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EXPLANATORY REMARKS.

This new edition of Petersilea's Piano Forte System, has been enlarged and made more serviceable to the

public by having scale and octave exercises written out in full, instead of trusting to the ability of the pupil

by mere hints ; many of the lessons are furnished with explanatory remarks now, which were omitted in

the former edition, and additional pieces have been added, in order to make the ascent more gradual, the

progress less abrupt.

The plan of this book is original, and the result of forty years' experience. It will be seen that it dif-

fers entirely from other Methods and Instruction Books, and owes its existence to tbe author's conviction that

it was wanted. The most glaring inconsistencies are often seen in the iirst lessons, by which pupils acquire

faults which years of care and labor can never entirely remove. Take, for instance, the following exercise

from Beyer : ^jtK-jJ^-
%ji~0-8-9-9-@-0- -
Li-2—

i

1
1 1 1

1
1—

etc. Here you cannot possibly expect that a beginner will properly

connect with a correct finger-stroke the upper notes for the right hand,
LIT

while the left hand has these single notes, which need a different action,— a stroke from the wrist. But is

it reasonable to demand two opposite movements before having learned each one separately ? Both hands

will move alike, in such a manner that neither finger nor wrist-action is used, but the keys are pounded in

a stiff manner by the arms.

. An evil of extraordinary magnitude is the false use of the slur. Even composers of the greatest celeb-

rity, Chopin, for instance, make use of it in such a manner, that one might suppose the thing was intended

only for an ornament or flourish of penmanship. It is a positive fact, that writers of genius bestow little

or no attention upon the accuracy, plainness and beauty of their manuscripts ; their creations live in their

minds, and if they have their own music written or printed before them, faults innumerable will escape their

eyes, because they see only with their mind. Engravers are rarely musical critics, but mechanics who en-

deavor, to the best of their ability, to decipher the unreadable scrawl, who are satisfied if they can read the

notes, and do not trouble themselves about the correct pointing of slurs, whether they are an inch too long

or only half an inch too short. How much such negligence helps to confuse the understanding about correct

phrasing and accentuation, every intelligent and conscientious teacher must be aware. Great composers are

not necessarily good performers, but rarely, only exceptionally good teachers.

One of the chief objects of this book is to teach correct phrasing and accentuation, to make the scholar

aware of the true meaning and use of every written sign in music, and ultimately produce good readers and

correct performers. Lines like these ' ' ' '

,
(unused in music,) are frequently employed here, to make

the phrasing conspicuous. When the mind has been properly instructed in this branch of knowledge from

the outset, it will not fail to analyze the compositions which are presented at a later time.

Many of my most valuable ideas have been neighborly borrowed and appropriated in the manufacture

of new Instruction Books, but so strangely are they mixed up with the faults and inconsistencies of old stand-

ing, that but little benefit can be derived from them.

Music, in its highest development, is the language of feeling and passion, but in wishing to become a

good performer the education of the musical sentiment must be postponed until a correct technic is acquired. There

may be many other teachers who hold this opinion, but alas, what means have they to reach this end ! The

popular Instruction Books furnish no means for such a purpose ; for they are a jumble of sense and nonsense,

meritorious compositions and insignificant twaddle ; studies and recreations so absurdly joined together

that they must necessarily defeat each other. There are certainly enough exercises and studies in existence

to answer any purpose ; but the difficulty is this, that a great many teachers have not the knowledge or



proper opportunities to make a suitable selection. Besides, some finger exercises, like those of Aloys

Schmidt and Henry Herz, will destroy by their dry and repulsive character all interest for practise in a

young beginner ; and nothing is left to the poor, well-meaning teacher but to hunt up the most pleasing

little recreations and popular tunes to take off the bitter taste of that odious pill.

The plan of this book is to lead the, scholar consistently from absolute technical to emotional or expressive play-

ing, yet avoiding anything which is monotonous and tiresome.

As soon as the scholar has learned to distinguish the notes, one from another, and find them on the key-

board, he should establish order and connection among them. This can be accomplished in two ways,—
mechanically or melodically ; (either by a technical process, or by means of emotion and expression). The first

manner is simple, and therefore naturally and absolutely the only one for the beginner. The second is com-

plex, and therefore adapted to a more advanced period of instruction. Each must, however, remain separ-

ate until the former shall have attained a certain grade of advancement. The relationship between the

two is similar to that existing between body and mind ; the health and vigorous growth of the body must be

in advance of the culture of the intellect, since the former furnishes the condition for the future state of the

latter. It is therefore injudicious to aioaken a feeling for melodious expression too early in a beginner. The correct

performance of an Andante con espressione or Adagio cantabile requires a touch and delivery directly opposite

to a healthy technical playing, which is based upon strict time and clearly marked, regular accentuation.

In a correct and absolute technical performance, the notes stand in the same relationship to one another as

do the soldiers of an army. Every step up or down, each sudden halt, in short, every movement must be

most' decisive. What officers are to an army, accents are to music ; the subordinate " common soldiers
"

represent the light unaccented notes.

Executency, lofty and spiritual, melodic and expressive, is always rounded off by delicately graduated

crescendos and diminuendos. Arched and wave-like— one note rising above another in intensity of sound, or

sinking beneath it, mutually supporting each other— the heaving tones carry the melodic burthen, thus

freely united among themselves, as if sympathetically drawn together like a society of refined and intellectually

cultivated human beings. But it is an axiom, that when the material is yet rata and unfashioned, nothing but mil-

itary or despotic rule can prepare the way for a higher development.

Such works, for instance, as Schumann's "Kinder Scenen," Op. 15, Piano-forte Sonatas, " Fuer die Jugend"

Op. 118, also the " Album fuer die Jugend," Op. 68, are, with few exceptions, not only useless, but positively

injurious to the young student during the first two years of his career ; but in the highest degree admirable

for teaching, at the proper time, expressive and melodic executency. It is a law of nature, that fruit, dur-

ing the period of its growth, is hard and acerb ; all which ripens early soon decays. Nature forbids that the

bloom of life should be too soon developed : the growing body must not anticipate its maturity, or ruin and

death will be the natural consequence.

It is an axiom, that people must learn to play in time before they can be allowed to play out of time; for

only one who knows the laws of measure and rhythm in the narrower and wider sense, (the construction of

phrases, sentences and periods,) can safely depart under certain cirenmstances from the rule without becom-

ing unintelligible or falling into caricature.

To this indispensable knowledge, the Metronome is recommended as the only sure guide ; it teaches in the

shortest period, with unerring certainty, (especially with the bell,) time, measure, accentuation and rhythm ; it

prevents hurrying, unsteadiness, and insures precission and repose. It accurately fixes the various tempi,

without knowledge of which scarcely one out of a hundred will bestow sufficient labor on an exercise, study or

piece to make the practice available for further progress ; and lastly, it advances the student imperceptibly,

but with firm and certain steps, from the slowest to the quickest time.
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Since the age and capacity of beginners varies so much, it is impossible to write an Instruction Book
perfectly suitable in all cases, viz : progressive without being unnecessarily expanded, or too much condensed.

A good Piano-forte School is constructed like a grammar, on strictly scientific principles ; but who would
think of teaching an infant according to the rules of grammar ? All things which are beyond the compre
hension of a child must be deferred to a riper age, as well as exercises in octaves and larger chords, until

they can be conveniently reached.

It is premature and decidedly hurtful to allow the practice of the scales until the fingers have become
perfectly free and loose by a judicious use of the five-finger studies, otherwise, the touch will become heavy
and stiff, the performance clumsy and disjointed, an evil very difficult to correct.

As the lessons become more and more complicated, and rather difficult for some young scholars'

it is advisable to intersperse from time to time compositions of a light and pleasing character ; for

instance, the Sonatinas of Kuhlau and Clementi; avoiding only flimsy tunes which do not benefit the hands

and fingers, employ the left hand too little, and spoil the taste for genuine Piano-forte music. On the other

hand, it is equally injurious to attempt pieces too difficult, for instead of developing the powers of conception,

they become confused and crushed. »

Do not hurry from one piece to another, always desirous of learning new pieces, without carina further

for the old ones. One may learn to read notes fluently by doing so, but the rendering will always be coarse

and unripe.

Very important is the earliest cultivation of the memory .- without the power of retaining musical ideas

a correct conception of a whole piece (and, of course, a correct performance,) is impossible.

It is absolutely necessary that something should be understood of harmony, even if only the first ele-

ments, viz : the three-and-fourchords of the tonica in their different positions and inversions. Never play

a sentence without knowing in what key you are playing, and make yourself particularly well acquainted

with the dominant septimenchord.

There is no better mode of cultivating a good ear and musical sentiment, than by learning to sing, even

if the voice does not amount to much; for poetry is a great auxiliary to music as well as to the other arts.

The five-finger exercises generally employed have the disadvantage of causing the player's attention to

be fixed only on one staff; a bad habit very difficult to correct ; they are, moreover, dry and repulsive, and

altogether injurious to the development of a musical ear and feeling. I have avoided these objections by

writing all the five-finger Studies in two parts, requiring the scholar's attention continually and equally for

both staffs ; thus the hands become independent and equally trained. These studies also possess the attrac-

tion of agreeable melody and varied forms of rhythm, by which a correct Accentuation and Phrasing is

learned. The object of this book is to advance the scholar so far, that he can undertake to study for further

progress the Sonatas of Mozart and Haydn, and the easier works of Beethoven, Hummel and others. There

will be then a vast amount of good classical music and Studies accessible to him, which, if judiciously used,

may lead to the desired end.

The most ignorant mechanic has sense enough to secure good tools and put them in the best order before

going to work; The fingers are the tools of the piano player, and must be seen to as the first thing.
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FIRST PART.

FIRST CHAPTER. FIRST EXERCISE.

FINGER ACTION.

Place one hand and part of the arm upon the table, extend it to the utmost. Now draw the fingers

towards you, so that each one rests upon the tip. Do not bend the finger so much as to bring the nail in

contact with the table, or the finger will slip when set in motion ;
nor place the extreme finger joint slanting

outwards, or it will sink in and cause a motion in that part of the finger at every stroke.

The first finger joint must rest perpendicular, for the same reason that a builder will place pillars in no

other position. You will see the necessity of keeping the finger nails short enough, so as not to come in con-

tact with the table.

Move the thumb (which is marked here as the first finger,) nearer to the second finger, hold it straight,

keep the other fingers well apart, the palm firmly down ; by no means raise tlie knuckles, rather depress that

of the second finger, but do not let the knuckle of the fifth finger sink down.

Lift the second finger as high as you can, keep it well bent and draw it towards you— now let it fall; be

sure that you do not press it down ; the finger must fall like a hammer on a loose hinge, exactly like the

hammer of the Piano action.

After having learned to uplift this finger, moving it only in that joint by which it is attached to the

hand it is necessary that there should be no more interruption between the lifting and falling. Let the strokes

be <nven re^ulary, but not in too quick succession. If the finger falls correctly, you can hear a peculiar tap
;

if you do not hear it, the movement is surely wrong. Thus each finger is tried. Should the fourth finger,

the most troublesome one, prove obstinate, prop it up, and keep it so while practising with tbe other hand.

Stiff fino-ers are decidedly objectionable. A well disciplined finger can easily be held back far enough

to form a ri«-ht angle with the hand. If you begin with stiff fingers, and expect that they will become flex-

ible by merely coming for a couple of years in daily contact with the Piano keys, your chance for a good

touch is very small. The stiffest fingers, if not made so by age and hard labor, can be made pliable in a very

few days by bending them back.

SECOND EXERCISE.

Move two fingers alternately many times, while all the others rest in the aforesaid position. Let there

be at first a little pause between each stroke ; while one finger is uplifted the others rest lightly upon their

tips. The thumb, (first finger,) is kept straight and level, striking with its side.

As soon as the fingers act free and easy, accellerate the movement till they rise and fall without inter-

ruption. This exercise may be indicated thus :

i. 2. ;|: 2. 3. :|: 3. 4. :|: 4. 5. :|:

i. 3. :|; 2. 4. :|: 3. 5. :|: i. 4. :|: i. 5 :|:



THIRD EXERCISE.

The foregoing movement of two fingers, but resting only the arm and palm upon the table. The hand
remains level and expanded, the four fingers bent, the thumb straight but uplifted. The finger which is

going to strike must be drawn back as far as possible, but must fall like a dead weight, without the slightest
sign of pressure.

Additional Exercises, vis:

1 2 3 4
|
5 4 3 2 ;|: 13 2 4

|
3 5 4 2 :|; 1 3 5 3

| 2 4 5 4 :J:

1 2 1 3
|

1 4 1 5 :|: 4 5 3 5
| 2 5 1 5 :|; 3 5 1 5

|
2 4 1 4 ;g;

N. B. Name aloud the finger with which you are going to strike, but so that the word and stroke are
simultaneous.

FOURTH EXERCISE.

The same movement, but with regard to a heavy and light stroke alternately. In order to produce the

former, lift the finger as high as possible ; for the latter a slight movement is sufficient. Do not press or

strain.

In my mode of teaching I find the Bell Metronome invaluable ; indeed so much so, that I use it even
in the first lesson. If the scholar's ear is not good for time, it ought to be made so before a finder should be

allowed to strike a key ; it can be done in a very short time.

Set the bell at 2, the weight of the pendulum at 60, and let it go, accompanying it by counting aloud,

One ! Two ! Speak the first number while the bell rings, loud and short, (if extravagantly, all the better,)

the second word soft, like a whisper. You may also accompany the Metronome by slappincr the hands to-

gether or stamping with the feet. After a while, when Metronome, voice, hands and fee"t move precisely to-

gether, alter the time and rhythm ; let the bell ring at 3, 4 and 6, going at a faster and slower rate.

