting |(1 ;2 3| @ :2 (3@ 2 B|@Q iz i3
Notes d a7t 4 ol d.
Clapping (B i o A Tt A SRS M e I AL W A B S

EX. 9. (4 bars) _
Counting (1 2 3@ 2 iy 2 'HjQa 2 53)1
Notes by s d s 3T 4
Clapping Tt Tttt

Dotted quarters and dotted eighths are alsc found in 35/4 time. First, try them as
they occur in this next example.

EX. 10. (4 bars)

Counting (1 2 m|( 2 (5|@ j2 3|@Q 28
YERY Notes f 1 [ uf’ L___r :u :U r i(:
SLOWLY Clappi o A = AT
I I A O SO B O Yo N ) B AT O
Now, try the same rhythms as they occur in Schubert's *Unfinished Symphony".
EL35 P — H;zj‘ = f‘:_g o =

1 2 3 1 2 3 1 2 3 1 2 3
The quarter-rest (1) and eighth rest (7 ) as well as their dotted versions (2,) and
(7°), will also be found in 3/4 time.

Copyright 1949 hy Jesse Crawford, New York
Jeéde Craw/orcl Stua/io International Copyright Secured.
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(TRIPLE TIME)

(Craéile Song)

LESSON VI

p E

Brahms

A

O

A

8

eE &

"LULLABY"

ELEMENTARY COURSE -—-

P IR o

-
$- )
N N L I =
N
- za R O R
L ~ | [P
w

o3 o

3 N

rs

'k
b T fv.n! -~ ||
u - )
[ iy e B 5 -
w .l...fl
N
-l | Wb - -~ | o 4
~ ||
| 1|« Bs
ﬂjﬂﬂn,
wl [rte -
W TTe - N o |
s T o+
oy E SN
S =

R .

» ——— -

1
ol
G

.l.-l’l. N
||-“l'.}rv e I
TR™ A.ﬁ_.. ! 3 JA.
e FBuvw |4
-~ q S
S — S e——

s é:New York

International Copyright Securea

1
<
Copyright 1949 by Jesse Crawford

4

3

J L
C ‘I*‘ M badialiadadeahs i b of nf il oot L
.ﬁJ . N
& ‘rlut .*\Mhﬂr‘.l..%‘ b o K |||2.|3I_rv
| MR ﬁr@l A rhlmd 9T ¢4 ~ |
Uy L (A
<™ b ) of [H )
''''''' = Tlllllllxlv.'L
%LIJ * N wl 1o o~
U\l““ﬂ'l - —— - T 'I“u -KJ Frm—— T
| , . et | - | | i lT' l,‘_w. L
o TN ian) F&.P
J \in 9 \J_.
w [ e ™ o 1Ty )
o 9]
el TTT TN TTamY] T°°77
4|+ ¢ A RTS Yo| s A K
o
2 wlii
< ™ o\ <] .
P . od P o = & = o D I B BB Bl b o - e e e (b
N o
e I || SN
U f\u Lt ~4 ;]a c —~
u YR =1 H WYY
™ 1) 0 }.nmwﬂ
T~ — —

.

yeade Craw/or(/[ _S)tualia



ELEMENTARY COURSE — LESSON VII
FOX-TROT ACCOMPANTMENT

The harmonic background (chords and bass) to & melody is called the accompaniment.

Thus far, we have played our accompaniments in sustained form, a style basically
natural to the organ.

style, a modern, dance-band version of traditional two-four (2/4), march and dance

forms.

A comparison of these forms follows:

"LONG, LONG AGO

Now we will learn to play these accompaniments in Fox-Trot

Bayly
—t]+ ¥
+ ¢
Y :E B Y i Y %
% 1 ;’ . L,
3 4 1 2 3 4
\ 1 hY ~N
3 < ) 2 t a
— v P La
()
1 Iﬁ
1 { 1 w —
-+ - ¢ * +
St S Bt E -
LS Y “— = = AN ™ 2 y 4 =2 4
I— Z y A A § 7 w4 ¢ v 7 1
1 2 1l 2 1 2 1 2
T A Pl — A W PRNES I Y h
N v 4 —'y I —F ™ P y
e + | s — D y ) 7
& <
/)Hodel M
FOX-TROT
Y 1 1 1
- I } t 1
e -9 —r—
5t T T+ FI| £ ¥
yi 1 y } } Y Y Y
1 w 1 L 1 y i 74 t ¥ 1 B o
¥ - 1 > 4 > J y - V A
2 3 4 1 2 3 411 2 3 4 1 2 3 4
- 2 - 1 - 2 -1 1 - 2 - 1 - 2 -
— Y —S X ) hY : Y 1 AN S
T e e e

Hodei

o O 1
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ELEMENTARY COURSE - LESSON VII (FOX-TROT ACCOMPANIMENT)

Two points are to be observed from the Fox-trot example. First, a very active bass;
second, the chords are struck as rhythmic answers to the bass-beats, producing the fami-
liar "oom-pah, oom-pah®™ dance accompaniment. The chords will now be easier to play as
they are no longer required to connect smoothly to each other. However, the bass part
will require much more practice than heretofore because of the rapid succession of bass

notes in this style.

The common fault with organ students at this stage is a tendency to play too fast.
This style of accompaniment must be learned by first practicing in a very slow tempo,
gradually setting a slightly faster beat as we galn confidence in our ability to find
the bass notes. We must "creep before we walk before we run®". Of course, we must
continue to brush over the black pedals if we are still uncertain of our pedal notes.

To achieve a marked rhythmic effect, it is best to play the bass notes and chords
with a short, crisp touch-—"staccato®™ is the musical word for it. The bass notes fall
on the strong beats of the bar and ars, therefore, the most important factor in con-
veylng the time pulses which establish the metre. In dance music, bass quarter-notes
are usually played as though they were sixteenth-notes. This is a good habit to culti-
vate in playing the "after-beat®™ chords as well as the "strong-beat™ bass notes.

