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i the April (1964) HAMMOND TIMES you were told
how to know on which note to start on the upper manual
keyboard, to pick out your tunes by ear so they would
somdweﬁandﬁtwﬂhﬂlelefthandchordsonthebwm
manual. You were told the importance of singing and
playing what you sing. Not singing what you play, but
playing what yon sing. Always imagine that you are
“singing with your hands,” Whatever variations you dream
upasyuuwh:sﬂe,orhum,wsingmymelody can be
played with your hands. Teach yourself to listen, listen,
ﬁmmaverydiﬁ:gyouplay It is a sad fact that some

individuality or creativeness in what they are doing. If
what you are playing expresses what you feel, at the
moment you feel it, you are starting to enter into the
wundm’ulmusmlwmldthatoniyﬂlmwhephybyw

but do mtbmas!avetoo&er- If
you are ever going to express your own ,NOW
is the time to start.

Assuming that you have digested what was given you
iutheApdlawﬁele,wewﬂlnwtakeupthecﬁrﬂpm-
gression - E7 - A7 - D7 - G7 - C.

Dictionary of above chords in the best position con-
ducive to smooth progression.
‘I‘!wTOP?‘IOTEafenchdm:d!sencxrcled
Listen to this top note as you play each chord.

CHORD NOTES IN THE CHORD
reading left to right

Now, let’s look at the NATURAL PROGRESSION OF

CHORDS (Tonal Magnetism) E7 - A7 - D7 - G7 - C
1% Onthnbwmmnunl,phymebar&((}-l}-ﬂ?)in
your left hand, and follow it by C chord
Harmony books call this “resolving” the chord. Listen how
smoothly and naturally the G7 chord progresses to the C

chord. C acts as a magnet for G7. That is why “Natural
Progremmxissomeﬁmesmfwredtoas"fonxll\&ng—- -
netism.” Now play G7 chord, and see if you don’t feel a

pull into the C chord.

2. Next, play D7 chord (A-C-D-F#) and go to G7
chord. Notice how smooth it sounds. Now go dimé&y

from D7 to C chord. Listen how ugly and
sounds. D7 must go to G7 before

on natural

progression until you get to C. .

Quite often, C goes to C7 (G-Bb-C-E) which always, in
anypiecegoesml"chord (A-C-F).

Now play the following left-hand chord “warm-up”

exercise:

WARM-UP CHORD EXERCISE FOR LEFT-HAND
pigird E;X oIS

CG7C

Frtle)
g8%;
gag
[glzizle

C
C E7

The positions of the above chords are arranged so the
wpmtedeaehcherdin&mpmgxmnn,mmu-hﬁf

step down at a time (chromatically).
> ufm ! ufhtopzfmdhmp tenf.wpm-itaef'
note te ] nof or
t?Egcbnrd t:gn(g:md D7 chord G7 chord C chord

This makes for a tenor or obligato-harmony effect which

enhances your songs 100% soundwise. It also makes for
smoothness of the chord changing in the left-hand.

(G-C-E).

nnpmﬂhla
going to C. Try it.
Now go back to A7 (A-C#-E-G) and follow it left to right
progression to D7 to G7 to C. Next start on
E7 (B-D-E-G%) and go left to right through the natural
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5 ‘Hon—to be used in the following
CHORD

Lo B
v

aomwammymmmedmaﬂthe
song examples, and has been underlined. Note that the

< Mdshthefoﬂwﬂngmgmmphshmbmphwd
hﬁmmderofm. It is now up to you to “feel

by
F 3 gthehédartnemhmﬂyplayingmmlybym with-
out

§1

of any kind.
Ynumaynnﬁcedzstwammﬁngin&ekeyafc

____oniyatpreeent ltheasymphymaﬂ s by ear, but
- first we must be thorough about okl

playhghmalmylta
time.