Thus you secure in a short while a correct idea of time and accentuation.

The following exercises may be done while the bell strikes at 3. Count aloud, One ! Two ! Three

!

Notice one heavy and two light strokes.

123|234|345 :|: 5 4 3| 4 3 2
|
3 2 1 :|; 3 4 5

|
2 4 5

|
1 4 5 :|:

3 2.1 |
4 2. 1

|
5 2 1 ;|: 3 1 5

|
2 1 5

|
4 1 5 :|: 3 5 1

|
2 5 1-

|
4 5 1 :|:

5 3 1
|
3 1 3| 4 2 1

J
2 1 2 ;|:135|353|245|452 ;|;

5 3 5
J

1 3 5
|

2 4 2
| 54 2 :|: 5.3 5

[
1 3 5

|
4 2 4

|
1 2. 4 :|;



g

SECOND CHAPTER.

Keys— Notes— Rhythm— Time and Accentuation.

§ 1. You notice on the key-board white and black keys ; each produces a different sound, higher or

lower. The extreme key to the left is called the lowest Bass key, the extreme one to the right, the high-

est Treble key. They are named after the first seven letters of the Alphabet, viz : A B C D E P G ; which

letters are repeated a number of times.

The white key between the two black keys is called D
;
you find C below and E above. Between the

three black keys lie G and A. Tou may easily name the rest.

To each key there is a corresponding note. A few will answer our present purpose, and these only

will be mentioned now.

§ 2. The system of lines, on which musical sounds are represented by signs called notes, is termed a

stave; its five lines and four included spaces are counted upwards as follows

:

Stave :

-&—
-, 4

n 8 —
*? a

1 J Z— 1

The Jive lines. The four spaces.

Two Staves are required for the piano ; the upper for the right, the lower for the left hand. A Brace

joins them together. The figures /fcr and -p*- are called Clefs, and cause a distinction between Treble and

Bass notes.

Treble Clef.

|=fed^ 9—n-

f

Bass Clef.

11= &

§ 3. The various forms of the notes determine their value, duration or time. They are in arithmetical

proportion, and have corresponding Rests.

Whole note. Half note.

J

Quarter note.

J

Eighth note. Sixteenth, note.

}

Thirty-second note.

Jt

Sixty-fourth note.

Half rest. Quarter rest.

1

Eighth rest.

7

Sixteenth rest.

7

Thirty-second rest. Sixty-fourth rest.

?
§ 4. The word Rhythm indicates that relation according to which successive sounds become arranged

in such a manner as to form musical sentences, phrases and periods. Its object is to render music more

comprehensible to the ear. In popular tunes Rhythm is very prominent, the members and phrases short and

even ; they are therefore easily understood, and please the multitude. Rhythm may be expressed without

melody ; in that case it means a measured division of time. The drums in marching, castanets in dancing,

mark the steps by mere Rhythm without melody. The fondness for Rhythm is natural to the mind, and is

founded on order and symmetry ; music cannot exist without it.



The small, regularly returning and according to time, even sections, into which every piece of music is

divided by means of perpendicular lines, (Bar lines,) are called Bars or Measures : the principal parts of them

Beats.

§ 5. Each bar contains two or three beats; the former is called Even, the latter Uneven time.

Even Time.

' or 2"

With even subdivision.

&
A
P

E •4 f4 I

4

r

i r

?

A I A '

9
i

i
i

i
i : I

or

A 4^

With uneven subdivision.

A

P P

A I

9

t A I00000099000

e, d

A t

Uneven Time.

With even division. With uneven division.

t

-8-

A ' »

A I

S &
! I

4=fr

or

I

A
9 9 9

!

o
! I I

o

§ 6. The notes grouped in the preceding paragraph show also, that the accent falls on the first note,

A '

when there are two beats in a measure; on the first and third when there are ~%\
|

|
; but the

accent of the third is only half as heavy as the first. In the group ^00000000 the accents

fall on the 1st, 3d, 5th and 7th ; these are called the good notes ; the 2d, 4th, 6th and 8th, the bad notes.

The 5th is twice as strong as the 3d and 7th, and the 1st twice as strong as the 5th.



io

When the fractions become smaller, the distinction is not extended farther, thus :

/

A ' » _£.«,... ir
i i

peopppopppopppp

In the following lessons you will be continually reminded of this principle of accentuation, and it may

be then expected that this matter will soon become familiar.

THIRD CHAPTER.

Position at the piano .- the hand-rest.

Sit opposite to the middle of the key-board, at a distance of eight or ten inches— rather farther than

nearer at such a height that the forearm and hand are on a level. Hold the head and body well up, neither

bending forwards nor sideways ; let the shoulders drop, arms hang loose near the body, yet not pressing

against it.

Place the thumb of the left hand on /teE^EEEE tQat of tae riSat nand on fm
=*~A~ Hold them there

stationary, until the other fingers have become accustomed to find and strike their respective keys with ease

and certainty.

You perceive that the hands are turned outwards like the feet in walking. The third finger, being the

longest, must strike close to the black key, the second and fourth a little farther off; the fifth near to the

end, parallel to the first finger ; the finger tips rest in the form of a half circle. As long as the knuckles of

the thumbs remain close together, the other fingers will retain their relative positions.

A. hand-rest, such as is used in Petersilea's school, will be of great service. The same finger-marks an-

swer for both hands. Play slowly— in time— count aloud, and accent.

£-
Exercise 1st £» .

3 5 | 4.2 | 3 5 (-4 2 || 3 5 | 4 3 |
2 4

| 3:|:

53|24|35|42||53|24|32| 3;|:

-g-

Exercise 2d Z£ .

5 4 3 j 2 3 4 |
3 4 5 | 4 3 4 || 5 4 3 |

2 3 4
|

3 4 2 |" 3 :|;

234 | 34 5 |
434 | 5 4 3

| |
234

|
345 | 454 | 3 :|;

2c A - I
Exercise 3d C .

• r f r

5454|32-3 5|4343|2324||5454|3235|43 24|3:|:
P

2424 | 3535 |
4242

|
5353 || 2424| 3535

|
4254

|
3 ;|;

* Count at first One and two and: speak the word and very light, and stop it as soon as practicable.
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Exercise ith.

5432I3235|4323|4342||5432|3235|4324|3:|
P
i

2342|3453|4342|5453||2342|3453|4254|3:|

All the former Exercises, which were practised on a table, may now also be repeated on the piano

;

placing the fifth finger of the left hand on a C in the Bass, and the first of the right hand on C in the Treble.

Be it understood, that all these Exercises must be done in the nicest manner ; that the position of the hands

and action of the fingers must be faultless, before we can reasonably expect to surmount the extra difficulty

of reading notes and guarding the fingers too. Do one thing at a time— do it well— and you will accomplish

much.

FOURTH CHAPTER.

Exercises within the compass of a Fifth, with the Treble Clef only

-Q-—-—-i — -fl 1

—

— —

*

The following four notes E&z:iz*r^:=j=== will be easily remembered. ^ziq~ji^?~}i~E—
—ft-

t=t
" f a c e * #egbdfgd cb

The notes on the lines above and below the staff, must be learned by continually referring to the F A C E

notes. The note J. C, will be remembered by its singular appearance ; the little line passing through its

head is called a Ledger line.

It is advisable that the notes in any new lesson should be read aloud till they can be struck with cer-

tainty. Every two bars form a Member; two members, a Phrase.

Let each member be repeated until it can be played in good time and Rhythm. Then repeat in a like

manner the Phrase, and, lastly, the whole Period of eight bars.

Proper precaution has been taken in their construction, that the same note does not occur tivice in succession ;

a steady hand and perfect legato touch is the object, which would be entirely defeated by a frequent

interruption.

Always read the loiver note first ; you will understand the reason when you learn harmony.

The single finger mark at the beginning is sufficient throughout all the five finger studies; otherwise

the attention is withdrawn from the notes.

One finger must not leave the key until another finger reaches another note; but remember also, that

the finger must be withdrawn from the key at the very instant when the following note is struck, This style

of playing is called Legato,
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Attend to a correct position of the hands and fingers. Do not bend the first finger too much, or let its knuckle rise.

Play slow— lift the fingers well, and give a precise stroke.
A -/

1st Theme, -with Variations. Even time with even division, f f f f

-f P x !

re—*- " -P- O- e f i

=»-

fe& -&~

J1 r-f-f-hr—P—-» P =-i—r——

*

rJ

—9 g 9——ff-—p — p— e — ——p——
i

—

—P—— —
fr
1 L^Z

H
!

' 1

End.

X-i-\—t -\— -—1—1— I

, ,

—

1

!

(J

rr»
•

VA) —<s>
•

±¥—& & ! & 0-

p
e 1 m

Repeat from,
the beginning.

-&-

Var. I.

r6
* & a

fr^" a
IM;J

' -

,

~r~ra .

m^ -. i
—

—

-.
—6 m • —9

- —1

—

V—

1

—J—

h

\

|w—9 —i-^r-* * S ;
• Q—*

l—9 *
*

V * J- '

/# »
1

<3 a —& **
1

—

&

!

&-

t^—i—

i

End.

i

1 ,

1

; 1 1

—
1 fy-±=j=3=}-

1
1 1

—

*—
„ * J s-

1 1 : j
1

-1 J J i

-ii—19 r? !_/? ,

/ o
fP?>

Repeatfrom
the beginning.

Jt-r-H—

'

..]
i , —i ,

1
'

1
'§H"* * *—

«

L^-^l 11— —

«

—1— —a
1

1

v *
! A g 1—* * S P—U

"A tie joins two notes into one; the finger must not be withdrawn from the key until the full time of both has passed.
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Var. 2.

1"

—

—5—f-F
*=t

-<S>-

-?—?—0-ES-
fc=t=±

-si-

*

—

0-

J=t=t*=*_£
—•

is
* =~— ~ 0--*-A -r * r r— 6 f V i

e ,—& 1

1
0—&—i

1

'
' L

—=t

—

End.

± :
i—=b

1

1

1

1
' i-hh= ' h

im=^_ 1
—A 6>

eJ

*

—&> l ~i —^=J &
G> —& &\

fe*^
:!=^=

I

±=t-a P- =P <j-

Z>.C.

g^s
d h -S1-

Var. 3.

ro—* *-

§1 -• ,h

P

-* *-

£^=M=?1 i

—

p—&—*—~—

i

— i

—

\ —i

—

&— SO
1 ® 9— F —0 » * s— —0— i *—

b" i
,

'
^ i

End.

U — 1

.1

!
—

I-

—i—| 1_

$=hn-^ -4—^ • —&—

1

-4 J 4-
V 0" Hi- *

—i—i
1

—

—0 ^ —

1

fe

_/2_
-0 P-

it£=2« *- t» *=jr

-g F

- 0-

D.O.

m.
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Count aloud each single eighth, hut accent only the first and fourth as explained on the ninth page.

i

Evest Time with. usjevex division. ??? ftt Notice the tie.

Var. 4.

r8 •=**> hj^gL-

dfk
£: -a—

-i i

—

^r-

-0-3-0
0-0-BEEtE

^*v= —1-4—I-

-0-m-1-

-0—0—0—^—0—0-
-'• h

I : — I—
—I

—

0-4~+

-*-z

For both Hands.

Var. 5.

:£:
tfEEiaCfcSDfct:

-?-»
uj 1 1 1

'
.—j--l-

-»-#-.

-0-M-0- =#=p=£

-*-±*-*-*-+-

:E£g=JC

-N—J"

S=Jt

-•- £ = »—*-

i ! F=H
.-,--^ ^-«-^-»

ip i=±3=

—S-a-^l-

>_

-^-»-
lsi Ending. f Last.

-&.-

•zz—r rqiq=3
-0-,-i-

—I

—

d
—^-s-s-ri-

m :pt=^=^=jE=£
EHEQeS:±=t=t

-\ l- 3=3*-e-

i

$=-

3—d-0-*-

-0-P-0 »-»-
-1— I

1 F-l

—

*-*

-0-P--0-

-!—
t-

4-1-

-a-«-»-
-r-g-

-0-0-B—*-ff- ^-

H 1

1—I—I-

-1-0-4—0-1-0-

-&-

B.C.

4=1==PT
'9 »-

* This measure connects the first and second period, omitting the following marked last.

f This measure forms the final conclusion, when the preceding bar marked 1st ending will be omitted.

t Da Capo, or D. G., repeat from beginning.



Secure the right notes first by naming them aloud the moment they are struck, after this count the four beats and
attend to the time and accentuation.

Var. 6.

A / A /

Even time with even division. [J [J £J* £J*
3

0_ © '_ fi -* a — .

fefc_^^. w-r-^-p-±t
t:

E: 3=±i»

-0-

6

—I-J-0-

-P P »

-!—
I-

-g *- -s—1-«-

JB p_
-*-!—©•

imiLUJu I

—

L ~-

_a

-bbmwb— I—r 3=

-0—tf

0-^-O~

i
ft—e

¥
-0-P-jf-P-O-P P-

lst ending. 2d.

-CT
0-*s-* P-0-P ls=F^=pap_^p—p_

ia=t

JSnd.

1-0 l-H-4—

^

-@—tf-@- H-0—l-ffl-
a—^

—

i
-(=2- -0 f»-

-\ ~\—t—\—i- -+-

+

t-j-a--t-e-m-s-«—*-

—fl'W -

-0—g—e @—

©

-*-j--«_M8.