Of course, the bass and after-beats must follow each other with precision, that is,
with clock-like regularity. Those students who "ain't got rhythm™ can cultivate it
just as surely as army rookies learn to march. Some may need to practice with the aid

of a metronome.

It 18 generally easy for a novice to maintain an even beat in faster time--the real
test of "rhythmie repose®™ being the ability to "hold" a tempo in slow time. This latter
facility, therefore, is the one to be cultivated.

10 SUM OP: —

l. Set a slow, regular beat by counting off two bars before starting to play,
(®one", "two", "three", "four", etc.);

2. Keep the touch short in bass and after-beats;

3. Practice the bass alone and then with the chords, adding the melody only when
the accompaniment is under control;

4. Remember to keep observing whether or not you are "holding®™ the tempo you have
set;

5. When you make an error, do not correct it and proceed--go back two bars and try
to play correctly through h_the | point of error.

It will be especially helpful-——while practicing the rhythmic basgs—~to play the bass
part on the lower manual at the same time, thus providing the ear with a means of
*checking™ the accuracy of your pedal playing. This device was recommended in Lesson
I, page 12, and should not be overlooked by those who feel any uncertainty concerning
their pedal accuracy. As soon as you feel more security in the pedal part of a practice
piece, you will, of course, return the 1left hand to its bssic funetion-—chord playing.

. Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE — LESSON VII (FOX TROT ACCOMPANIMENT)
(PRACTICE MATERIAL)

Tonal Combinations for Rhythmic Practice

ON THE PRESET MODELS USE Upper ¥ (or F# for variety)
Lower E Pedal about 5 - 4

ON THE MODEL M USE -~ Section #1 Pedal Section #2 The Six Tablets ¢
4432--2110 5 or 6 00-8742-000 1 2=456 tilted

(or for variety) forward

00-4675-321 3 tilted backward

A more pronounced rhythmic effect results if accompanimental quarter notes--pedal

beats, or afterbeat chords——are played staccato (short, erisp) but, if necessary,

this may be disregarded until good coordination between left foot and left hand is
established.

The following exercises provide a graduated approach to this style. Practice each
one several times before progressing to the succeeding study.

SLOWLY f f
l:¢- == r— “z:- ]‘7?
Exercise No. 1 Preparation for | short pedal notes--- one to each bar.
1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4
L - T+ 3 ) = I } =
£ < + —
i Exercise No. 2 Two pedal notes to |each bar.
1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4
?zﬁv N : Y I Y - T B 3
O D D
ggﬁi—ffg E:EE%;’FP
"ll1ll)"1)lLT
Exercise No. 3 Preparation for two short afterbeat |chords to each bar.
3 4 1 2 3 4 |1 2 3 4L |1 2 3 4
- - » = Y 3 Y I Y
 — —— —r—g—%
= +
. %% ) - Y 15- =) :E: . - Y 1E ~ :E;:ﬂ
L 3 & L Z 1+« 1 L — % r ¥y v @
P4 L 4 4 I 4 Z 4
0. 4 Combined short pedal notes and afterbeat chords.
3 411 2 3 4 1 2 3 4 1 2 3 4
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(POX-TROT ACCOMPANIMENT)

51
A "LONG, LONG AGO" (Practice Version) Bayly
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Melody simplified | to ease coordinationr
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— ] 3 3 3
< —F 1= +— . — o
4 k=1 Z 3+
0l
Tam —,} L. 4! T T T T Y
O " I | [ &y
[ vl Y2 2] o ——
a 'l Q ! "
= 3 Kod 8’2 ﬁ?g
O @) oz - <
&
1= - : — Y
i 1 I /
= =2 } =- e*““\itl =
= -
-
Jeue me/or d Stu dio Copyright 1951 by Jesse Crawford, New York

International Copyright Secured.




62

FLEMENTARY COURSE —— LESSON VII

PRACTICE VERSION

(FOX-TROT ACCOMPANIMENT)

"LONG, LONG AGO"

0 Bayly
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Simplified melody | and pedal part
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Full melody and|fox~trot accompanimeint
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The waltz accompaniment is less of a challenge to the
ate inasmuch as each bar requires but one pedal note.
nusical dance styles--short pedal notes and afterbeat

ELFMENTARY COURSE -- LESSON VIII

RALTZ ACCOMPANIMENTS

to rhythmic precision.

The following exercises provide a graduated approach to this style.

one several times before progressing to the succeeding study.

USE SAME REGISTRATION AS FOR LESSON VII (see Page 50).

]
B 2
>

=3

53

student's ability to coordin-
In this style-—as in all
chords will contribute greatly

Practice each

AL 7))
73 3 Y 3
) B L
Exercigse No., 1 One pedal note plus |[one afterbeat chord
1 2 3 1 2 3 1 2 3 1 3
Oyl
Jo o N .
J | | i
i = 3 <
Y3 Y Y gfé: -y
i L { ] L
- W - )
Exercise No. 2 Short pedal notes |plus one afterbeat | chord
1 2 3 1 2 3 1 2 3 1l 2 3
H-S ) N - ») — D] By 1 Y 3
7 L L £ | {_ L £ L 1 L L
e i y 4 4 F ra 4 :*]: y 4 y 4; Z P4
TE— - 1§: 1 T _;1?. —¥ 1= 1 :§: :F:
Exercise No. 3 Preparation for two |short afterbeat chorids
1 2 3 1 2 3 1 2 3 1 2 3
3 Y3 1 > Yy Y Y T N Y
Fin i Y 4 1 L [ 4 y 4 L 1 i 4 r 4
e o l i 4 » 4 4 y 4 Z A J’ D + i 4 Z
- f F—% ¢ %+ ¥
[ | 3 1 3
u__ V4 1} | I | ] i | y 4 1 1%
T W ]
Exercise No. 4 Combined short pedal|notes and afterbeat | chords
1 2 3 1 2 3 1 2 3 2 3
‘2 N N N N N\ N N\
Tle~d Y AY 1 3 3 2 L { J
%% — g —— %

-
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ELEMENTARY COURSE —- LESSON VIII  (WALTZ ACCOMPANIMENTS) (PRACTICE MATERIAL)

Use combinations given on Page 50 WAL}Z__D,LQ_\

7 e .
1

=38,

¥ S -

3 | A | ) |

| & s I 4 | | f 4

V4 7 p .4

Sustained pedal |notes--one afterbeat|chord per bar
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Rhythmic waltz aced Short pedal notes [and afterbeat chords
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A A )| ) ] -3 Y 3 ) | N N AN
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ELEMENTARY COURSE — LESSON IX

"FLAT" KEYS.