Additional of Chords, in recommended posi-
examples—

song
NOTES IN THE CHORD
reading left to right

by’

Maﬁyplemmpeattham theme, ‘be-

sible
_fdrethenﬁddlepaxf(hidga) and then return to main

E.Singmeledy(danotphyﬂuﬂghthm&asm}
Play bass chords by ear, on lower manual to fit singing.
W@K:g’ly (wqxﬂsifpouibls) nndplag

hands

FINISH ONE STEP AT A TIME—The note on which to start
- is indicated at the right of each title—

1. Shine On Harvest Moon—Tune starts on F on upper
il
ATDTGTC

2. I'm Confessing—Tune starts on G on upper manual.

C A7 D7 G7 C—Bridge is CT F D7 G7
3. Alice Blue Gown—Tune starts on C on upper manual,

CA7DITGTCATDIGTICC

A7 Dm G7 C E7 F D# dim. C A7 Dm G7 C
4. When Irish Eyes Are Smiling—Tune starts on G on

upper manual.

CCT CCTFCF CAT DY G 6GT.C

C7F C C7F D# dim. C A7 D7 G7 C
5. Memories—Tune starts on A on upper manual.

CD7G7CCIFFmCA7 D7 GTCD7G7 C

‘C7F D dim. C A7 D7 G7 C
6. Five Foot Two—Tune starts on E on upper manual.

C E7 A7 D7 G7 C—Bridge is—E7 A7 D7 G7
7. Liebestraum—Main theme—Tune starts on E on upper

manual.

CETATD7G7C
InthBHAWONDmsmwehavestﬂ]imt
“scratched the surface” of tools to be used in learning
to play the Hammond by ear. Everything discussed
to this point, has been based on orthodox rules of standard
harmony as it is taught in all state colleges and universities.
However, 1 have tried to boil it down to bare essentials,
becatmamuchofthehamny te&inwhoulsis
“excess baggage” having no i te or practical use for

the busy homemaker or professional man who wishes to

relax and have pleasure at the Hammond Organ.

Inotbe:vmés,:tuthiswﬁtersomvmthnthaththe
field of Harmony, it is more important to concentrate on
the few i chords, in their one best-sounding
podﬁmandhﬂmapplytbem,thmﬁnhbommly
memorize or learn to build mathematically, the innumer-
able major, minor, augumented and diminished chords in
all their various positions, most of which will never be used.

It is recommended that vou read this article through
semﬂﬁmmmorderﬂ:atyeumaymﬁ:eiullﬁnpmtaf
what is intended to help you enjoy your Hammond Organ
even more than before.

If you have stayed with this small lecture up to this
moment, and perhaps have gained even one helpful germ
ofanideaonwhichyoueana&pmnlla&er!wﬂlfeelweﬂ
repaid for my eff

MrMeKeeistheathmofHewToPIayTheHm-
mond Organ By Ear, avaﬂabb&amﬂoﬂywmd&hsolof
Popular Music, 6844 Sunset Blvd., Hollywood, Calif. Price
is $1.50.
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n era seem to
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solution that onefifan easily un-
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Tong geesSiul development, a per-
former, and espECTANY" 4| composer, experiences a
strong desire to express himself with new or less familiar
methodseskor example, if fone writes a dominant seventh
harmghy: e risk becoming blasé by writing something
expected rgsolution of a third up, fifth up
seventh down?
i therefore must try to develop his
and undegsanding to a degree that will insure
of the serious composers and arrang-
ers who are honestly trying to extend man’s very limited
concept of sound experience. The means that are employed
in an attempt to extend the expressive potential of music
and achieve a new sound range from the novel use of
ancient formulae and scale structures to a completely
atonal (without central tonality or without tonic identi-
fication and emphasis) construction with abrupt and fan-
ciful rhythmic organization. However, many and perhaps
most of the composers and arrangers who are interested in
these modern idioms employ effective development of dis-
sonant fadtors—so-called chords of the ninth, eleventh, and
thirteenth—yet still remain within the framework of tra-
ditional concepts. Often composers write in these modermn
idioms which revolve around the secure establishment of
a central tonal tendency or keynote. Prince-Joseph’s ar-
rangement is thrilling proof of the effectiveness of modemn
idioms when developed by a master craftsman. (Fortu-
nately, there is available a vast amount of music of this
type that has been written especially for Service use.)
Perhaps about ninety percent of the hymns performed on
the organ are arranged in the standard four-part harmo-
nization with the right hand playing the soprano and alto
parts, the left hand playing the tenor part (both hands
playing on the same manual), and the feet playing the
bass part on the pedal clavier. A common variation is to
play all four parts on one manual, just as you would play
them on a piano. Occasionally, another style is heard
with the melody played with the right hand on one manual
(usnally single tones, but possibly a chord) and the left
hand with full harmonic support on a different manual,
the pedals playing the bass. A much less frequently