-^—)-«—

1

1
— -*

—

-= —n

f n P 0-P-

ff^^htf^

rn=Td=c3
-3t±±±

-\—I—i-

Hepeat from
the beginning.

-y-@-ti-0~d-&—[-0-1"3=

_«_J_».__i_j«_J—r^L-j-J—* ,-J-(»-J-(e—1-*—i-^ 1—J

—

J -I ,-iJ-^—l-CS—;-«»-J ,

-r—©-h-i-h- !

F-»- -r-/g-h-arr „ I ,. -!—h—F-l—»-|—ad^l „ f *-\—s-0-*- ~Fl—P-h-J-|—"-<»—

Var. 7.

J_l , J

-i !—h-

I

-P-J-*—»-.«—-*-
-I

—

r-\ 1— I

—

0-\—
TTT~i JT-V=*

-0-P—trP
tX -o-P—\—0-

1-r-H-
-P---0-

^P-l—0-H—P~0-m-P—

'..».i. l
-,'»L»l

P —i-o—i-<j—i-a

—

\-0-
-a—w j— — '-^r^r-i^f' -0 & -=£=-&

%
-&-

1

—

\ 3*—h-* 0—P-TI0—PV-XX*
-W—t——*^

Hepeat from
the beginning.

* Hold down the quarter notes their full value.
** Remember the tie.
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A

2nd Theme with Variations. Even Time, f f

"§".*? p &
—1—-T I:

a
*

i

- •.
»
—

1

—

r

a

—

» —
1

^4^
1

\—

-F— ^

—i—

»

\— 1 r

i

i
|

1 !

——±=

t ::

*

4
—* —-1—=j=^U=^J 9- C—

1

—* 1—*—

'

— *—
/

1 ^ IJ

*/- r

n
4 1 1 1 r~ £ ^.

—i *

«

i

V o
i

|
•

ifo-
^ s r r a « P m fjr s

'

1 |
•

"V \

1

l

L*

Q .

JL i

. , ,
.

,

irm i
j i

i

•

(.< )) m —'

|
! j #

i/ .ar •9- m * tr -# #

* The last note of a musical sentence is always light or without accent.

**A repeating mark— without the clots indicates the ending of a Period.

Var. I.

A /

Even time with even division, f f f f
id U

3—tt
:£*=££:

-#-»-
ir-1

£stzs3=
-P-&- —3

i Sf—r«2 ^=Ut

=fit

•Two notes thus connected are called Syncopated. Notice, that in their unconnected condition the first would be

bad, the second (being the first of a bar) accented or good ; by being joined into One, the accent is transferred and

takes place at a bad part of the measure.

Syncopated notes always cause irregular accents, or accents at a time when according to the regular Ehythm no

accent is expected. A syncopated note may also appear without a tie, as : f Pt or y [ [

'
Ji instead of ^^^ L^^™' ^

a later time we will attend to such irregular accentuation ; for the present, Syncopation shall only answer the purpose of

preserving an uninterrupted legato. As has been stated before, a repetition of the same note is not admissible now.



Var. 2.

For the left hand.
5

3=

*:ee^
p-

t=

14

j»—e
*=r-

-»-

}=£

•& d

t=

:^:^
*%&,

I g.

=B= 3

^i=£ f-
:q

,=±

:^:
iS: e—

^

a—*-!—?' -H 1 a 4- —I-
3=»

-(^-:

=P

i—«——si-

A /

Triplets. r

JJ [±?

Var 3-

5

-xx P-o-P-

IWe=i

B-O-9-0-9-O-

t=t

!e£E
J*#~F

m

~-»-P~-o-a--6- ttHSf: w±±»jt!L '-P-B-*
o&o
-£

£3=zl=*

-.(2—
i

3H

~r r

:-[--f-F-g-a)-tf-
j

1
1 ffl_fl_fB i-^ri ,_.«-m-0-ti-0-^'&-

s
-*-e--J£

tttttt
:t=i

3=1

a B-e—I—i—i-

-1—I——i—*— I

—

m
^m
5z=3=iii^

Var. 4.

5

bfcEE

A—(-J-

o-aj-(P-

3!==±

-------B-^

.fl

:q=P-
-«-^ »

;S=

.
f=g=tr-

H=

S3;

=1=*

-*-j>-e>-

*^ o^.sy-
-i-IH-j-'-i- - -L

zpptzpc
•ST

is

q=1=t
t===|=

mil mm OCIlZZn ignns

4-q-g-e -j-o-ut-g-t^-e-f* sr-0-
-0-B-0-A-4-

35* ^
#0*0 4- r+JJ***" ^-0^-Cg-

* A Triplet is a group of three notes equal in value to two of its kind, viz. : £J' — j
or[h-^ OJ^ ill

—
T

K
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A /

Even time with even division and even subdivision,
f

fJ

i r i i 1 r

Var- 5-

F-^E,
*-0*~1^ *—g-

££h+-*&

zz A-ii:

q*fcS
a9 °9

'V-a?-,
-a-gft.

m
al- «- *-»« »-P^

=n;
-g-^a-1—ft

Fine.
End.

SB

i r
*=»?L-m—srP-

hnMg I

1^
-P-VFr-—« r jEH

*}:
-«—^-»-

-0-J-0-

t^
=t

-B_e-.

?—»-*4

C

o-a a

SS
**«- *-

3 C^^ * iK

-»—«—F-

Z>.C. al

S

Var 6

1 i

F=P=£p=f
-a-P

—

0-P-e-t-

e
3=£=p=£=[

5—P-o-fr- -0-Q-0-

tf=F=P=
reiazs:

-P-Q-^-g-|-a-g-P
e^W^s-

Var- 7-

SEE

—M-W-H-H-
**

=-=-
. . U4+4—\-{-'Bago-i -

*—0-

-BflB, -o^&e,

* Count at first four eighths, saying One and Two and. When perfectly even, omit the word and. The -second beat

is only half as heavy as the first.
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i tt=tz

O *-8«tt iiJt^j^BI
=rotm

^^r
4-i-M

• • -0--a-0-
a m -0-

t==t=

-*i*«U*4-J—
i—!- —

*i « # bI^

£

Var. 8.

Ht * * * * *

Compass op sis notes. Dots and Accidentals.

«3333i

=fe^

^«^^=^=^« -** -J.--^—

^

^=^"^=i : fctffc*:=j^C^-=i

B! -*-•-*-

§3 "I—!"
,

-*-+*•

**-=*££e

c—fa-o—--

1K

--i^rz^i

3
-\» g^ iflfct^

:fe§:
£te--

^ T—-4-#-

-f»#*7^
t&t=T=

D.C.

n*3=P-±i=^:

.
* Count the single eighths first, saying One ! and and Two and and.

* * A dot after a note increases its value one half:
j

5 • is worth 5 I :Sj r aEfc &c - Dots are

also placed after rests, and produce the same increase of value. Sometimes even two dots are placed after a

note or rest, as you will see farther on.

* * * A sharp before a note raises it a semitone (the nearest key above) ; it affects in like manner any

other note of the same letter and degree within the same measure, unless a natural (£j) is employed, which re-

stores a note, previously sharpened, to its original degree.

All these variations, except the last one, must be played in the same Tempo, so that the scholar may

learn to appreciate the relative value and quickness of Quarters, Eighths and Sixteenths,
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NO. 3. -A-IR WITH VARIATIONS.

1

w-*~-

I—p

—

0.

¥^
bi£3 i—

^

±=±

S3=3=3=3

-*—

»

§=l

zztzzzpzztzzif rj—H--J=^

#— «— —»-*"

-«—-d-

gg3=fe f=t=*=
:cz-^zzzz}zz

aLzzj-
1=-+

Syncopated note*.

jz=&=̂ |p=ij

t±=t= HE ^ _ ,

—

v_ _^^

—i-

-0-*-0~m-&- ^zpzaz*:

SSE££

-•^3.—*—•-*

£3=HzEz==

—*-j=q

—

f-g *~gĤ
1-

A / a /

ffffffft
_ _ _ _

Var.

M—»mf

-*—J—"-W 1—

-

_^ #__f=f;

:t±3

^=a=zp==.

TT«=£
3zz=zlSz&
zz*z # e

-jzzfe*"

-^ •-J—«

—

JB=J=Ep:

~

ML»-* 9~-+*-£i-

—e-B-p

-e 1—«-

-<S>

zzp5:
4=J

#t*bfcti!f«^

*>-'-aB»-*-»-£a£+-P)— i—p^i—"-I—
-bj—b-j—^-t—I—r-

-^—»•'

iE^E^mm^^m

-»-**-»-

\~**-
-*»»—k*» <

r*-*-»- 22-

^=§fl#

Var. 2.

=E^zzizzzizzzizzizz »—f—I—•-«—

!

3:
£=3fc2£ --*- S5tt

izczEfctzttp
-<s>

&——& ^ ztzMzzizzMzzzi

;^$S
»-^-*-ffZi^r»zjZfCZ

zzzzj:

rrzztzztp=

zqzz^ZEZ-jz5_

-*—--•-

y /-y *

i—^— , i

3=

sfe

#^**=^ 3e:
-c—

«



FIFTH CHAPTER
21

THE BASS CLEF.

§ 1. The reading of notes in different Clefs is to the beginner a very difficult task. It should not be
attempted until the treble notes are familiar, and other important points, as : the correct position and action

of the fingers, accentuation, time, &c. Reading notes, and playing them, are two different things—each
requiring a concentrated attention. If the mind is allowed to wander from one thing to another, progress
will be discouragingly slow and doubtful.

§ 2. A change in the manner of learning the Bass notes, differing from the mode in which Treble notes
were learned, is advisable. I recommend the notes B on the second and F on the fourth line, as the first and
most important ones to be fixed on the mind. From these calculate others, as being either one step higher
or lower, not referring to spaces at all. B is the second letter in the alphabet, and stands on the second line.

§ 3. No more notes need be learned than are wanted for immediate use. The smaller the number, the

easier they will be remembered.

§ 4. Read the notes aloud before striking the keys ; continue so until they are quite familiar, then count
the beats. Do so in every new lesson as long as there is any doubt about them ; but read from the lowest

upwards.

4th Theme, with Variations.

ZSt.

=t=—|=T=q
"1

—G

_a_
-g-

^= -&-

X- 7JC

-rS>- Z&l

Fine.

%
i r

—&-

:E

=fz: —o- -<s>

—

-e—

£:

B.C.

Repeat each bar until perfect, then join two. Only out of perfect parts can come a perfect whole.

Var I

* Guard the fifth fiuger of the left hand carefully. The knuckle of the second fiuger must be kept low, that of the

fifth high, causing the hand to slope a little towards the thumb ; thus two fingers, naturally unequal in strength and inde^

pendence, become, by restraining one and favoring the other, equalized.
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Var. 2.

z^zw^zzn.e-o

Bizf

_©„

-F-i— i—a-ff-l"-

-io«»^ K-^i^-

iflt
.

,——FT

E=t
r*zl=P&:

-*<d-

#-r=p-#-«-#. zm±mz££J

f&xfr:

—i— I— •—
atS?.g-g-^-g-

Îttzri:

A / A /
-ft -4- 2-

N O. 5. CUT LCLf Count at first jo; then 5; and at last rt\

fy—fi— -P^ -J -1- ^?£
1 l

O—P z—P P—

i

.e ... e

Bf¥—=j— o

—0—— i

—

— i

—

—-T^ P «

t=
1 -| P—

1

O—i

F
f

=P F ^

--—F a P J—g—o-—-
2-1—^: 1 - t=

g *
1

f- t=-4- 1- 1 -fe=j—y^-kF-^H

-f2= at*-

§! -g—«-

:£=£=t

-P—g-
Hi3^

-a—ai-

-+-—

H

P— I g—h-
-t— 1 1 1

1

—

-g—

P

-fc—»-

P—g—ri—<P

—

&-

J=2^

abed

n Additional bass notes. The preceding lesson inverted.

~i r

BSr
=(2i

nn *—g—p-

±=t=F=

^
f^i—M—P-4

=t=L=t:

g—g—B—g-

it=T-t
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c (1 e

-»- ? £ Rests.— Count a:— then 2: and at last each measure as a unit. Accent a second beat,

Z- 1 whatever it is, only half as heavy as the first.

No. 6

The following ten pages are a continuation of Studies on five keys ; by far the most important branch

in the art of piano playing. The tempo is marked by the Metronome ; but let it be understood that the

quickness is never to be forced; it must be obtained gradually and reasonably, as fruit is only brought to ma-

turity and perfection by a natural process of time and favorable influences.

The question is frequently asked : Will scholars accustomed to the use of the Metronome be able to keep

time without it ? Most certainly, and more correctly than others who have never used it. But it is not un-

reasonable to suppose that one may, by constant use of the same, get so much accustomed to strict time as to

be unable to play an Andante, Adagio or Capriccio movement with expression ; the Metronome ought there-

fore to be used with discrimination. One thing, however, is certain : People must learn to play in time before

they can be allowed to play out of time.

Strict time, regular accentuation and Rhythm may be compared to the foundation and frame-work of a

building, which is to be constructed in a substantial and correct manner before any process of ornamenting

and finishing takes place ; and though ultimately entirely out of view, it cannot be doubted for a moment that

it is there still, or that it could have been dispensed with. Remember that no accent is to be produced by

pressure or motion of the arm; .the finger must strike. Remember also that there is only- One heaviest note in

each bar-
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A /

m. m. j = 88. Even thuds with even division. £y [JJ

No. 7.