Now that we have progressed through such basic elements of musical notation as
the treble and bass clefs, duple and triple time, and fox-trot and waltz accompani-
ments, we may devote some attention to another element that will be encountered
in reading and playing our favorite melodies — "keys".

Our work, thus far, has been limited to the "key of C", meaning that, except for
an occasional "accidental® (flat or sharp), we have read C, D, E, F, G, A and B as
"naturals®™ and played them on the white keys of the organ, with "C", the first note

of the scale, being the root of the last or "key" chord of our pieces. Hence, the
designation, "key of C",

Many of our favorite tunes, old and new, will be found written in other keys
containing a varying number of "flata" or "sharps" as an accepted part of the key.
For our needs, as beginners, we can confine our study to a few keys that are most

commonly found in favorite and popular music. They fall into two general categories,
"flat™ keys and "sharp" keys.

This lesson will be devoted to the basic "flat" keys, the first of which is the
key of "F", containing one flat (BP).

The following experiment will demonstrate why B is flatted (lowered) in the key
of F. Let us listen to the C scale.

~ — 2
_e. O

The sound of this scale, from note to note, was exactly what our ears have, since our
childhood, come to expect. Now, let us hear a scale starting with F and playing B
natural when we come to B, Note at which point your ear will reject what it hears.

a)

.\
.

|

e

The fourth note--B--is the only one that sounds "off" (too high) to your ear,
Now, let us listen again to this F scale played as follows:

1 ae
=SS

This time, your ear agreed with what it heard and you now know from experience
why B will usually be flatted in the key of F.

]

Instead of writing a flat (P) before B every time it occurs in the key of F, it

Copyright 1949 by Jesse Crawford, New York
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ploce, thuss

ELEMENTARY COURSE — LESSON IX

is customary to write this flat as part of the "signature"” at the begimning of a
0

("FLAT* KEYS)

N/

4

B will also have to be flatted in the accompaniment and bess,
flat®,

necessitating the inclusion of a flat sign in the bass clef, thust

4
WY NLAN

£
Now you will realise vbhy the key of F 48 also referred to as "the key of one
the following key signatures in orgam musics

Y
Therefore, we will know that a piece is in "F" whenever we find eithor of

(In piano music, there
4— (generally are but two
(staves and the key of
[ (F appears as follows:
or
- - HAE
| 7
ye
[]
AN

=3

——

VaVLEN
fo1

<

N

a plece to indicate the "key", "time" and clefs.

refers to the presence or absence of flats or sharps and the "time" signature tells
us whether the piece is in duple or triple time:
T

n
P
The "signature” in musical notation, means the symbols used at the beginning of

Therefore, the "key" signature
ek
LNV \ .

Duple time, key of F

Lo B
e
Lden
o |

|

Triple time, key of F
us that we will always play the note, B, as Bb

To sum up, when we see a flat on the B line in the signature of a piece, it tells
B), except when it is momentarily changed back to BY,

the girat black key to the left of
For this purpose, I offer a little melody that contains several B flats.
note will, of course, appear frequently in the left hand chords.

This
On the larger models, set presets as follows:
Upper F#

Lower D

Pedal about § - 4,
On Model M, set: —=

Section #1 PEDAL
4432-1100

Section #g
about 5§ 21-35675-200
8ix tablets tilted to front position (toward yow.
Jedde Craw orcl Sfuo[io
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("FLAT" KEYS) (PRACTICE MATERIAL)

ELEMENTARY COURSE -~ LESSON IX
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ELEMENTARY COURSE — LESSON IX ("FLAT" KEYS)

The device we have just used, in learning why the keg of F has one flat,
will show us why the key of BD has twe flats -- BP and EP,

Let us listen to the scale starting on BP but continuing on through the white
keys:

Tbvé"’ﬁi’

Our ear again rejects the fourth note. Now, let us try the BP gcale with
the fourth note flatted, Eb:

1

-

1§ (o N
h &

f
7
I = °x

Agaig the scale sounds as we want it to sound and we have learned why the
key of B” is kmown as the "key of two flats",

The simple walts on page 5§59 will establish familiarity with this key.

B or E (unless momentarily changed) will be played on the first
black key to the left of B or E.

Set presets as follows on larger models:

Upper A

Lower F

Pedal at about 6 - 5.
On Model M, set:

Section #1 PEDAL Section ﬁg
6634--3210 about 6 $2-7654-321

Six tablets tilted to front position (toward you).

Jedde Craw ortl Sluc[io Copyright 1951 by Jesse Crawford, New York
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("FLAT" KEYS) (PRACTICE MATERIAL)

ELEMENTARY COURSE -- LESSON IX
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ELEMENTARY COURSE —- LESSON IX ("FLAT" KEYS)

There is one more "flat" key commonly used--especially in popular music. It
is the key of E° or three flata.

This key retains the two flats of the key of B flat (BP and FP) and by
flatting %he fourth note of the scale beginning with EP , introduces a third
ﬂat hanad A .

| - })Q
o —

Our next piece contains several accidentals (first referred to at the begin-
ning of Page 33) and it would be well, at this point, for the student to under-
stand the rules governing their use.

An accidental is a sharp (#), flat (P), or natural (q) that is foreign to
the signature of a composition.

Any note thus changed remains changed throughout the rest of that bar unless
it is restored to its original status. It reverts automstically--in the follow-
ing ber--to its former meaning, but it is common practice to remind the performer
of this fact by placing the proper musicel sign before any such restored note.

The example on Page 61 (half in sustained and half in fox-trot form) will
help to accustom the student to the key of three flats (EP).