heard variation is the one used here by Bruce Prince-
Joseph, wherein the melody is harmonized with a three-
tone chord played 8 va (octave higher than sung) with
the right hand and, on the same manual, the left hand
duplicating the right hand part an octave lower. Usually
then the pedal would play a harmonic-type bass part.
Mr. Prince-Joseph's example, however, has a bass part
that is not constructed on monophonic principles, but is
instead an added voice with a distinctive rhythm that
complements the total majestic style he has created.
The pipe organ registration suggestion is intended to
give tonal significance to the style of robust performance.
The suggested use of 16” tone must be carefully adjusted
to avoid an indistinct mass of tones. This is especially
true because of the middle and low-middle range of the
left hand part. The full organ designation indicates a
strong series of 8, 4, and 2’ tones with the normal
complement of overtones for diapasons at 8, 4/, and 2
pitch. This effect can be obtained on your Hammond
Organ with 00 4643 121 which has a well-balanced 8’ and
4’ (first two white drawbars), a moderate quint (first
black drawbar), a normal 2’ super octave for the strength
of the fundamental 8, and just mild super-structure with
the tierce, larigot, and 1’ octave above the super octave
(last three drawbars, two black and one white). Now if
one would add a small amount of 16’ (sub octave) such as
20 4643 121, he would have a fair sound of full organ,
including 16", but without reeds. Reed tone of the wood-
wind type could be added, and the drawbars readjusted to
allow a slight predominance to the imitative quality of
the oboe or even the clarinet. This effect might gener-
ally be described as flute with oboe or diapason plus oboe.
When, as in this instance, the indication is for full organ
with reeds, the reed color desired is the very rich upper
partial structure that is inherent in the trumpet and
brass instruments. (Brass instruments represent one of
the two divisions of organ reed classification.) The rich
upper partials of the brass added to the basic full organ
with sixteen foot as developed thus far could be 22 4643
332. Obviously, no vibrato or tremulant is to be employed.
The final adjustment would be to balance these combi-
nations with greater intensity and perhaps increase the
brilliance of the superstructure harmonics of the brassy
reeds. The timid performer may be satisfied with 23 6778
665 and a pedal of 65, but more of a bombarde effect
is possible with a 76 pedal and 45 7868 777. Set this
Full Organ with Reeds at 16’ on one manual, the great
manual, and if you have reverberation, tum it on full.

When preparing to perform Bruce Prince-Joseph's
arrangement, play it once through with left hand and pedal
and then with right hand and pedal. One may want to
practice both hands without the pedal since a special kind
of difficulty is encountered with the left hand duplicating
the right hand one octave lower. This, in reality, makes
the left hand a reversal of the right hand (thumbs face
each other).

When Prince-Joseph thought through the original mel-
ody for a stimulation of ideas for his arrangement, it is
possible that he imagined good. strong lusty singing by
a church congregation. The slight, but significant, alter-
ation made in the rhythm of the melody almost suggests
the use of opening words, “Oh, God, Almighty God”. Try
speaking these words to the rhythm of the first two




gestion of passing or neighboring tones—first measure
bass note E half note, then the ' sharp as written; second
measure G sharp, F sharp, and then E as written, ete,
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BY MILDRED ALEXANDER

Since Mendelssohn is the composer honored in this
issue of HAMMOND TIMES, it seems worthwhile to find
out which qualities made this artist great; and, here in the
BEGINNERS’ CORNER, it also makes good sense to see
how these qualities can be applied to improve your own
playing, whether your leanings be toward classical, church,
or popular music. '

Mendelssohn was a classicist, completely observant of
FORM. How can it profit a beginner to learn about
FORM? Well, in plain language, each song has a “home
base™ (chord, or key), and it keeps breaking away from
that chord, and working its way back “home” again to that
same chord. There are only so many ways and places to
go, and get back “home” correctly in good FORM. The
sooner you are aware of FORM, and patterns for breaking
away and working back towards the “home” chord, the
quicker and easier you will learn to play, memorize, trans-
pose, and improvise,