5iIS3fc E££-

££5S*
ew

—

Eff

Wff-f-T o-*-g-
Tj^FftEF

f-f—

£

-*-?z*—£—?--
=^t=L

—*—

#

=E

§3SF=t=P= ^=t.

p#
p—o-

EEEjEEE

-»-«-»-

-i—

£=?e£

-pc*-P-&E -p

—

»-<*-»-

-J~Jzf=

£=£

#—P-»

3jee=£==je^—

=

Sj~

£

-#—1»
#-,-?—»

-i«

—

m—
*=F

#-»-

^=t==
:p=J=

-*-»- * »_
zzzzzi^-

e-«-
-e—P—a-

£S f »-e P-fi-

A /

No. 8.

m. h. ! = 100. Triplets. Even time with uneven division.
[_

H—i—s^r I I
Fi

& 4—

J=d
-p-"»-
±rtt=t£|3i*±£±±

£

i h- e. ,..

g^ C^^r*ii-i

-i -a-1*^

—

m

s=

»-*-»
icf^=t=tttnti :«_e-_?:£it

ffii?.

a:

t--r-*-«-^-*

E=E
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The preceding Time and Rhythm continued.

No. 8.

Continued.

The Tee.—Triplets. _m.m. ^ = 120.*

/i h ;.. ^o-a-9-a —£=s* — _ m- -9 9a- —

No. 9.

i
9—9-&P^pr^i

s
^=

^e^=

~r~~

r

*—

*

£*-«>-»-»-«•-

5=t=KJ:

Ig
I

al

-9—9 B P-0—JP-,

£=££±±=s= i—^-^—"-h£*=£=!=

-o—*-

mgag?C_£gB=aag=»

§±3=E

-F—b^

g—g-^n-

-*—©-

*—9e „
—-

-i—i-£-£-0—© P-o-

-P—o-

?z=

-*-?*-:

is
sz»:

:ffi

O—O°-0 «=>,— -i=vT7=rQ—

I

"* MM I I ill 'HJ' iff

o a: ^p-—
F-l jcnf"

* This Exercise without the ties is good for learning something about wrist action.



Even division against tineven division.

No. 10.

*=&=&0-P-0
3E&£

^f=p=^~-w. 1 1

^N

=£z:

#»-;

Ph
p-#-

^=^

pfffp?

:£*
F—ff-PT=3

»p-»•p-tw
£s

P—P-
Ph—»4
ti=tt

A-B-.0-W.f-:
.0--

£t
P—P-Ph—oF-f 0-H

,-»-P-

-P—»- H°—»- -P—-P- P-»- P . PP===*i—»-
* L* Liiii^^

r^-jj =P=
-0-1-

1st =fc£ £E££ =P=Js tt-C5t -f2-

if
=£S

•-P-T-!-
i—i—P—H-I3J-

-P-0-i HP—~ ' '

—

"
ar iiT"y^^ £SE^ ^S

S*
S^gf

p^=H3
* P *Ad-

,pp-

3: ££

M.M. j = ^ =^=P3s^S +A.Z-.*-
p=S=t

No. fl.

££=^
-?»-?:£

w=
SP^-P-

-J^-^-

gis -5 _- ff

zfc p=£PCT
r0-P—0-

hEp *^ ~ ^^ w»-,«-»•

fis *£PT=*
yS-P-0-

g^ Pt-t-Fi£^S'

i
p—

p

ip£-p-F»
Effi

#P^»£lS ^-a—#-

**J-
iCsfc

-
I F-f

|

I

F— I 9—

H

-e f r-F(»

9^
-P-=—»—i-

=t=ti=z^

-Fp-J-^ Ph ff—i-

^-u^ ^ffff »

—

tS^3 ^^ -P-i-

—

e- Ps^P
X2=X^-

w£¥*\

-w-pf-^P-iF YJ. Kd I

H—S—""Wu**^—-^
rpfPf^ qtfe PfP^=

^ f9
g

-P-i—

©

istti:

Ph—©-

1st

MEKC£^UP *^l
P-a—ff-4=P=? ^

-F—-a—»-4F—

P

P

—

WW-0-9-P-
=P?

FS^»

£ff
Lfl-

*-a—egs g)-

12 34 56 12 34 6 6

E^Ej^ET=f^

123 456 123 466S^
•According to a rule in arithmetic, find the common denominator ; divide the

Triplet into 6 fractions, and also the two eighths ; the solution is thus :

TnX
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Study for the fifth finger, m.m. \ = 176.

No. 12,

i g a
f> a a a .a__-g a a 0-^-0

-&+-P^0-i—* Tg i Fj f-=-P a g a f - * *
-ff-h-*-r-fl-T—

g

*tttH=r=RP4=*i
fo^^etjtfzif-a-i—t—j

_a a__-jB__a a—_a_^ * - ^—a a a a

I
5S

|ff fi-m-& ® (® I*--F+rp
-I— 1—^' !— I— I—I-

^

_a a a a a.
-a

i F i g-t—*-
£ a ft a a a_
-a-M*=H2 t=*iqct

Q—0^pt jB^£_s a a.
-g-i— i— i—P—j— i— i—*-i

—

-s—*~F—0-

Wtqftzfft^Wt^f-
-o -0—«—P

—

B-
p [

a
|

a
|
»

| p |

a flr I a |~ a [~
~

P-P-P- -P-P-F-
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Theme with Variations, m.m. I = 84.

lo. 13.
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Menuetto. a / /

m.m. j = 152. Uneven time with even division. JJ [£ 'J

No. 14.

3St *—i-

P=E
«»•* H«- -*

£
"—l-*f-| 1

—"—

w

t=t=H=T=:p:t ;E=S=3===E=

1st. yir
£tj&fcfc»=?:

*=£=*=?

A / /

m.m.
J
= 132. Uneven time with uneven division. ^ ^ ^J

Var- I.

jgggj
g^M;p-

i*4- =p—»-

1 1 1 <S-^_/B-^-K_/g.U3 a-*-*-^- =3jffig£gE
-•-"•

—p-

=R
-ef~o-&ej =1=

==

ffiSiijsHE^i

P

1st. "VIZ

d!EEt=£Lf:

^j

5 -*ii»- -**-£>

==E 1=1=

£^

-^ 9-

-t-*Th-— f—I t—* I—!—I

—

Fj=t=P
-.a-0-^Tr»-*4—fl;.-

£ffi

* See No. 10, page 26.
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M.M.
J
= 152

Var. 2
'}

throughout legato.

The following twelve Exercises for three, four and five fingers are to be played by both hands, the left hand playing

one Octave lower. They may also be played in Sixths and Tenths. They cannot be surpassed in utility by any two

pages of music ever written for an Instruction book. The fingers can only be well trained in Exercises which are easily

committed to memory, so that the mind may be fixed solely on the action of the fingers, on time and accentuation. Some

scholars are very negligent in counting and accenting ; they will see here the necessity of correcting such faults.

Every accent must be given by the finger only, therefore even the slightest motion of the hand is to be avoided.

As the quickness increases, the counting must be changed, the accents become lighter and fewer, so that ultimately each

measure may be counted as a unit.

The Metronome is here especially valuable.



32

For Three Fingers, SSSSSiit
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SIXTH CHAPTER.

WRIST AND ELBOW ACTION.

The object of all the foregoing exercises has been to acquire a correct finger action, the legato touch,

regular accentuation and strict time-keeping; it is well now to admit pieces in which the members and
phrases are to be separated, and where also the same note may be repeated. This is done by wrist action.

Explanation :

Once more seat yourself at the table ; rest the arm upon it, form the same position of the hand and
fingers as formerly explained, viz : the hand fully expanded and level, the thumb straight, &c.

Exercise 1. Now throw your hand upwards and let it fall, striking the table with the four finger tips

and the whole length of the thumb, but do not stir the arm ; repeat the movement a number of times.

There must be no motion either in the arm or fingers, only in that joint by which the hand is attached to the

arm. Let the hand fall like a hammer on a loose hinge.

Exercise 2. Repeat the same stroke, but let only one finger come in contact with the table. Commence
with the thumb. Keep it straight and motionless, the hand level and extended as before, but the fingers

only slightly bent, so that each finger tip is about half an inch above the table, while the thumb lays with

its whole length upon it. Try now the 2d finger. Set its first joint perpendicular, all the other fingers less

bent and uplifted ; be sure to keep the knuckles low, particularly that of the second finger. In like manner
repeat the stroke with the other fingers. N. B. This is the manner in which you have to strike the key
when a note occurs twice on the same degree ; also, the first note of a group unconnected with the preceding

one, and notes with little dots over and under their heads.

Exercise 3. Strike with two fingers, viz : 1 and 3.— 2 and 4. — 3 5. — 2 5.— 4 1.

Exercise 4. Strike with three fingers, viz : 1 3 5. — 1 2 4.— 2 4 5. — 4 2 1. — 1 2 5.

In this manner you have to strike chords. By throwing the hand more or less, you can produce notes

of different degrees of loudness. Yet wrist action alone would be insufficient for the strongest accents in

large groups of detached notes and chords. For such a purpose we will use

ELBOW ACTION.

Rest your elbow upon the table ; raise the wrist, relax the hand, so that its back is somewhat round, and
the fingers all point perpendicularly towards the table. Now raise your forearm by means of the elbow
joint, an inch or two above the table, and let it fall. Repeat some of the preceding exercises.

R. H. marcato.rcato. legato. marcato. legato.

m n \J ffH-i rf -&i*±T -$Xf TTTT 'in
ito. marcato. legato. marcato.

* Practise this exercise also with „ and -' * * Use also - and ,4 5
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MARCH WITH VARIATIONS.

ELBOW AND WRIST ACTION.

With firmness and precision. M.M.
J
= 72.

No. 15.
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Strike the first note in every measure with elbow action, the lighter notes from the wrist.
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Elbow, wrist and finger action.

Var 2
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* This letter p is an abbreviation of the word piano, soft, lightly. / means forte, loud, energetically, mf, mezzo

forte, half loud.
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fs — 120. Jj
3a iudication of a triplet—the 3 not a finger mark.

Var. 4.
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Throw the hand back at the very moment -when the rest occurs, and sustain the eighth pote during its exact value.
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J»p, very soft, j^", very loud.
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DIATONIC SCALES.

The formation op a Major Scale.

The scales and harmonies of the tonica are presented here in close connection; they become more

easy to the comprehension in this manner. But do not suppose that a scholar must not go a step further in

this book until scales and chords can be played perfectly. They will need daily practice for years be-

fore this object is reached. Small hands must not meddle with large chords and octaves; they may be

prepared for such service apart from the piano ; for this purpose I use a board with finger-holes.

The long or white keys of a piano are generally called natural keys ; the short or black keys receive

their names from them. The black key between C and D being a little higher or sharper than C, is called C
sharp, but may also be called D flat, because it is lower or more flat than D. Every natural tone can thus

be sharpened or flattened by means of the figures (#) and(fr). This change is called chromatic. (The Greek

word Chroma signifies color ; therefore chromatic means colored or shaded.) A chromatic semitone is an in-

terval produced by affixing to a natural tone a sharp or flat. Notice that the letter and degree of the staff

remain unchanged ; for example

:

£p^=^=i3iik^=^=?a4 &c.

A diatonic semitone (an interval leading to the tonic-tonica or key-note) is always expressed on different

degrees : a change of name takes place, viz

:

V
In consequence of having no black key between E and P— B and C, it follows that the natural note F

must answer the purpose of E $. In like manner, C may be used as B tt.

The key E is used as F flat— B as C flat.

:fi=5p
*E it :t=trd

N. B. By a whole tone is meant a combination of a chromatic and diatonic semitone ; neither two chro-

matic nor two diatonic semitones produce a whole tone, as will be seen in the study of harmony.

chro. diat. diat.
chromatic, diatonic. chro. diat. diat. chro diat. chro. diat.

a whole tone. a whole tone. a half tone.

You will notice here a series of five whole tones and two diatonic semitones proceeding in alphabetic

order, viz: CDEFGABC; the semitone occurring between the third and fourth and the seventh and

eighth degrees. This group of tones is called the Major Scale of C.

At another time we will speak of a minor scale; both kinds are called by a general term diatonic scales,

in distinction from the chromatic scale, (a series of chromatic and diatonic semitones, not limited by any

particular number.)
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AH the other major scales, there are twelve, are formed in the same manner.

It is necessary that the scholar should form these for himself; it is the only way by which they can be

learned in such a manner as never to be forgotten. (Write them out without the use of the piano.) I will

divide the scale of C into two groups of four notes each. Both parts resemble each other as much as the

two halves of a circle. The next scale to be formed comprises half of the former. Thus they go on, until

scales with six or more sharps are made.

8*&MMm — &c.

But in order to avoid the use of more than six sharps, scales may be formed by the use of flats, moving

in the opposite direction, viz:

Bk

—-Omit-i—i—i-

V !» .1
Ei? GJ?

2p.. fl fc
—i—i's*OB,::_

TT^S w
Scales which have the greatest number of notes in common with each other, are considered near rela-

tions. The nearest relations to C, are, therefore, the scales of G and F.—To D, the scales of G and A, &c,

or I may express myself thus : Scales with one more or one less sharp—one more or one less flat—are near relations.

Scales or Chords which differ in many tones, are considered strangers to each other.