Remember to play every B, E or A (unless momentarily changed) on the first
black key to the left of B, E,or A, i.e. Bb, Eb, or ab.

Set combinations as follows:

On_the Pre-set models: Upper A
Lower F

Pedal at about 6 - 5

On the Model M: Section #1 PEDAL Section #2
6634-3210 about 6 32-7654~321

Six tablets tilted to front position {toward you)

C J S ;I Copyright 1951 by Jesse Crawford, New York
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(PRACTICE MATERIAL)

("FLAT" KEIS)

FOX-TROT IN EP

12T

ELEMENTARY COURSE -— LESSON IX
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ELEMENTARY COURSE - LESSON X
"SHARP" KEYS

In the most common flat keys just studied, we found that the fourth note of the
scele had to be flatted in order to conform to the musical sounds expected by our "ear"
or musical memory of the major scale.

A brief experiment will quickly show us why "sharp" keys are necessary. Let us
listen again to the familiar major scale.

7 —

JJ*L -~ o —6- =

Now, let us try a scale starting with G.

e o
ei a
% 7 (o) 4 - d
d

41l is well until the seventh note, which sounds too low in pitch. Observe how
satisfactory the scale sounds when we raise ("sharp") this seventh note of the scale.

Thus, we become acquainted with the key of G, also called "one sharp". Therefore,
when a piece begins with the following key signature, we know that every F --unless
momentarily changed to a natural (f )-- must be played as an F#, the first black key
to the right of F:

0
D

Lit]

o

plano
music

or

We are now ready to practice a study in this new key, "FOX-TROT IN G".

Set presets as follows: Upper A3 Lower F; Pedal about 6 - 5.

Set Model M as follows: Section #1 PEDAL Section #2
34-3210 about 6 32-7654-321

Six tablets tilted to front position (toward you)

. Copyright 1949 by Jesse Crawford, New York
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COURSE -- LESSON X

("SHARP" KEXS)
FOX-TROT IN G

(PRACTICE MATERIAL)
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ELEMENTARY COURSE - LESSON X ("SHARP" KEYS)

G (one sharp) is easily the most common sharp key used in folk and popular songs
but occasionally we find the key of D (two sharps).

This key retains the F¥ (necessary in the key of G) and sharps (raises) the
seventh note of the scale to make it conform to our most used (mejor) scale.

Once more, we may "experience" the need for two sharps in the key of D by
hearing the D scale without,and then,with c#.

WITHOUT C RAISED (SHARPED)

N [ ]
O —%* —
WITH C RAISED (SHAHPED)

9—4 @)
(@] A
yii o o) P

Ll

oo = CJ
< w

—

")

(o]
-4
r
]

HH Lk

O

The key signature for pieces in D will, of course, show the presence of l"# and O# .

& --_'-*ﬂ‘__-——
¢ _1'7"4.1
or, i

in -1

A or pliano

music
J
1-|'—Al.|' G'%
Cd # r d L

We are to remember that, unless momentarily changed, we will play ;very ForC
as a sharp, that is, on the black key to the right of F or C, (F7 or C¥).

N
N

The following study, "FOX-TROT IN D", will serve to acquaint us with the use of
two sharps.

COMBINATIONS
For larger Models, set presets as follows: Upper D#; Lower D; Pedal about 5 - 5.

On the Model M, set drawbars as follows: Section #1 PEDAL Section #2
4432 -1100 5 or 6 00-8741-000

Six tablets set to front position (toward you).

}edde Craw/orc[ Slua[io Copyright 1949 by Jesse Crawford, New York
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FOX-TROT IN D
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ELEMENTARY COURSE -- LESSON X (®S8HARP"™ KEYS)
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ELEMENTARY COURSE — LESSON XI
REGISTRATION
PART 1 -~ TONE COLOR

Considerable space might be devoted to the discussion of pitch, basic families of
pipe organ tone and Nature's acoustical laws as expressed in a fundamentel tone and
its overtones, but, in the belief that such information is immaterial to the progress
of the student at this stage, it will be omitted here. Anyone who is desirous of ac~
quiring a knowledge of these subjects will find them well discussed in a practical,
understandeble manner, in verious available books, among them, the following:

(For the "pre-set” models) - "PLAYING THE HAMMOND ORGAN"
(For the Spinet, Model ¥ ) -~ "THE SPINFT MODEL OF THE HAMMOND ORGAN",

both published by the Hammond Instrument Company, 4200 West Diversey Avenue, Chicago
39, Illinois, and available through your Hammond dealer.

The purposes of this lesson will best be served by stressing a basic fact that
applies to the performsnce of melody and accompaniment by any musical medium~-voices,
instruments, or any combination thereof--THE MELODY MUST PREDOMINATE OVER ITS ACCOM-
PANIMENT--whether by greater volume or through color contrast, or both. The degree
of predominance may be varied except, of course, that it must never be so extreme as
to overwhelm the accompaniment.

THE MELODY IS THE MAIN INTEREST OF THE LISTENER and its predominence must always
be the endeavor of the orgenist. When we hear more than one musical tone at a time,
our attention is drawn to the highest tonme or part of the assemblage, therefore, play-
ing the melody sbove (higher than) the harmony (accompaniment) will tend to insure its
being heard. It is usual to give the melody to an instrument, or instruments, khaving
different tone color from the accompaniment. This contrast is most familisr to us in
the combination of voice and plano, voice and orchestra, or any solo instrument carry-
ing the melody over various accompanimental colors. This universel practice is our
guide and it is for this reason that I usually separate the melody from the harmony
and play them on different keyboards. I urge that you strive generally for CONTRAST
BETWEEN MELODY AND ACCOMPANIMENT WITHOUT LOSS OF BALANCE. Balance, as mentioned here,
epplies to the predominance of the melody as referred to above. The inter-relation-
ship of melody and accompaniment is, as a rule, as followss—

The MELODY in a higher register than the ACCOMPANIMENT;
The MELODY at least & bit louder than the ACCOMPANIMENT;
The MELODY given a different tonal color from the ACCOMPANIMENT.