For example: Long, Long Ago starts off with its home
key (the Tonic), C, and goes to G7 (the most dominat-
ing chord in the key of C—the dominant 7th), and hack
“home” to C (Tonic). Look how many other songs start
off with this same chord p : Hindustan, Caleutta,
Yellow Bird, Chicago, Vaya Con Dios, Hi, Neighbor, Beer
Barrel Polka, Liechensteiner Polka, Chopin’s Nocturne,
that became No Other Love, the theme from Three Penny
Opera, that became Mack The Knife, and so many moare.

Learning “The Clock,” or CIRCLE OF FOURTHS
(because going Clockwise constitutes natural progressions
—each key progresses naturally to the next), is such a good,
understandable way to learn FORM and patterns to break
away from “home” and work back to “Home base.” As is
always the best way to learn anything, let’s start with first
things first, and learn a little at a time.

G
(Tonic)

= sub-dominant
Dominant (Th

. G Home F
(The dnmlnating /—\
chord in Key of C) 2 o =% chord in Key of C)

Many songs use this pattern: Going from the Tonic (in
this case (C), clockwise to the next progression, the sub-
dominant (F), jumping back on the clock to the dominant
7th (G7), and back home to the Tonic (C). Try Aura
Lee, I'll Always Be In Love With You, I'm In The Mood
For Love, and see how many more you can find.

Mendelssohn starts his famous Spring Song with this
same pattern, and when he gets back to the Tonic, C,
jumps back 2 places on the clock, to D7, then works back
“home” clockwise, from D7 to G7, home to C.

C

G 2 Home F
N

. =

c ‘O G7
= ;

¥

B B :
S == -

Almost the same pattern, Tonic, progress to Sub-
Dominant, back to Tonic, jump back 2 spaces on the clock
and work back home. In the key of C, this means play C
to F, back to C, jump to D7, G7 and “home” to C. Try
Dear Heart, Wish You Were Here, Deed I Do, Hands
Across The Table, If 1 Had You, Ole Rockin’ Chair, and
see how many others you can find.

Mendelssohn was also a master of improvisation. He
could “add to” the simple melody, and play around it. So
can a beginner. You can fill in the empty spaces (when
the melody isnt moving) with arpeggios, that are only
chords, broken up into single notes. See how much
Mendelssohn added to his Spring Song just by “filling in”
with arpeggios in each hand, and then you do the same.

5 i i:ﬂ'ﬁ . A
g J—s~—TTJ] ST dod s J
ut‘uﬂ i-l&aik!l P &#22&=3 4|1 &a2 &2 4|1 &a2 &a 5 4
SEes 4 S Bat
| sl B 24

MF = | R F
Please be learning the basic chords WELL, so we can soon
learn to improvise and “add to” these basic patterns by
slightly altering the major chords.

One of the most important lessons we can learn from
Mendelssohn’s music that is the essence of refinement, is
to play in good taste. How can a beginner play with
refinement? By playing well, with feeling and expression.
You can play sad songs without being maudlin. You can
play happy songs without being raucous. You can play
unfalteringly by becoming thoroughly familiar with, and
playing often, the songs you have already learned. Yes, a
beginner can play artistically, with refinement, and well.
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sketchy left hand and
going gets rough, say to
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done constantly by all or,
is, if you really want to

Now, you notice that the left hand part was merely
sustained chordal progressions, merely a tapestry back-
ground for the right hand melody. It could be changed
by adding motion in the left hand, a slight rhythmic
counterpoint, thus:

Slowly
@@ cm_6mp? G D7Gm Cm Gm
-
=

v JERLs '-L___/M#_'_——
2B BN I 0] BT
o AR A SRR e o

But even if you have observed ecarefully the registrations
which T have marked for it, and have tried several times
to smooth it out, and finally the opening bars have a much-
desired little “1ilt,” the real beauty has not been obtained
—for this reason: it will sound much better if you put the
melody in the left hand, and the chordal background in
the right hand. Observe the NEW registrations, and listen
e ly as you play the following:

Pl st

Cm. Gm D7 Gm

— rie.|

ly, and to leam them well.