The relation of the different scales may also be shown in the following figure :

It may be seen here, that all the twelve scales may

be formed by sharps only, or exclusively by flats, but that

difficulties become greatly diminished by a compromise,

because seven sharps are equal to five flats

:

i*<

«H
>**£> 9

10
11

The different degrees or steps in the scale are called:

the first (Prime), the second (Secunde), the third (Terz),

the fourth (Quarte), the fifth (Quinte), the sixth (Sexte),

the seventh (Septime), and the eighth ("Octave).

The first note of a Scale, also the octave, (being only a repetition of the former,) is called the key-note,

or tonica ; the seventh, leading note ; therefore, all scales which have a tonica are called diatonic scales.

Every new sharp occurs on the seventh or leading note ; every new flat on the fourth.
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D

Signatures. *

A E

-&—il=;=afe]il
m*gt^

B Fit

—i-$-m—o
o-

BJ> Ej> At Dfi Gk
:-:—o-— -i

--> —
-E ffiE o—- >$=^ fc=5=fcfcfc:

Ej2=^
fct:^' -©-

* The marks of transposition (sharps and fiats) are either essential or accidental.

Essential, when they are written at the very beginning of a composition, after the clef: usually also at

the beginning of every line, and so point out the hey in which it is written ; in this case they transpose

throughout the whole piece those notes whose place they occupy on the stave ; of course, all their octaves in-

cluded. Sharps or flats thus employed are called the signature.

They are called accidentals, when in the course of a piece they are placed beside the notes. As has been

stated before, they preserve their influence only in that one measure.

Rules for'THE Fingering of the Scales,

Rule 1. The 1st and 5th finger are not employed on black keys.

2. If a scale is played only within the compass of one octave, and commences on a white key, the 5th

finger of the left hand in ascending is used on the key-note, (B excepted,).'the 3d finger passes over the 1st

in going from the 5th to the 6th key. The Scales of C G D A E and P natural are therefore fingered by

the left hand in the following manner

:

Ascending: 5 4 3 2 13 2 1. —Descending: 12 3 12 3 4 5.

The right hand, being in formation the reverse of the left, fingers the scales C G D A E B, thus

:

Ascending: 12 3 12 3 4 5. — Descending : 5432132 1.

Notice. The right and left hand are as opposite or reverse as the act of ascending and descending ; it

follows, therefore, that the right hand fingers in ascending as the left hand does in descending, and as the

right hand descends so the left ascends. Both hands use the same fingers by playing these scales in contrary

motion.

3. If these scales are extended through two or more octaves, one must be careful to preserve a uniform

fingering ; the left hand in ascending should pass'the/owrfAfinger over the thumb, thus

:

54321321|4321321|432132 1, &c.

Read these finger marks backwards, and they will answer for the same hand in descending, viz :

1231234
J

1231234 |
12 3 12 3 4, &c.

Notice again, as the left hand descends so the right hand ascends, and vice versa.
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4. It is not essential that every finger of each hand should be watched with equal care ; the task of

learning to play the scales well would, under such circumstances, be exceedingly difficult, if not impossible.

Only watch the crossing of the fourth finger over the 1st, which occurs when the left hand ascends and the right

hand descends.

Is it not easier and wiser to guard one hand than two ?— one finger than ten ? Especially if there is no

possibility of making a mistake (in fingering) as long as that one finger always comes on the right key.

5. Since the sharps are as much the reverse of the flats as the hands are of each other, it follows ne-

cessarily that :

As the right hand fingers the scales with sharps

the left hand fingers the scales with flats

;

as the right hand fingers the scales with flats

the left hand fingers the scales with sharps.

The 4th finger of the R. H. in the scales with flats is placed on the 1st flat, (B^) * therefore

:

The 4th finger of the L. H. in the scales with sharps is placed on the 1st sharp, (Ftt).

The 4th finger of the R. H. in sharps is placed on every new sharp, (the leading note,) therefore

The 4th finger of the L. H. in flats is placed on every new flat, (the fourth). * *

* The scales of G D and A form an exception if they begin with the key-note ; but as scales are also to

be played in thirds, sixths and tenths, the rule will prove true in such cases. (See page 66.)

* * The scale of F forms a similar exception ; but the rule is effective on sixths, &c. (See page 68.)

So has even the scale of C its exceptions, viz

:

|^Ee™^
Yet nobody will deny that the scale of C is fingered according to the rule: place the 1st finger of the

right hand on C and F.

6. Be sure to strike the black keys near the end with a well-curved finger, otherwise the difficulty of

passing the 1st finger under the 4th will be very great ; there must be no break or unevenness.

7. Beware of practising the scales too long in the same rhythm, especially always stopping on the key-

note ; they must be played in every form of rhythm. Examples will be given which must be transposed into

all the keys.

8. In playing scales, the hands, wrists and arms cannot be held as required in the exercises of the 1st

part. The passing of the 3d and 4th finger over the 1st, and the passing of the 1st under them causes a con-

traction, by which the back of the hand becomes necessarily round. The wrist must be held higher, and

the elbow turned a little outward. The 1st finger cannot remain in a level position with the key, but must

be held slanting down towards it.

Exercises foe the 1st Finger. (Practice with each hand separately.)
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Table of Intervals.

The different intervals occasioned by the use of sharps and flats, are distinguished from each other by

the following terms

:

Large, small, major, minor, perfect, augmented, and diminished.

Seconds. Thirds. Fourths.

mmm^^m^m^m^m^^
small, large, augmented, diminished, minor, major. flat, perfect, sharp.

Fifths. Sixths. , Sevenths.

L Q g g IJ_e L
1 g , \M-0 U P £> \- HI

peifect, sharp. minor, major, augmented, diminished, small,flat, large

.

Note 1. It is necessary to understand the difference between intervals which are produced on the same

keys of the piano, but are written on different degrees of the staff, viz

:

A large second is produced by a diatonic and chromatic semitone.

An augmented second consists in the combination of a whole tone and a chromatic semitone.

A diminished third, by two diatonic semitones ; a minor third, by a whole tone and a diatonic semitone
;

a major third is an interval of two whole tones.

A flat fourth is an interval of a minor third and a diatonic semitone.

Explain the difference between a sharp fourth and a flat fifth— between a sharp fifth and minor sixth

—

augmented sixth and diminished seventh.

2. Invert the above intervals, and you will see that a small second becomes a large seventh, — a large

second a small seventh, — an augmented second a diminished seventh, — a diminished third becomes an aug-

mented sixth— a minor third a major sixth, — a major third a minor sixth,—aflat fourth a sharp fifth,— a

perfect fourth a perfect fifth, — a sharp fourth a flat fifth, &c.

—,_*—,_«—psqpzUa—1=]it—|_^^^=p==j=^^=sqiri|^^^j--^^-^qrd-|-wJ—* J=gqi

—^-fi-&a»-»-^»^-(t-iJ- v-a—\—-4a— I

—

to— i

—"—a—\—-a—\— e— i

—

ll-»— I

—

a— I

—

a—I—U—e— I

—

a~\— — !—'-f-tfc-t—

'

3. Write these intervals with their affixed adjectives, beginning from different keys ; double sharps and

double flats will have to be employed. The task is rather difficult, but will be of great benefit.

4. The major scale contains the following intervals

:

Large second, major third, perfect fourth, perfect fifth, major sixth and large seventh.

The minor scale has the following

:

Large second, minor third, perfect fourth, perfect fifth, minor sixth and large seventh.

5. An augmented second appears in the minor scale in going from the sixth to the seventh degree; a

sharp fifth and its inversion, the flat fourth, occur in the third chord of the minor scale ; flat fifths and

sharp fourths are used in diminished chords.

6. Diminished thirds and augmented sixths are not immediately wanted, but are mentioned here to

make the table complete ; more of them hereafter.

* The figure X is employed for a double sharp.



u
The Major Scales

Within the compass of one 'octave. Play with the left hand an octave lower. The finger marks above

the notes are for the right hand, the marks below for the left. It is absolutely necessary that the. signatures

should be committed to memory, and that the scholar should play the scales not only in the order indicated

here, but also in any mentioned key, instantly, without notes, before venturing to extend the compass to two

or more octaves, Repeat each scale many times.

No- I

E B F^ F

f "~uHS 4^ 1^ 4 321 S 5 3 -=.

AkE]?

3 SB 21 1

DJ?

ifr^rg-rtaftg
3* ji

The following examples are to be transposed through all the twelve keys. They will show the scholar

the importance of counting and accentuation. Play with the left hand one octave lower. Practice persever-

ingly with the Metronome until four notes can easily be played during one beat at 120, or six notes at 80.

N. B. At a future time, when the scholar can reach nine keys, and has practised other exercises by
which a correct wrist and elbow action has been taught, play the same through all the keys in octaves, using

elbow action for the accented, and loose wrist action for the. light notes. But remember, that then only the

4th finger is to be employed on black keys ; that the thumb is bent when striking a white key, and

straightened out on touching the black key, to avoid a sawing movement of the arm, (back and forward.)

Octaves can only be played decently when the hand is large enough to admit of bending the thumb and 5th

finger like a pair of pincers. Any attempt to play the scales, or any passage in octaves, when the hand is

scarcely large enough to reach an octave with outstretched fingers, will ruin the wrist action to such an ex-

tent that it will remain stiff and clumsy ever after.

No 2

No 3

No 6.

Even time with even division t r r
• i

CS3=z33S

Even time -with even division f i
j

j

J-#-P'-0'-«- —I—

I

I--T-1-
—T I '. «** ±t

Uneven time with even division i | _

No- 4- ^E^^l^^M^^T^£^^^^^^^^^\
-l^- JH—<-*—m —J>4-B—p—;->—i-T
— I—— •——M^"'l =-» ^T*-j*^—— ^'"'"1—I—t—hd— &c.

Uneven time with uneven division.

3-3-j-»-£-»
-0 --! 1— H-
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The second important step in learning to play the scales consists in the manner of extending them through the compass
of several octaves, stopping on the key-note, giving it also the principal accent. But this mode is only a preparatory
step, and is to be discontinued when the fingering has become familiar. Play with the left hand an octave lower. The
fourth finger of the right hand comes on the leading note, which must be particularly watched in descending.

#±
g-0-

J=5=F
i-P-

8ua"

Pz?
_i^AS-#-

I^fl^f-fet
—^e*»-—i-=W-

?--l^—

6-ah

-J,

-tf—

•

p^ife^qt=^SS^»-
-I

4 t=SSl??3S. -Hm

gfe« ^~~i

—

:—fap^

*£fa= EPS*!.
-«~. H—i—r^a^—ri—f«w-

-

—

i

1
—-^—»— ev

—

6

fife

g.^***̂rir*
-+— a-»

=*:3:*£g£tr±

,-.-»-?

1 a-*-^ *— '-^»« 3F+— h- H— 4—i—r-0-„

* vwflk_ lJ L L*!•—I-H-
1 "•* ^

-g-1

8w*

4

, • 4̂

3 *^ »*2 0"-i-t\ 1—F-»-jr*~ tI
1—™ 0»

.1 *>j i F-fl.-;

--** 4
Sffi^^E^

tSBBsr

::1—^--esa^-rF—*->-F
<9t-»--+-I~HH—|-—£-£-F

!-d-J=l
I I-

Rule.—The fourth finger of the right hand comes always ou B flat. Look out for that key in descending.

The fourth finger of the left hand comes on the fourth note of the scale (the new flat) . The scales of flats are there-
fore fingered by the left hand, as the scales of sharps are fingered by the right hand. See rule on page 42.

1 w
-«-aJ—1—i- —

f

Bva'

p3?kzz\izz^ZE£x-
si-.-e-* 4̂

3zrzizze.
zjz*+ r»=P=£

3

z*z*z*^ci iizpr'nggsS::
-ta*»—4 M **—4

'P-0-,
1—Lrfy

i^-*
i—

=

#»
£^i



46

|Sf=J=^=Hfq: a
-K^

**s
»P2

—i- —l—+—t-W-» '

3

1 a-*-!
9*^ 4— +-!-#»-

-1^-4-

1 "-P-e

T" 4
*&

m^ p=g=^^bTt=55=^ :G£ M-g-,

^s PS
N. B. This scale is fingered by the left hand, like the preceding scale ; or according to the rule, that the fourth finger

comes on F sharp.

m^^m^—r -+*#
.--q=^ssfi^gj:g§adbj=r=t^T

No scholar, however gifted, intelligent and persevering, can learn to play the scales well,—that is, fluently, evenly, in

all possible rhythm, with strong, prominent accents, or finely graduated crescendos and diminuendos,—by daily practice,

in less than two years. This branch of technical studies is the most important, next to the five finger studies, and can

therefore, never receive too much attention. After two or three months practice, (of course not exclusively devoted tt

the scales,) learn them in the following manner, viz. : the compass of three octaves—even time with even division.

*-*,
-f_ i
—" Q W*pmbob;•fTtorgi ___

-H—r~
i—^O-B—:jr™**rrT*rwmr- i^-^ffg «»

f*?3K -===>=—1=
fd^. *=*"*»:-

as I i I I I. F-»to wwi^. Pg,

m4J#St&5i:

'"%:

»•*•£+«®ra^3,+*?:*+.. ^m
*3tj
^^^a# O-B^fig.

&&**.