The ACCOMPANIMENT, generally heard in sustained or rhythmic forms, SHOULD SOUND AS
A UNIT, that is, THE BASS AND CHORDS SHOULD BE GIVEN EQUAL PROMINENCE TO THE EAR.

A step-by-step applicetion of the above follows:

First, choose &8 MELODY color;

Second,choose a HARMONY color;

Third, choose a BASS that is neither too loud nor soft in
relation to the harmony.

In this lesson, we will consider the outstanding color contraste offered by the
pre-sets on the larger models, and their equivalents on the Model M.

Copyright 1949 by Jesse Crawford, New York
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ELFEMENTARY COURSE —- LESSON XY REGISTRATION

PART I --

TONE COLOR

To simplify the following table, we will use abbreviations as follows:

"Mel." for Melody;

"Acec." for Accompaniment.

¥ith Mel. on Upper Manusl -~ Acc. on Lower Manual
ON PRE-SET MODELS

Upper D¥ (French Horn)

Lower D or E
About 4 - 4.

Upper F# (Oboe Horn)

Lower D or E
About 4 - 4.

Upper a# (Truzﬁet)
Lower s, F, or G
About 5 -~ 5.

With Mel. on Lower Manusl
Acc. on Upper Manual

Upper C#, E, For G
Lower D¥ (Clarinet)
About 4 - 4.

Upper Cf, D, E or F

Lower F# (Open Diapason)

About 4 - 4.

Upper C#, D, E, or F

Lower G# (Tibia Clausa)

About 3 - 3.

ON MODEL M

Section #2.... 00-8740-000 (Fr.Horn)
Section #l.... 4412-1100
About 4.

Section #2+... 00-3675-200 (Oboe Horm)

Section #l.... 4432-1300
About 4.

Section #2,... 00-6876-540 (Trumpet)

Section #l e ee 5554‘3200
About 5 or 6.

As the Mel. on the Model M is usually
on the Upper Manusl, the relative posi-
ons of Mel. and Acc. remain as above

el.

Ace.
Bass

EE

5
k-

b
(1]
Q
.

E

S
(]
e

|

>
Q
b

o]
o
0

Section #2.... 00-7272-420 (Clarinet)

Section #10 seso 41043-2100
About 4 or 5.

Section #2ee.. 00-5641-100 (Open Dia'n)
Section #l.... 4321-0000
About 3 or 4.

Section #2.s.. 00-8030-000 (Tib. Clausa)
Section #lee.o 4421-0000
About 3.

Inasmuch as all tonal changes on the Model M must be made by manipulating the
drawbars, I offer the following Acc. combination:

Section #2.... 4432-1000

a8 one that may be used with any of the foregoing Mel. combinations. This, by elim-
inating the change of Acc. combination with each change of Mel. combination, will be
especially helpful when rapid changes of Mel. combinations are desired.

Jedde Craw/onl Slucli o
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ELFMENTARY COURSE —- LESSON XI REGISTRATION

PART I - TONE COLOR

On the "pre-set" models, a choice of Acc. pre-sets is given where practical, leev-
ing the orgenist free to choose the one that seems to fit the particuler need of the
moment. It is not generally realized by organists that a change of Acc.--without
changing the Mel. combination--iz an effective tonal device not to be neglected. Then
again, the Acc. needs to be varied according to the "register" (lower, middle or upper
part of the keyboard) in which the melody is being pleyed. This is another reason why
I have given a choice of Acc. pre-sets in some instances. The student must, of course,
by experimentation, determine the one most pleasing to him.

One of the functions of the conductor is to control the volume of the different
"registers™ in each section of the orchestra, and the orgenist must assume this con-
trol in addition to his pleying functions. His work will be expressive and effective
in proportion to the degree in which he learns to "listen" to his playing despite his
absorption in the several factors involved in it.

It is pointed out to the player of a "pre-set" model that he easily msy memorize
the six most effective "solo stops" listed above for melody playing, by a little study
of the following chart:s

UPPER
MELODY D (French Horn) F# (Oboe Horn) 6f (Trumpet)
PRE-SETS

LOWER
MELODY p# (Clarinet) i (Open Diapason) of (Tibia Clausa)
PRE-SETS

p#, F# and GF, ON EITHER MANUAL, ARE THE PRE-SETS THAT CONTROL THESE DISTINCTIVE
MELODY TONE COLORS.

On the Model M, the six tablets generally may be set in their forward (towerd you)
position. However, when playing a short, rhythmic bass, the Pedal Decay teblet--third
from the left--should be set at its FAST (away from you) position.

There is & small metal lever attached to the expression pedal of the Model M that
may be used for a sustained bass part in which a "legato" bass (smooth connection of
bass notes) is required. This lever should be pressed by the left edge of the right
foot as this foot rests on the expression pedal. It will act as an "sutomatic legato",
holding and connecting the bass notes without any confliction at the moment of change
from one to another, and dispensing with the necessity of keeping each foot pedal
depressed until the exact instant of change.

USE OF VIBRATO EFFECT -- In concert and church work, the Vibrato is used sparingly,
but, for sentimentel or "sweet" melodies, the Vibrato may be left on at its most effec-
tive setting.

It is my purpose,in these lessons on Registration, to offer the beginner a small
number of striking tonal colors, rather than burden and bewilder him with a large
number of more subtle effects. This lesson--well learned--plus the points made in
the next lesson--will give him a commend of tone color more than adequate for his
imnediete needs.

Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE _— LESSON XTI
REGISTRATION
PART II - TONE COLOR (Concl'd)

In addition to the distinctive "solo stops" discussed in our last lesson, there
are some special combinations obtained through the drawbars that may be relied upon
for general usage. When the "solo stops" are used in contrast to these special com-
binations, the resultant changes of tone color will tend to refresh and hold the
listener's interest indefinitely.

First of all, we need & "full-organ" combination--one that will serve as a "tutti"
or full-orchestra effect. This combination may be used for any passage of music ex-
pressing power or building to a tonal climax and, conversely, on the Hammond organ, it
may be played so softly as to serve for quieter passages without the necessity of chang-
ing combinations.