Now, by learning them well we mean following the
beauty of the melodic line at least to the completion of
the first few musical thoughts. Then, if the melody pleases
you, and you feel you would like to really learn the num-
ber, go at the left hand part and see what it does to en-
hance the beauty of the melodic outline. Many times you
will want to add something of you to the particular ar-
rangement you are studying; it may have a sketchy or
“commercial” left hand part . . . that is, it may be rather
too conventional to suit your mood. This is one of the great
joys of playing organ. When you play for your own
pleasure in your own home, you are not doing a work of
the masters, written especially for that instrument, where
every note must be played exactly as the master has
written it. Rather, here, you are exploiting your own ar-
ranging possibilities to see what can be done in your own
way to embellish the printed arrangement. The charming
little SONGS WITHOUT WORDS, a group of pianoforte
compositions (almost 50 of them), which Mendelssohn
did so well . . . these lend themselves beautifully to organ
adaptations. Let us take a look at one of them.

Here we have the Song Without Words Number 6, Opus
19, in G minor, sometimes called The Venetian Boat Song.
It is written in a minor key to give a softness and sweetness
to it; it is in 6/8 time to create the effect of the soft un-
dulations of the boat as it glides over the water. Let us
take it first with right hand melody like this:

Slowl,
S Cm Gm D7 G Cm Gm.
4

= o T
=it s
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Let’s add a “tremble-bowing” effect in the right hand
. . . that beautiful, scintillating effect of shimmering strings
used by so many symphonic conductors and arrangers.
How do we do this “tremble-bowing”? Push the right hand
fingers down on all three or four notes of the chord, then
start rotating the hand rapidly from side to side; just
barely lift the outside notes . . . let the fingers ride up on
the keys . . . and hold the middle tone of the chord firmly
. . . that middle tone does not move! It is the anchor, and
the other tones rotate around that middle tone . . . do not
strike the tones of the chord . . . just press them firmly, yet
lightly, as you rotate the chord rapidly from side to side.
Let the dead weight of the whole arm be the compelling
force which causes the tone. Got it? Do it often to perfect
it. Now, here is the NEW SOUND of the Venetian Boat
Song. . . .

Slowly Cm Gm Cdim

if ”
55 PP NP | B VI . < B
s —= == RS SIS

mae 7 PP] W PR LFT w01 7

It would be most advantageous to your furtherance of
your good organ playing if you would set up a rule to
“Make your left hand do everything your right hand can
do.” You are only as good.an organist as your left hand
is capable . . . so get busy now, not with just this Men-
delssohn number, but with many of the numbers you have
played for a long time . . . put the melody in the left hand
at times, and give the right hand some “shimmering
strings” effects, and you'll find that you will be having
more and more FUN AT THE HAMMOND,

k]
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PLAYING BY NOTES

If music is needed, those who play the guitar or ukulele
or banjo could read the chord names from yvour music.
Those who play the violin or flute or oboe could read the
melody from the chord organ music. Some parts may go
a little too low for the flute or oboe, but such players
usually can change the notes an octave higher. The Ham-
mond Chord Organ music goes only two notes lower
than a violin (low F and F# ), and these notes are rarely k
used, so there is no problem of range for this instrument.

It's always a help to tune up first—the results will be
happier and less shattering to the ear. You can be a real
help by knowing what to do, so here is a tuning procedure
for the stringed instruments. Use the following registra- [
tion:

W[ NN || §aN | aEsEs

Then for a violin, give the pitch of A above middle C.
After this string is tuned, let him tune the other strings
from that A. If he wants help, here is the tuning for all
the strings:

Tuning for a ukulele is as follows:

===

This works for songs in the key of C or G. For songs in
F or B flat, tune every string a whaole step lower.