B^S^; fc _^s»a
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-*-i I i
i

i
Po-

^ia9- 1 i i i 3 ^/i_U -* ''' g g
-0 «Wn

This example furnishes an opportunity of placing both the greater and lesser accent on every note of the scale. It is

of great importance that every scale (minor as well as major) should be played in this rhythm. The scholar will see that

a scale must be repeated eight times in order to bring back the accent on the first note. A short pause after each group

of eight notes will insure a correct accentuation, and prevent confusion. When certainty is obtained, the interruption

must cease, and the Metronome be employed to secure perfect time and continually increasing velocity. Practice also

all scales in the following rhythm.

m^0^m vPf-
^.Hft^r;?:

/A

feE
^ 4,

W^-pzz^*

*3Qi^i^
0-fir

3Ejgpp

4**«-^—A—-**-"
I y» f - A -m-B-f-fi—B2

9-8-— j~—*-&
1

^"^-. fl „ t
_ m Iff C A

i»iiii.iii.ii
'

_ a B _

pp^f

i—•-!-r-». ^..^^.^^^.A-^-^g^:.-
f> L^- 7^L^L-

|
—L-g-P-fl- . hWq-f |

re a-,.—rf»i i

~y H—^w!-—a-g-P-t—i—bn^m.1

i ; P-o-g-
4,-i--™SSSSr pH-^-e-jJ-HH-T^- -5-*-W~i~l-r»- e^"

—

uH?rri-t-t- |-i-^ 9p h="==»- 1 -

/ n-e-r-a-- a
.£«+__+_0..#.——a-g-g

i 1 1 1! |-Tt-r-,»^.l Jill I^Jli?F^f^PffrH?Bfffe#FPftf
'«^-
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The Essential Harmonies of the Major Tonica.

1. Any melody, however large or small, is composed of tones of a certain scale ; likewise the chords
which are used as an accompaniment. If a major scale has furnished the material, the piece is said to be
written in a major key, or in the major mode ; but it is in a minor key (minor mode) when it shows its re-

lation to a certain minor scale. There are twelve major and twelve minor keys. A piece can only be writ-

ten in one key, of which the signature is prefixed ; but this does not prohibit tones of different scales to

appear by means of accidentals ; harmonies belonging to different keys may be introduced (modulation), but
the key-note (tonica) must remain like a centre point, and everything else bear a relation to it. The mind
and feeling require in everything deserving the name of art, a certain unity, however great the variety.

2. C/wrds are produced by taking one note (Prime) as the first-basis-foundation note, and adding a third

(Terz) and fifth (Quinte). The following seven chords are obtained in the scale of C major, viz:
> .

i -O-
-e- * * :%--

Vf v VI vn°

which all belong like the members of one family to one tonica, (C,) and are therefore called the essential har-

monies of the tonica.

The 1st, 4th and 5th chords are major chords; the 2nd, 3d and 6th, minor chords; the 7th chord is

called diminished.- According to G. Weber's Theory on Harmony, large Roman ciphers are employed to

indicate major chords ; small Roman ciphers represent minor chords ; and a diminished chord is indicated by
a small cipher and a little naught. By means of these ciphers the chords of any major scale are represented

;

it is only necessary to indicate the tonica by a capital letter, viz : G : I n m IV V vi vii .

A capital X stands for any major scale. Thus : X : I ii m IV V vi vn°.

3. The difference between a major and a minor third is a chromatic semitone.

4. The fifth as found in major and minor chords, is called perfect ; it is a chromatic semitone larger

than the fifth in a diminished chord, which is called flat.

5. Two Minor thirds (Terzen) placed one above the other, produce a flat fifth (Quinte). A major

and minor third placed one above the other, produce a perfect fifth.

N. B. Since the English language has no suitable terms for many things in music, especially in

harmony, the German terms will be adopted.

6. A chord composed of Prime, Terz and Quinte, is a Dreiklang (threechord). Usually the found-

ation note (Grundton) is added an octave higher ; the chord is then four-voiced, but still a Dreiklang. So
may every interval be doubled or tripled— the chord may become six or eight-voiced, nevertheless its

character as a threechord remains.

The Three Positions of the Essential Harmonies of the Tonica.

(To be transposed through all the twelve keys.)

Strike the first quarter with elbow action

from one chord to another.

Exercise 1.

- the second and third with loose wrist action. No shuffling ; let the hand leap

*—k
dS—F=1—5—5--8—£=^-i—5—

F

£=tz
-%-- -e-

I]

-&*-
&•

HI
VI vn°

6 4
-T
£r

6-
--%-

!

l

I

6 4 6 4 6 4 6 4

Avoid using the thumb of the right hand on a black key, if that finger has to strike a white key
in the next following chord. Observe the same rule in regard to the fifth finger of the left band.

Notice the fingering in the following chords

:
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For the eight hand. J- * J. &
-fr-ftr 1 ** i-i—I—a ~§S—an—I

4»4»" # rt—S g 2. [*—la fa la i |—•-»»—g I S g "l
ar

. "S* r^—

a

For the left hand.

*€-
i4 a* x

i— -4*
1

1
1 hdk—

*

*-* j-4-
5-»- SO-

S'S-

-***- 4-g- 4-a- 5-*-

If the keys are all black you may use your thumb and fifth

finger, the same as if you were playing on white keys.

U.
Right hand.

^mm^
# 5 Left hand.

-£-*- 5 5

i3 J H^-^5—Ft-l*—s«l 5»-
B 1#-

i*=S
^-0 8» 1« 1-

—

I

5»—a»

—

m-
*•- -^—fi

1. A Threechord with the Terz in the Bass is called a Sextenchord— because the foundation note lies six degrees

higher. It is marked with the cipher 6.

2. A Threechord with the Quinte in the Bass is called a Quartenchord— because the foundation note lies four degrees

higher. Indicated by the cipher 4.

3. The finger marks above the notes are for the right hand ; those below are for the left.

Exercise 3. Broken chords. Arpeggios.— Play first with each hand alone, then with both an octave apart. Play

Exercises 4 and 5 hco octaves apart.

Exercise 3.13 5 12

•7 b-0- 5 M

p m zczac
-*—i

—

*—
i—i—i—^^g ^̂d^^sW^d^m
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f Exercise 4. 4

5-S3

g=^^g
These exercises are very important, and must be learned, no matter at what cost of time and trouble.

The essential harmonies in harmonic connection, to be transposed and written out in all the keys.

IE3
First position.

1=

a' B O »
l=l

9 «-
-Bl

•- j—I—*~#
5 * I:
>—£—•—»•

;e
h*—n-

S
-©>-—

I2=t

Second position.
f-

3t -» «-

p

y

at
* 9-2 C 9-

-© P-

H« F-

-
1 1-

I IV ii V m vi IV vn° V I IV I V
4

I IV n V m vi IV vn° V

-Q~
Third position.

m42"
-a-

i~"5~"

*

:l:

I IV I VI
4

I IV V m vi IV vn° V I IV I V
4

* Notice and remember the Quarten chord.

1. The first rule in harmony is : In joining two chords, which have one or two notes in common, retain that note

(or notes) in the same voice. (Teacher will explain.)

2. Make no progressive fifths or octaves.

f Transpose this exercise into all other keys, which is easy, because the fingering remains the same. The exercises

3, and especially 5 would need to be written out with the proper fingering attached to them. Sustain every note in

Example 4 like quarter notes, for the purpose of securing a quietness of the hand, and to accustom it to a correct position.

Keep the knuckle of the second finger low.



51

* When the hands have learned to reach and strike octaves correctly, then practice this movement

Var I
in octaves. The exercises on pages 24 and 25 are also very good for this purpose.

Var. 2.

ji-—^^

—

p»"P!—ppn—H4"

—

ff-fi—pff

Leggierissimo. (in the lightest manner.)

-£f

—

~H4" i—i^?*?^—i*"^ K^—f^

—

ffff-

-t—

*

-»- —V • —I-
•

^-^—»~^ —s*

—

~b~&~&~^-

- ,
i

, i

i| miiw '
I

' "I 'Fffl—FJB—

J

FFJJ ' ,'FI^ HFW—FFFF—FFW—rFt™.—FFW
->FW-TDnF-n«!ws»^H=n

—

5-fj-^-fw ynj—Wial—-Mid—«Hi—»"W

miSS3H3ffi^^BES^=ffl=g^
«-«—«-*— »-e—#-$

*M=MM
^z=J

I

4 4 .
•

* Invert this Exercise, that is :. put the broken chords (arpeggios) in the right hand, the sustained chords iu the left,

Transpose the first and second variations, but not the third.
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The Minor Scale.

1. The words major and minor, from the Latin, are adjectives in the comparative mode, meaning larger

and smaller.

2. The minor scale is formed from the major scale by merely altering the third and sixth, flattening or

lowering these intervals a chromatic semitone. If the third and sixth are natural tones, as in the scales of

C and G, they must be flattened ; if sharp, as in the scale of A, they are made natural, viz :

Major scale. 6 major. A major. E major.^^N^^rfM^ *=ff

Minor. G minor. A min or.

sJjHfcfari=g^=?dM^
E minor.

3. The fingering of the minor scale is in most cases like that of the major scale ; exceptions will be

noticed further on.

4. There are three distinct forms of the minor scale ; each one has its advocates ; but the one mentioned

here is the most rational, as will be seen in the study of harmony. In order to prevent confusion, we will

at present confine ourselves to this one.

5. In consequence of disagreement on this subject, the minor scale has never been furnished with a

signature of its own ; it is only provided with a borrowed one, — borrowed from such a major key as bears

the greatest likeness to it. Scales which differ from each other only in one tone, (as stated before,) are con-

sidered nearest relatives.

6. The relative major tonica is found a minor third above the minor tonica. The signature of the for-

mer is used for the latter. The following table may be of some assistance in showing the nearest relations

to every key.

a - A - f§ - F$ - djt -

d - D - b - B - g| -

Explanations. g-G-e-E - c$ -

1. The capital letters sig- c-C-a-A - f $ -

nify major, the small letters f-F-d-D -b
minor keys. bb-Bb-g- G -e

2. The nearest relations eb - Eb - c - O - a

to each major key are : The ab-Ab-f- F -d
5th above, (dominant.) The db - Db - bb - Bb - g

fifth below, (subdomiuant.) Gb-eb-Eb-c
The relative minor, (on the Cb-ab- Ab- f

right,) and the minor of the Fb - db - Db - bb -

same letter, (on the left.) gb- Gi2 - eb

D§ - bf

6| - e|

C| - a|

Ff - d| N. B. Let the scholar find

B - g| out these relations by himself

E - c | and write them down, starting

A - f| from any key. The nearest re

-

D - b lations to a minor key are :

G - e The relative major, (to the

C - a left, the major of the same key,

F - d (to the right,) the minor key

Bb a fifth above, the minor key

a fifth below.

N. B. The. minor scales of f|, c| and g# are fingered by the right hand like their relative major

es, A
;
E and B,
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7. The minor scale differs from that borrowed signature in one point, namely, the seventh, which must be

raised a chromatic semitone. This change is made by means of an accidental in the course of the pieoe,

whenever it is wanted, via

:

B]? major. EJ? major.

G minor. n^ C minor.

Sot4^

At> major.

J minor. ,, F minor. s

8. Every minor key (or scale), as seen in the preceding table of relations, is related to two major keys

(or scales)

—

the relative major, from which it may be formed by sharpening the seventh ; and to the major of the

same key (letter), from which it differs in the third and sixth, having those two intervals flattened.

9. According to that signature, borrowed from the relative major, the minor scale has three sharps less

or three flats more than the major of the same key. If the scholar is perfectly acquainted with the signatures

of the major scales, then he may calculate the minor signatures in the following manner

:

A major 3§ E 4g

a minor e 1

1

F 1\> B flat 2i?

f 4> bflat 5|?

B 5§

b 1%

E flat 3 i?

e flat 6 i»

C major

c minor 3 V

n 6 i

n h
A flat 4 \>

a flat 7 i>

G 1|

g 2>

°§ 4 I

(g§ 58)

D 2

1

d lfr

g§ 5|

D flat 5 i>

d flat 8 1?

D§ 9|

(o* 48)

10. In trying to learn to play the scales fluently, it happens sometimes that one hand, usually the

right, moves a little faster, or that the accents are neglected. Such faults are easily corrected by making a

short stop— first, after every group of four notes, then after six—then eight, then twelve, and lastly, after

every sixteenth note; extending the scale through two, three, and four octaves. The fingers acquire rapidity

much sooner in short groups than in uninterruptedpassages of many notes. Fingers not already well trained

would soon get spoiled by the latter, in acquiring a heavy and dragging movement. Another advantage is

this : that a fair opportunity is given to lift the finger for the accent ; and lastly, the ear becomes well cul-

tivated in the appreciation of rhythm, knowing instantly (after a little practice) how to distinguish groups

of 8, 12 or 16 notes, without counting the single notes.

11. The scholar must write out the twelve minor scales, commit them to memory, and practice them

first within the compass of one octave, as indicated on. page 44, before venturing to extend them through-

put the key-board,
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The following chords exist in the minor scale. A small letter indicates the minor tonica.

—1-
1

1 -+-
i a

-&
St

-llh

v VI
:g?

7g r There are two major chords, on the V and VI degree

;

Sg B~ two minor chords, .
"

I and iv "

two diminished chords

and one augmented chord '

ir° and vn°

ill"

It consists of Prime, Major Terz, and Sharp Quinte, and is marked with a large
||,

and a line crossing it.

The different positions of the essential harmonies of the minor tonica.

™==jEjl e-4&—o-i

*J-ia—h—

*

S«-i0—tip—

e

4a

—

m— I

—

q

is::

~4—B-
P—F—P-rft»-*a-s-B—to-

^ ± ^ *

$ =1=

221

%~ 7& *
1

»
-»—s

fq^>-

S^-

E±
ll'r

IT VI VII U

The inversions.