The pre-set models have four groups of nine drawbars each, with the two pedal
drawbars located at & central point, as follows:

T _H E D R A W B A R 8
l IJ rrerr vy iirerrbob FTTTTEr T e TP T el
ect on 1. Section 2. A Section 3. Section 4.
P
Dra:bars

Sections 1 and 2 are for the upper manusl; Sections 3 and 4 apply to the lower
menusl. Tonal combinations from the:; four sections are made available on the upper
and lower manualg by depressing the (BP) or B pre-set keys on the respective manual.
The following diagream will make this clear:

UPPER
\
Section 1. 17154;J;Jn]é| [vfi L l l le ty ! | 1ﬁlelt1;l 1.1 el

Two sections of drawbars are available on each mamual in order that the organist
may have them set up with different combinations of his own choosing awaiting his need.
He has but to depress either the A¥ (BP) or the B pre-set key to bring its combination
into play and may, of course, alternate them as he desires. TYou have, no doubt, long
since learned that only one pre-set key may be used at a time on either manual.

I achieve the full-organ effect mentioned above by setting the drawbars as follows:

PRE-SET MODELS MODEL M
Mel. Upper A# (Bb).. T7-8888-765 Mel. Section #2.., 77-8888-765
Acc. Lower a# (BP).. 00-7777-654 Acc. Section #l... TTTT-6542
B S--.........--6—601‘7—7 BaBS--.---......... 701‘8

Copyright 1949 by Jesse Crawford, New York
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FLEMENTARY COURSE —— LESSON XII REGISTRATION
PART II -~ TONE COLOR (Concl'd)

A very wvaluable combination, for "pretty" melodies, is one that very closely
simulates the "sweet"™ combination I used on theatre organs. It is comprised of the
Tibia Clausa at various pitches, plus the Vox Humana stop, and may be set as followss

PRE-SET MODELS MODEL N
!g_l_. Upper Beaoo &)—8830-210 l. Mel. Section #2. ve 80-8830- 210
Acc. Lower D, E, F, F# or G, as needed Acc. Section #l... 4432-1100
mss ®*® 00 000000 amutA-L &vs 0SSP OSOPOEOSQGOIEEOCSOEES amut‘

The melody pert of this combination may be varied while in use, as follows:

NINE VARIATIONS 2. 80-8030-210 Acc. - Lower D, E, (F# Stacc.)
OF THE "SWEET" 3. 80-0830-210 " " E, ¥4
MELODY COMBINATION 4. 08-8030-210 " " D, (Indian)

5. 08-0830-210 " » D, (Oriental)

6. 88-0030-210 " " F# P

7. 88-0830-210 " n F, Forg

8. 88-8030-210 " n p, ¥

9. 08-8830-210  *© " F,F

10. 88-8830-210 " F, G, D¥

These ten combipations may be varied further by substituting a four (4) for
either one of the two eights in Nos. 2, 3, 4 or 5; or for any one or two of the
eights in Nos. 1, 6, 7, 8 or 9-~the last five drawbars to remein at 30-210.

On either model, a sustained accompaniment sounds very attractive if a Vox
Humans (human voice) stop is set on the lower manual, as follows:

PRE-SET MODEL MODEL M
AC_c_. Lower B LR X X1 00—4500—320 Acco Section #1. LX) 4500-3200

Finally, I wish to suggest & very flexible novelty combination that permits
maximum change of melody color with minimum effort. It should be set as follows:
PRE-SET MODELS MODEL M

(I use the lower B for this, with
the Acc. on the upper manual)

Aco. Upper CF, D, E, F, ¥, G or OF (as Mel. Section #2...44-4444-332
Mel. Lower B... A44-44h4=332 needed) Acc. Section #l,.. 5432-2100
‘P_;e_d._ooo-ooooocoo about‘-‘ ge_d_. about4

The melody part of this combination is merely & preliminary setting. On either
model, the value of this combination will lie in the use of any one of the six "fours"
at eighth (8) strength, with the other five remaining at fourth (4), thus:

Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE —— LESSON XTI REGTSTRATION
PART II - TONE CQLOR (Concl'd)

SIX VARIATION; 1. 84-4L44-432
OF THE NOVELTY Re  4B-LLLL-432

MELODY COMBINATION 3. A4-BL44-432
be  LA-LBLA-L32
5  4h~LL84-432
6. Ah-4A4B8-432

These combinations produce the effect of a solo stop against a neutral back-
ground and may be used in any desired order. It must be remembered thet when a
change is made, for instance, from #5 to #2, the fifth drawbar is re-set at four
(4) while the second drawbar is pulled out to eight (8).

To summarize, on pre-set models, I set the combinations as follows:

UPPER BP (Section #1)... 77-8838-765 UPPER B (Section #2)... 80-8830-320
LOWER BP (Section #3)... 00-7777-65, L1OWER B (Section #4)... A44~44dblh—432

Ped. to suit.

This setup provides the full-organ combination (UPPER and LOWER A¥ (BP); the
"sweet" melody combination (UPPER B) and the novelty combination (LOWER B). These
combinations, plus the resources at hand on the pre-sets, provide me with a variety
of tone colors more than ample for an entire concert.

On the Model M,we cannot, of course, set up all of these combinations as we
have but two drawber sections.

I would like to meke it clear that the PEDAL settings indicated above are
approximate, the actual setting being left to the discretion of the organist.
While I have indicated settings at 4 - 4, 6 - 6, etc., he may find that, under the
acoustical conditions of the room in which he is playing, 5 - 4, 4 ~ 5, 7 - 6 or
6 - 7 may be more effective. An important point to be remembered in comnection
with pedal combinations: THE BASS SHOULD ALWAYS BE A BIT STRONGER WHEN PLAYED
STACCATO (VERY SHORT) THAN WHEN SUSTAINED. Also, in using the full-organ effect,
the organist may find it advisable to increase the strength of each drawbar by one
degree, or, on the other hand, to decrease each drawbar's setting by one or even
two degrees. These adjustments will be made, of course, when my suggested "full"
setting proves not loud enough or too loud for the room. The organist should be
aware that heavy drapes and rugs absorb the brilliance of the organ's tone. A
large audience will have the same effect and he may find it necessary, under such
conditions, to increase the strength of the upper harmonics (roughly, from the
third white drawbar onward) to overcome the resulting tendency toward "dull" tone.
However, this factor, in general, will not concern the organist, as the Hammond
technician who installs the organ will regulate its response to whatever acoustical
conditions he finds.