For tuning a tenor banjo or guitar with the chord
organ, set up the following registration:

n | 6N | §E§ || samsn

Then tune to these notes: *

=

*Note: The actual pitch of these notes comes out one
octave lower, which will match the strings of these instru-
ments. The only note you can’t match is the lowest guitar
string—low E. Many guitarists and banjoists will want you
to give them the pitch of just the highest string on the
instrument, and they will tune from there. If they need
help, you can act very professional by knowing the tunings!
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WRITING A SPECIAL PART

Some instruments such as trumpets, clarinets, and
saxophones require special parts because they are trans-
posing instruments. This means that the sounds come out
a_diflerent pitch from the written notes. You couldn'’t
play these instruments from the organ music. If you
particularly wanted to use ome of these instruments, a
special part could be written for a few favorite songs.
This is how it could be done (for trumpet, clarinet, or
tenor saxophone):

1) On manuscript paper write a key signature accord-
ing to this chart:

CHORD : Nene
ORGAN PR
MUSIC

TRUMPET e

CLARINET ; ]

TENOR SAX 2 4
music

2) Copy the notes a WHOLE STEP HIGHER than
your organ music. These would come out on the very next
space above a line, or the next line above a space. For
example:

ORGAN MUSIC: TRANSPOSED PART:

The alto saxophone would also require a special part.
This could be done by writing the proper key signature
according to the following chart, and then copying the
organ music six notes higher, counting the notes in your
music as before. For example;

CHORD m et

ORGAN L — b
Music

ALTO | None

SAX ¥ — %
Music g
Example of Parts:

ORGAN MUSIC: ALTO SAX PART:

If your music contains any accidentals (sharps, flats, or
natural signs which are in addition to the key signature),
raise or lower these notes in the new part accordingly. The
sign to use will usually be the same, but not always, be-
cause a note which is already Hlatted would be raised with
a natural sign, and this same sign would be used to lower
any note which is already sharped by the key signature.

The considerable effort in writing out a part for another
instrument would be very rewarding. For one thing, it
would be good practice for understanding notation, and
also, a friend would feel complimented that you went to
that trouble for him.

Musical parties are fun. The main thing T can’t help
you with is how to keep others away from the organ long
enough to give you a chance. Wherever 1 have been,
nearly everybody wants to try to play the Hammond

ord Organ, and ence they sit down, you can’t pry them
laose with a crowbar! You'll have to be tolerant about
this, for you know very well that there is no instrument

is quite as much fun as the Hammond Chord Organ.

FOR A 1 YEAR SUBSCRIPTION
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FELIX MENDELSSOHN anf-d the WEDDING MARCH

Of all the great composers, Felix
Mendelssohn had, perhaps, the hap-
piest life. Grandson of the great phi-
losopher Moses Mendelssohn and son
of a prosperous banker and devoted
mother, he was recognized as a musi-
cal prodigy when, at age nine, he
appeared as a pianist on the concert
stage. Later, he was revered as a
composer in his native Germany and
beloved England, and was known to
everyone as a man of wit, vitality and
charm.

Yet even a life such as his has.its
black moments. One such time oc-
cured for Mendelssohn in 1842 when
the composer was 33 years old. He
had been asked by King Frederick
William IV of Prussia to take over the
music department of the Academy of
Arts in Berlin, and there, for almost

the first time in_his life, he had been
met by hostility from his colleagues
and apathy from the general public.
In the same year, his mother died, an
event which saddened him immeasur-
ably. He went to the King and asked
to be released from his assignment.
The King asked him 'to stay on a little
longer, and commissioned him to write
the incidental music to three plays,
among them Shakespeare’s A Mid-
summer Night's Dream.

Mendelssohn, we must imagine,

went about his task somewhat reluc-
tantly. Yet no matter what his inner
feelings, A Midsummer Night's Dream
is his most joyous; most captivating
work, and the “Wedding March,”
written to celebrate the marriage in
the play between Theseus, Duke of
Athens, and Hippolyta, Queen of the

Amazons, has been played ever since
to celebrate the marriage of lesser
mortals all over the world.

A Midsummer Night's Dream is an
enchanted, enchanting play; Mendels-
sohn’s music, while never literally
picturing the events onstage, captures
this mood. And the regal, triumphant
“Wedding March” has become prob-
ably the best-known piece of music in
the world.

That day when Mendelssohn ac-
cepted the King’s commission and
turned to A Midsummer Night's
Dream must be included as one of
music’s most memorable moments.
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