1Z.
~&L

-&- K>P-
t-&-

7=vTit-+f 1 H-* 1

-45-

f#:i

1=
4fl-49-frfl-4»-

3tf-

,.J-i«-3-»-*»-

3P
-i4-i-a»
-fE-#-3»«»-a**»-

I-

a«—3*-4»—3»-
4g-5»-
6^— j

—

-&»- ig=iFt

a

C»-4»

5= g
a it-3-

,

i£2_

d<S>-

n° -|(|- rv V VI

Transpose this exercise in other keys. For a continuation of this subject, see page 120.

JV7 THE MAJOR AND MINOR SCALES IN OCTAVES.

Practice them in this most simple rhythm until considerable fluency and a correct, uniform stroke is acquired. A cor-

rect action causes no pain in arms and wrists, and very little fatigue, if the performance lasts only fifteen or twenty
minutes. The sooner the pain appears, the stiffer and more faulty is the action. At the moment of the greatest fatigue,

resolve to drop the arms loosely from the shoulder, sit more erect, hold the head well up, throw the hands lighter, and

you will not only be able to continue playing, but you will regain your strength and get rid of the pain. Give four

accents in the measure, thus : / /A-/; the first and third from the elbow, the second and fourth by a higher stroke

from the wrist. Produce the light notes by the least possible motion ; for otherwise, the labor is greater, the notes more
staccato like, (more disjointed) and the tempo less quick.

4j P—-i—ri—&—P— I
1

—
-j

1 1—-h 1

—

p—e—
?^^3=t=t=b£=fcSj5EE=±=t=

pjj-b r=—i

—

j—g—w—i—-j
-a-

-J 1 M—

I
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A-l-A^A A ji-e^-^-W--'-r-
1 =, Z£i_|C_^ 3 ^^3-
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A—** 1

—

M—o--P-— I H
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d --r-i"

-
^ * #$£: f t f: f 4'-+. r^T 3 *-^$£

i
^b^"*' »&*• -F- -t— -F- -•- » ^">»L r*""1

",

"'"i 5 . -&»p^—b —»«rq^^

—

ff_^_fl.| 1 1 1 1

a—a_j—^ pr«
|

,—fl.^-ff^

-r-*-i— -i— -i— #•# «

—I—rf k-B, 1 F ff-T-k 4l

\L g—

p

^j ^^ «» — hJ 1
1—p-F- -0-t-F—

i

—

g

k«»"»^^ —

^

«a^~~P~
"

r~v~r~*\ . * -f- ± £ £ -?- j*"!-*^ _—-j—rg a . * £•£ t-'t. £_+ j?!*^^
I--H—g—0—f— i— i— i— i— i— i— i—^-47-p—H- -J-—"~^t-*»—.**-)—i— i—t—I— i— I—^—o—#Ha~
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_ _ & -P- ^ '.+- 1— +- +- )— -It—F-*-« _ -#- A* 2- -I— 4— X- 3— J— 2^Jft'^. ,

»««BOB1 l< _ H*. -£ -A. _ R>»_

. F a *" ^ +- •*-

-©—F—h-^ 1——*—

'

=»»»l l-— i

1

F-

EgESEfeE^E^HEEE^E«:
_J

1
1—j

—

—£—,_^ U—-I 1 £

—

O—A 1
1-

1 ^
B [-—H^'bbbJ "nrwOia^.^

J
* *~i"

ri—

T

-
? - -o- #•£ £"£ -*••#- _.

"I 4. # 4*- '4— 4-4-4-4-4—4^ -£i»- -

F^^ESE^-t^E^^^tf^

-+—5 J— «-=-j |—j

C3—j_«—

o

EE

»-p ^ ^± t £ £ #• .*-

Sii=i^ji^^^
^

^^=gS *-iz

-o—£—0-
±=3: *^:

?=*iz^

co?i 8 yet"

P5H

Continue thus with the scales of GK ftt, G, g, A, a, Bt», bt>, B, b, and end with C.



Octave study on the following cadenza : X : I vi IV n I V T I
57

x : i VI iv n i V 7 i

Simplest form

H 1-

An abbreviation ; each chord of half notes is struck eight times.

wi r-TT^-1^— jg ^g
- —

*

^ ^ -

Transpose into other keys.
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Var. 2. The same chords accompanied by scales of the same key note.

aa-aa-
l-a-a-a-a-S0OO

ii Bq ^ qq;

? £2

coZ 8ua."

rE;:

'3S
PHSfc

-#-#-

^* ^*:

' -a-

4—ia—

a

—jh
:r=<=*=*

core 8wa."<^"*^*^~**"~s"^~*"v^ J

J^gg

«ii

core 8m. "

sSstegggg
B ff-^—

b

-4*333? f*333N© oeo
-s>-

*.•*
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iffiffi^E^i*
-1

^s^
3-3-w

-P-9-

-arm

T!S

fc^etife«P=*|
ftafc

H^^-fl

-»—»ar lit,
-.- r

*=*=*

-©-*«
9—<M—-£-

**V 2

_<2_
com 8we.

cobSim.^

w-lg-El i^egfe*
,11111 VI ^

«2-

:g::
:a~:

^
^&*&%3r

gi-0-
T*±

setter

* For melodious effect, the sixth of the minor scale is sometimes changed into a major sixths
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^
The following Octave study is also constructed on the chords of the tonica, X : I vi IV n I V I. These turns

can only be played smoothly by placing the thumb bent close to the black key, the fifth finger very near the front, so

that the hand is turned considerably outward, and the fourth finger, well curved, is perpendicular over the key next to

be struck. Do not move the arm backward and forward in a sawing-like fashion. Strike accented notes from the elbow,

all light notes from the wrist ; make no attempt to connect or slur ; avoid all superfluous motion ; strike close to the key

;

keep the arms hanging loose; sit perfectly erect and still. Transpose throughout all the major keys.

- m-+£-+->S.i-»-*-*
C01 * r*.sJoco

I-J—'-nrH—Hal-g-- I
9 ^-O-^— I—I—htf^-l—rr

\ 1 1 F--I— *— J— +- H— •

*-^**.-*-F

N. B. In forming the turn, commence with the principal note ; the second note is either a whole or a half tone above,

(must always be such as is found in the scale or key in which the passage is written) ; the third note is like the first ; the

fourth is a diatonic semitone below the principal note ; the fifth like the first ; the sixth note of the group is a connecting

link with the next, and must be like the second in the key.

* This sign, col %va."*~ or con 8"""" loco, signifies a continuation of octaves. The reading is thus made more simple,

and the use of many leger lines avoided.
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Transpose the following exercise in D. Exchange in your mind the signature of five flats for that of two sharps, but

be careful of the right leading note in every turn.

-e-3-5
Hs-s-btr-V M-l'-q-4=P

+.£.£+.4.*.
^aaoms,,,. -J_!-_| ^.g_p_0j._a_| . 1 1 p_|_

^rfw""1

*BfW£ ppwp'fwiir-

-•-*-!—F*»-F-h- 1 I I

"
i I L fr

pUz*

-9-P-8̂ A H,—I—

l

r

tt«

ped.

—«—

rF^r^^^:=1=F
44
4*
3=

*•
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—!—I—t-J-W-

The 1st finger is placed across both keys (b and. a).

ea^c-^T-i-n

mjqManri—17 1--J
1 i--H"ri-@-^-S-ft-g-OTM-|

con Sva

tife
•#•"' «**-• K_i 1 1_

£-^#3

gfffiRp »-*-
-i—(— w**

f minor. Transpose in f tt and other minor keys.

^-""^S^S; - com 8m~"

I ._3—W—ri-©-ifcr-l-*-0~P-i
—*-»-P-| '— i—h^1

—
!

—

r— '

—

f: I ores.

iB"

T^?:B3S
-e-

VI cres.

m °-S-'

II I
I |™H l-d 1—I

—

i-ri-0Kf*-9km-O 4h—

+:ir3ri-»-d-Jri-«-r:
l~ftl

9_r
—

h'

l, —pn^-->M-g-p-g-ir-»-^-f--i--i--f-'--i--

S
4 cres.
I

ztr^z: —o- 3-Q-&—
===r

]

;—i ir i

_«.j8L_«l aA com 8ua"^^'"^~"*^' '

~~"v"<

tm-i_12__L_s_c_„i

—

U-q-P-i—a_e_p_i—i— i—i-4——i

—

l.j .uuct.t-j. i-1,
V y p_p_^_eg-P-| 1

1 1 1 !
1 kaiaji-

n

aa B2a=«a>»=ot=a

con ova"

S=



Transpose in G major, also in A and a.

,

- -9- au - +££*.+*.£ con8»™<
63

-htfh-j--t-t-t-tis=p-
-fi—b—f»=!™s!=a~^'=3",,B!-^-s-^—i-a-a-P-i—P2»-P—

h

" -p—p—p-

£ f

9- -9- -9-

rBzrpzzfez
-P—P—P-

ccm 8to^

.nratam—|—j
—

.— |ifJ-C—

ft
^^.^^.^.^.Slcon

-^-4^ 1 1 {-ftp
-

;
1—baoancaksgniiaga—bam^rownaj

•^=*P=tt»:
<-p-£-p-»-p--#.,

-p-b-p

'R
a

+t« -B-P--B- a -9-

:tzt±:tft=t^=P^P^=p:
-B-P-B-Jf-

t

-bnn'mbnteJ l—

I

1—£-P-P-0 •—

B

1

^±Ai

rt—

r

P-B-P-B-ax*a^

nmniak^ 1
i

1 P~i F-9--i-9I—P-F-f—F-BJ-qB-

JB-4x

^
—i-

Transpose into minor.

ptes^a^ggg^^^s

>-ffi— I—

!

==5zS£.££iH:?ir-tzt:f_L3:

t=Et=t

-P-P-Pgs-P

I *==

i©i
•P--

-7*--
-e-i- -©-•-

^m^
_ -B-B-

*—
-ri—!-rrH—\-*-0-<*-Bxm-9-f——r~+f

: r~irr

IT Bsmai«Ri> kwMiggMggM
* Supply the omitted chord of the tonic.
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The following Octave exercise may be better understood and committed to memory by learning first the simple chords
on which it is founded, viz : jj ''l-ul"111

!

After having learned the following exercise as written, reverse the movement ; i.e. play octaves with the left, and single
notes with the right hand, and lastly octaves in both hands.

The group of six notes must not be played RTF?, .. , ., ... A ' ' — " ' . . ., „ r
as if it were a combination of two triplets, thus .j^i"

lts rhytbm ls thuS: U U U "L' fj
Accent the first note of every

stroke ; the left hand has throughout finger action, and plays legato.
^ " ij group of octaves with an elbow

Bass legato.

~-8---a=

—I—i—!—i-a—i—l—I—I—i-

S- -n-0"Sr -0--B-8--9-

?o WL
tq+~T*T

Q ^._

-&
I

^ ^»-f-*-0-*-

p*

feS
„—§# tf(

git? Li

JS
1 1 I

"=1

^z^z^-^z^z0kpz$-0-gz0\z.^Brara-*»»!

=1}*
.J?rf_

W-^i§e-^-^-»-i*-

-ffl-ft-ri—o—i—i—i

—

0-0-0—i—fcn

—

a—m— —i—i-J>jj— 3-5-3—

•

23-
-f-fa-f—m-Z-

>L

S=
-r?«J

-0-0-
fc=£=^tt==&t=t=£=t

-0—a-
-2*-— i-I "| 1

Jfc-—F*—I— I— 1 »-P— 1 1 *F— h

ULUdLj ULIZJJ LU_f_LJ
lp==P=jtrj=P=f^=«

l
I !

—
<D—«— ffl 1 1— —^—<5— 1

1

—

—
a
— —

1 \—0-g-0-*-j-0—

H-fl»-'

P—0—P-3
I _iQ- U L—

S«+^-«-«ff^—P*-2d-»-is —Z\-

*>-

i

i

i
-gtfr i

i

i

H
fTSl

zwz

~^0-^\^0-^i^^

Eat
±==trtzt-Jp'=t=' PB—-j— I— I—I—

-e-j-s 1
1

1

—

— jj

—

a 1

—

-0—0

\+
q=4-f—1-1-q=j:

-0—0-& !—tr~ ff a W ^ ji #
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*
ii-a-iii * * ' t i i ^^—^—^^^m— ^^^^^vv^^^* p~ '

~"

P|g#BS—a- :p-?r-»-* W^®&£
i ! .

gfc£ -#—F- ^•-^z:*-*
EHEE=BEES

F=g W^?=^-^^F=f=;=|^^F-g=g=F-^

i. a : i. ¥
g5?=^fe

-F--#-F-

»-b-»-» Htr »-W
rf=p=E=£fe£

I I "ST 1 =—

F-»-F-F-»-F—

1 ' »

_Pli—P-CiCCa—C—p_t:_p—5_p—p.—,—p_P-4fF—i—aSiggii 1 1 i hi

—

1

LJ HJ ! 1 LJJ LZJ-J
kmil==™ra"e^

-£M£»-F a F—o—

F

s—F—«>—

F

tr—k»—H$»—^—p—»-

St^=zt-t=t=z=EFEfEt=t-t^E
E=^^^

» _£_ -*#£ £ ^. •#-

=tEt^ffiEV=t=tfcT=i=^
-F—0^ F-tfn 1

—

e—F—T7 1
1 \-

!°T=t::k:'?^a

—F—e— F^Tfn— i—p

—

~F
—2»—F—*-—£—

;

!