A study of the Hammond Bulletin No. 2, is recommended to pre-set users and

it may be repeated here that the Hamimond folio for the Model M will prove of
great interest and value to those playing this instrument.
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ELFMENTARY COURSE —- LESSON XII - EXPRESSION

EXPRESSION

Expression is the one factor that almost outweighs all others in the listener's
appreciation of a musical performance. Music, to him, is dull unless vitalized by
the interpley of varied dynamics--the modern acoustical engineer's term for relative
softness or loudness of sound.

Very few organists have a natural faculty for expression, therefore, I would like
to offer a method that will prove a safe general gulde:

It is most natural to increase the volume with a rising melodic pattern and de-
creese it with a degcending melodic pattern. This does not mean gvery rise or fall,
but refers to the over-all trend of the melody over a two-bar, four-bar or eight-bar
section. If we regard a musical phrase or sentence from its lowest to highest, or
highest to lowest notes, we can quickly judge whether we have a rising or falling
pattern.

&L R e G B ] /\Q
s e T - :@ﬂj_ig.} e —
0 Y = F—[ ___F-——vx;/
———

£+ __ GRADUALLY INCREAGSE

Another general method is to gradually increase the volume in the first half of
a four or eight-ber section and decrease it in the second half. This is in keeping
with our speaking habits in which our voice will rise in pitch in the first part
of & sentence and fell in the latter part.

AT LL;g + Y 1 —t—a— o,
33+ — o T 7
¥ *‘j:;%ﬁ:;pj“;i = h

~Increa<le acrease

In addition to gredually louder or softer phrases, we can have accented or stressed

melody notes or chords, or both. These sre knowrn as accents when moderate and as
Sforzandos when strongly accented. Care should be exercised in the use of accents
as they may be easily overdone, especially on the electric organ.

IN GENERAL, extreme and frequent changes of volume are unratural to sny but high-
ly emotional pieces of music, or music that is intended to be exciting and stimula-
ting.

The thoughtful organist will take note of the general preference of his listeners
and will do well to remember that the organ is regarded usually by its "fans" as
restful, and an ideal medium for the presentation of favorite melodies.
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ELFMENTARY COURSE _—— ADDENDA

On the next two pages, is a chart showing the most common chords (used in semi-
classicel and popular music) on the most commonly used root-tones.

The symbols shown under each chord are those used in popular music, therefore,
this chord chart should prove of great velue to students of this Course who essay
to play from popular song copies. (The studies involved in the transcription of
this type of piano music for the organ are an important part of my Advanced Course.)

Following are the definitions of these symbols based on C as the root-tone:

SYMBOL CHORD INDICATED
l1.C. ... .. ... C major triad

. C . L ... ... minor triad

5 * c + L) L) . . [ ] . [ L] au@en ted tx‘i ad

aQa aQ o

4.¢8 . . ... ... Cmeajor triad with sdded 6th

dominant ninth

5. €™ _ _ , . .. .. Cminor triad with added 6th
6. cH7 e v v v e v . 0 major seventh
7. C® . .. ... C minor seventh
8.¢7 . ....... Cdominant seventh
9, cdim. = . . C diminished seventh
10, ..., C major ninth
11, ¢cm , .. .. . + . C minor ninth
c
C

15, ¢dim.9 | diminished ninth

14,011 . ... .. ..

Q

dominant eleventh

Jed:!e Craw orcl Stuclio Copyright 1949 by Jesse Crawford, New York
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ELEMERTARY COURSE -~ ADDENDA CHORD CHART

74 The fourteen most common chords on the fourteen most commonly used Root-tones. —p
) READ EACH STAVE ACROSS BOTH PAGES — _ — -
c —
(1) ¢ (2) Cm (3) ¢t (4) ce (5) Cmé (e) M7  (7) Cm?7
&,) DP P thiot & a_stﬁ ' b i b et fu=
S ——%- b b5 s —b & o
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ELFMENTARY COURSE — ADDENDA

CHORD_CHART

Nos. 6, 7, 8 - 10, 11, 12 and 13 may appear without their "fifth",

75
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ELEMENTARY COURSE ~ ADDENDA

To those who may become interested in studying my Intermediate and
Advanced Courses, I would like to suggest that it would be best for them to
assimilate the instructions contained in this Elementary Course before un-
dertaking the advanced work.

The studies on pages 84, 85 and 86 will provide sufficient familiarity
with four and five flats to permit progression to my Intermediate Course,
which, in turn, leads to my Advanced Course.

The five complete favorite folk melodies, in simple, sustained form,
on the next pages, have been added for supplementary practice. Those
students who are interested in the dance style of playing will acquire
additional proficiency by converting the sustained accompaniments into
fox-trot or waltz forms, as the case may be. These forms were studied in

Lessons VII and VIII.
%* % ®

Following these five pieces, I have added scales and studies in the
less used Major keys, namely,

ab, Db, Gb —— A, E, B and F¥#

These are intended for those who may wish to become familiar with all
Major keys. Although I have shown the scales of CP and C#, no practice
pleces are given for the following reasons:

cb, the Key of 7 Flats, is rarely used. B, the Key of 5 Sharps, is
the #enharmonic of the Key of CP, and is generally used instead.

The same appliea to the Key of Cf (7 Sharps), which is the enharmonic
of the Key of DP (5 Flats), the latter being most generally used.

#Note: The term, "enharmonic", means similar in sound but different
in name.

As practice pleces for the new Flat and Sharp Keys, I have selected
one melody for all the Flats, and one for the Sharps. This, of course,
means lack of variety. However, you will note that in each instance, the
new Sharp or Flat appears prominently in the melody, and I assure you that
nothing promotes familiarity with the keyboard as does being able to play
one piece in a number of keys.

* % X *

The manuscript paper included herein is for the use of those who wish
to improve their facility in reading. I recommend that you write a large
number of different notes in the treble and bass clefs and then test your
ability to properly identify them. Facility in reading, of any kind, comes
only through experience, that is, by reading.

C J St J Copyright 1951 by Jesse Crawford, New York
esse _rawgor udato International Copyright Secured



77

{1

) wilfWA |

Foster

[ X3
4

—_—

"MY OLD KENTUCKY HOME"

ELEMENTARY COURSE - ADDENDA

4

1

|'.|

o B

12! 3.

!

| Sy

L

i

A

International Copyright Secured

1

Copyright 1949 by Jesse Crawford, New York

}edde Craw/orcl Sluc[io °



78

ELEMENTARY COURSE - ADDENDA
"MY BONNIE LIES OVER THE OCEAN®

(College Song)
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ELEMENTARY COURSE - ADDENDA

oMY BONNIE LIES OVER THE OCEAN"™ (Cont'd)
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ELEMENTARY COURSE — ADDEMDA
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"HOME ON THE RANGE"

Cowboy Tune
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ELFMENTARY COURSE - ADDENDA

(Cont'd)

"HOME ON THE RANGE"
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ELEMENTARY COURSE — ADDENDA

"HOME, SWEET HOME"

(In EP - 3 Flats, BP, Eb, ADb)
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ELPMENTARY COURSE - ADDENDA
"ANNIE LAURIE" (InD - 2 Sharps, P¥, cf)
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KEY OF

Scale of Ab:

AP

ELEMFNTARY COURSE - ADDENDA

- 4 FLATS (Bb, Eb, ab Db)

Signature of AP

Il ~
Dy S che . o e
l{ 1a 4 { P80 * M
[4 rb <X
blacK black black blacK "
| 4 g —
rEI: i. Y T L P

The designation "black" under the flats refers, of course, to the black keys.
Primary chords derived from AP scale:

- s/bsba_a

D

~r

-t

A complete practice piece in the Key of AP will be found on Page 85,

KEY OF Db - 5 FLATS (Bb, Eb, Ab, pb, Gb)

Scale of DP:

A I Signature of pP

Lo
Elack d
ye
A~=-'1 e
CIé
= )
z | 4
Primary chords derived from DP scale:
) s. baS

-

1) P

poiP o

A complete practice piece in the Key of DP will be found on Page 88,
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ELEMENTARY COURSE - ADDENDA

"HOME, SWEET HOME"

(In AP _ 4 Flats)
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ELFMENTARY COURSE — ADDENDA

WHOME, SWEET HOME®  (In D® - & Flats)
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ELFEMENTARY COURSE - ADDENDA

KEY OF GP - 6 FLATS (BP, EP, ab, Db, g, cb)

cb Scale:
Signature of Gb:
e )
- — — 1 ! rde. N\
A t X 2 Ez;].mr—--iiz;h---« t-
NN e e O V& 7 i .~ 1] 1..?
L » 7 2 . Ty
- white whTe
po e Y =2 =
I L y - 1 oy W =1
" V-, = R A | W ()
:='.‘v__-d'r'4: o i—— ‘.ﬁ- l-.?‘
t #

The designation "white" under the flats refers, of course, to the white keys.

Primary chords derived from GP Scale:

T
U [
-

A complete practice piece in GP will be found on Page 88.

The term, "enharmonic", means similar in sound but different in name as, for
exanple, Cb and B.

KEY OF CP - 7 FLATS (All seven names are Flatted)
(Enharmonic with B - 5 Sharps)

cP Scale: Signature of cb:

P n . Dot
7 —— % :
e white

white

. Copyright 1949 by Jesse Crawford, New York
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ELEMENTARY COURSE - ADDERDA

"HOME, SWEET HOME"

(In G° - 6 Flats)
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ELEMENTARY COURSE - ADDENDA 89

KEY OF A - 3 SHARPS (F#, c#, of)

A Scale: Signature of A

N t o S
{7 y— = - - - A —
— N 4 A ML
bt
b\acK bl q‘:K j-é'ﬂ . \.‘E
" o ¥ & T = "= =
o) '
30
o 8 L an— 2

D— 7 5 S —
k =5 ] : 2

A complete practice piece in the Key of A will be found on Page 90,

KEY OF E - 4 SHARPS (F#, ct, of, D#)

E Scale: Signature of E

A

black blacK
w bk LS 4o = ]

Primary chords derived from E Scale:

A complete practice plece in the Key of E will be found on Page 91.
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ENDA

—

"ANNIE LAURIE"

ELFMENTARY COURSE — ADD

fas st

(In A - 3 Sharps)
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ELEMENTARY COURSE - ADDENDA 91

"ANNIE LAURIE" (In E - 4 Sharps,
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ELFEMENTARY COURSE ~ ADDENDA

KEY OF B - 5 SHARPS (F¥, cf, of, D¥, af)
Signature of B:

B Scale:

J 1 t - 1]

- T %5 A hi% whife

. wllje
wh.‘l’e

(=%

£ ‘; P / L

Primary chords derived from B Scale:
¢

D r
3 —

i i v

-

! i
A complete practice piece in the Key of B will be found on page 93.

KEY OF F¥ _ ¢ SHARPS (F¥, cf, of, DF, a#, ©F)
F# Scale:

Signature of F#;
0

1P 4

A complete practice piece in the Key of F will be found on page 94,

KEY OF C# - 7 SHARPS (A1l seven names are Sharped)
(Enharmonic with DP _ 5 Flats)

Signature of C#:

c# Scele:

N
) 4

£2.}
==
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ELEMENTARY COURSE - ADDENDA

(In B - 5 Sharps)

"ANNIE LAURIE"
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(In F# - 6 Sharps)

"ANNIE LAURIE"

—_—

ELFMENTARY COURSE — ADDENDA

——

94

Sharp

C, double
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