—

3~i—
-ffi— i

—

c—f—i—o—o—
-I—r——

,

^ fit? f- t: 1 ** "

I ^i F .
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Major Scales in Thirds and Sixths. See rule for fingering on page 42, No. 5.

The third finger of the right hand on the leading note, the third finger of the left on Fjt—the first sharp.

G . „ 5_
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, !
I

.
i

I BSS5B

S

3 '

I i

'

'

rf
i

|

i i

|

i

;

'

I

j*

«

E
i i i u3L" i P31siJJj I WSju] _—

S_tr_!T4 IZ^_.3.ipjg-K^B-ri i i i r3>-(-4—I—t—I—I—t^-fafafe.'.^it.'jji^l -H-U-K-t-P-ggg,
jZZ—X -4-l-l-jr«»-S-g-,F-^^^^^^--^^»^o;»fa»j-- SSS^^BS-Lmjmj^^-r-Wm
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i

' '

i i '-r-i-Fggga^-l-: -

I || i !
|

i r

4;

™ <ifrrri
^r,~

« >

HSSSSSSg . E
" l, M

.

M
I
M*^*H 4

T"i* n""' "— ll1""
in iiiuM ilium II IW III I MimflOB OBl^BIB

4 4 w-pm r ' ." '
'

i W ,* : I I I I i l'H " '"F l'T1

r EsniaKB^^9 bo !-*.;„; . J gsssxucc] Mill . il l li.i.m .
1

I K<3-

vn_ii_[i

-*--
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Rule. Guard the fourth finger of the left hand in ascending, and the fourth finger of the right hand in descending.

The fourth finger of the left hand on the fourth (the new flat) , the fourth finger of the right on B flat.

-l-l-tf-*-§-0-*-|~r- hi -*"i « m

CV 2 ~Ti "-i-d-d-S-f

nttfffc -fr rrrrn
— "-^dd^

£«

i i i. 1

1

1P1 1
1

1 1 1
1

1

'

i

'

:2rtfeffir=

"I" -ttJJ 1

1

frffi •am.
K

, , i . phim^^

J»-« g-g-F-K-H-h- I I F- P-g -«'-J-TO?
J]i E *4*

4

B>

2aS«
: I i ; i i I 1 \\ l -M-H—
iffn TTT i, i rr* ±^M

i

-»? II 1 II p

-Mip-S-P-P-I—

I

-o-- Ml!mm-

*H~

saaazs c
, ! i : I 1

1

LLUiitf^JJ. - M il l
.I, w

IT! \d-*-
B-0-J

a -9-«- s-a-ti I

|

Ml I
I

|

^-r-r- f» H lf^"H"i ' "
i
"! -l-^-*-gy|—h ht-

-e»

j=aj=
^frrrrr^i

^^H-J-tf-g-P-F-l—H-l-
tt^Sffl

^fe
"***?
^^j.»

. i i i i 4- I i
I i m '

I
I I I—I j*~d—*—I—I

I I I

i ^-•-S-*-S-#-y—h-h—i—

|

«-g-»-'-|—r--l—l—I—F-»-f-*-H*h r ITi i i i i
?+% jl

~

—

i--li~m F r l I l I I-
i

•

!
J

! :

g -I I *F=



Play all scales also in the following rhythm.
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H—!-J-#-*--—»-»-F-|— fl—F*» ^— *~d"l H" ~r^^iglg^gg^gE^g^E^&t 3^=5===

The fourth finger on all black keys.

u^i^m- - - — m*~T1 ___— n— psaa ll l^^l I

IBBB'^BB ^H^B Jrinl^Sl

- - ^ P—¥—

(

1 I
I

1 . h !===H I--T-J 1 1
1=1 ^-ti^-H-j(UiiH-J-?«-«l--«-d±tH-il7ikd-B.-d-H-i-SEES

ifi

*fr* 3=f=3|3^^^

=ffi=}=4=!==i==ft=1==£=*m

+.V+.+k+

^# iSS^
tf*

£*&*• #|? #fr#p# "

*|**##*-
|^3E§6>

I 1__ I 1 *_L

9&-0-

=«

es
^^==g=^=^J.
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THIRD PART.
THE SLUR.

A slur, " "^
in the strict sense, signifies that the notes encircled by it are not only smoothly connected,

but also that the accentuation, as explained in all former lessons, is suspended ; that only the first note of
the slurred group is accented, and that the different groups formed by the slurs are clearly separated. Give
the accents in the following lesson with wrist action, and notice particularly the good note in one hand, while
the other plays a bad or light note.

legato and regular accentuation.

No. I.

?Et=0=E
XT ?=F

I

£=E

s
j^JE^S

3eeeIe^

-p=
i= E=

-0—»

Regular accentuation, as explained in the first part.
Marcato. Syncopation, j = 100.

E:

No. 2.

Accent from the wrist.

=*=?:

i2^

2Z:

—r^

—

-e-^-e—!-

i =ft=i=

§
JBZ^Z

-&-

-0^-0-m
~N—-:5E :zb:

*** ?_?

—

— I—a-0-P-
feE'E: £E -i=E

Accent by finger.

25)-

=?Z= -#-_.^
3

f»-e-fi2

t=t

* These dots cause the notes over or under which they are written to be played detached or marcato, from the wrist.

** In a series of detached notes, it is well to produce the principal accents with elbnw_ action ; but see that the arm is

not raised too high, and that it falls easily, without any sign of strain or pressure. See page 34.

*** The accent is here transferred from the third to the second quarter. Wrist action will answer.

Irregular accentuation caused by syncopation. (Read again the note on syncopation, page 16.) Each little

phrase may be repeated several times if necessary.

I = 108. a A^,
, _c J_ 6

(2_ 5^

So. 3.

s^Eti

wrist action.

3finger action
-9—j-3-1-«—*—

wrist action.
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i=t-
-t=

i

mind the accents

A
/
A

£
:p:

in both hands.

-t-
-w=»»-— t-

P—»—j— —w«
-i P—i-^P-

finger action for both hands

fe

=*F*^crf
:£t=

no interruption.
#^=^=

^no interruption.

:p:

-<5>--

no interruption.
,1=-- 1^,— !=-

all finger action.

ii333=Sgi —rr-P—i——

I

1
—-1—a'— -H—i-—I- 3: HJ rd::

-e>~

urn

p 3;

3=*=£

elbow. wrist.

jjj^z=±=lE

/

=£=!=£

/
A

3=£
wrist.

—A

=P:
elbow.

£=!=£=£
simile.

~g g
a|

~

^=^

3=lE^

No. 4, Accents by syncopation. ,\ = 132.

yjj—
^Hji=p=^—o-f-f:

I 3=3 =fe

-» (? # B-»-p-
g_4^E=E=Lt=^

-#—*-^t

ip=P=*=0=<b:
:p:

—f

—

W=0—^=z±

3^

M*=*3a-

l=^=;

L_ilL_i J!3j*l__? ,C

r ?
1 2 ^4 i

2

-g— tf

—

J-

I 1
4—f—.«-

:*=P—P—©-P-
:t=t=t=L±

-H-

* p_£
-l

i
1 ©-£=t

zg__g_e_

o

* Elbow action. ** "Wrist action. This syncopated note is only half as heavy as the first note of the measure.
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No. 5. j*1 — 152. Accentuation varied by means of the slur.

no accents.

No- 6. j
N = 108. SWISS SONG.

pfe
Pip

—I

) ^ssi-
-0 1 1—I-

e

—

g-e-

~~1B—

a

-

=J=I^
F— isaP-»» ^~

~g 9-
-y«g-

*-—

-

=P=£-0 k»g-
-?-». =P=*̂

i r

^ t=t

* Give a light accent from the wrist on the first note of the slurred group, and separate them well.

t Here you have a strong accented note by the elbow, also a distinctly marked note by the wrist, only lighter, against very light, unaccented notes in the treble

;

the same reversed in the following four bars.

J Regular accentuation by the finger ; elbow and wrist action in the bass.

§ A stroke with high uplifted finger in the bass against a light note in the right hand. The bass has the regular, rhythmetical accent in the beginning of every
measure

;
the right hand gives a lightaccent on the beginning of every slurred group.

II
A good note in bass against a bad note in treble.



AIR TYROLIEN.

No. 7. M -M -
J
= 1^8. Dots, syncopated notes, and Appoggiaturas, commonly called short beats.

.(_»j*JJ:

73

Accents for the elbow.

3* ^
¥r P2=

4*

*w-

^1

m̂ =U.0-

'^

#c^p=»
~y&~.

*.***
±1

=*F
,-o-P-

t5=

m
-1 - ij

:«-p

—ft^

_t

^p^: =53:

-M—r-M«J

ics^-

# -T**!*

=l=»
irtt

pEfo

No. 8. Harmony in three parts. Appoggiaturas continued. ^ = 120.

4a, =,_

B-S—a-

9^3

-a^fl—•*
-

_<fL?:^~

-?-W- g-Ag: *-
D.C.

^2= ^H:

t

_-±^ J L.

f-~*T-t

-i- — -*
J

b*H-=PS

jf Usually written thus.

*This quick sixteenth bears some likeness to the appoggiaturas in the fourth line, but differs from thorn in three points : 1st, it is closely joined to the preceding

note ; an appoggiatura is always detached, and therefore, like the first note of a group, played by the wrist. 2d, it has its own time, however little that may be
;
the

other has not, but takes its time from the principal note, to which it is attached ; and 3d, the main feature of distinction, and one rarely ever attended to, is this
:

the

former falls on a light part of the measure, and comes before a beat, when the appoggiatura comes exactly (instead of the note before which it is placed) on a good part

of the measure, and is therefore itself a good note, which is particularly apparent when the appoggiatura is long. But even the quickest appoggiatura; claims its accent
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No. 9. Slow. N = 100. Fingering by extension. Long appoggiaturas.
5

-he Efffgl

B5?
{N=*™ ----.,

riten.

^ is;:
ff&fea^

_«< LN -»» ^f
wfi—

(

iff- -«4—0- =p£«= St

9f

*#
i /

D.U.

&•&•

^=t ^^g^=

* An appoggiatura without the crossing line, thus, j or S receives half the value of the note before which it stands

,

and of course the accent.

3
HgE £F5=*^ji^^i^£S*#j-gs-

5Sg
2 3 2 3^
=ff AS^fe-

-& r*-

iit—

^

—
°r

played played

|=||p3EJ
written played

9
f fi— This note, G, shows that the harmony of the Bass is written in two parts (two voiced) ; and that according

^T to the stem turned down and the dot, G is held as long as three eighths ; the upper stem indicates that it is

|

the first eighth of a group of three eighths.

The following example shows several

doublications. ^aa *=*=£:
T

r^W^=^
-*tj- F^

i i

A WALTZ.
A

No. 10. j= ±32. Elbow stroke on the first note of every phrase. [_f j_J"
fj*

i'*i=^£=rt
^!=P5
-g-tf-

9il#=£W3t * -»—g-

«*h
q=3=

—Jf—&-

*

% rHFr^P=-<=

L=t

-4»

wrist action. simile, (in like manner.)

3
^Tr

:£=
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Accent the first note of every two bats by the elbow

;

use wrist action for all other notes.

If we regard rhythm in a higher sense, or on a larger scale, then the different measures which form a phrase stand in

the same relation to each other as do the different beats of a measure ; here are four bars forming a phrase ; the first ought

to be accented twice as strong as the third, or four times as strong as the second and fourth.

m

if—

g

g-T?f

-f-A * £

iaP —.30-
-10- ^^=

:£k ^
-4S>-

=SE

—Z. «^,

^=f=*F

4

a—*—*—n-r—fr-
-9—9—e- 4S>-

I
#

m-E^^-. 1=±

NO. II. Allegro, j= 176. •«/«

WALTZ.

i r

-f2-

^r1^ =P=F
*fe

-«*J^—ff
1

m -9 9 9-

J~^-?+iSE

-9 0- @s-o*-eP-

sfs

m *-»- =c=f

ztzt

*- # -*
~ —gy ©

—

^=
sfs

-0--HZ-

-m-B--*
1 1

-9 law

^> -£3- -£5-»»-»
£> UP—

:t

# -i
9- -ftSic

'.tit 5a Hi

^=

«

*:

*s/z An abbreviation of the word sforzato, meaning : to be strongly accented. Such accents are generally given with

elbow action.

•f
—=cc ^=— crescendo and decrescendo— a gradual increase and decrease of tone.
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No. 12. M -M - j = 120. Menuetto with Variations.

§
#= & =g^g-g-f-0-B-0

^5—g—

8

p—p—p= ^= g g-p=pr=ct -*—•

—

0-
-*—p-j-»-»

^B P^= -»-P
-P-»-P-#^P~

P -P
*

1 !

p- -p

^ -9+0+ 0+0+~££ -M-
--^

p—

*

=p^p=
42:

§i|
#4l> P 4-#- -P + + -fi- ll,

* -P-a*
TT i

i

h- e^«= £=£ H>—f^-f-#-t—•- »—

«

frfg^-

I
=i=

—I—i

—

i-j-m- g—g- =P3=

§E
p

—

+ «-?T
-P—Pj—P^ %=%^=% + +-±TJ-°-

m + + a + -*- „ «•<

:^^=

-#-P
^P= +-e +o-+

i i i i
i'

i
Var. I.

i
i . . i

P=£

SB
t* -*—i-

JEtt

-i- r f» ; i

E3

:«-

#-»
t=ttt=Pt=«

SHE 3=s=
_« «_

:e3tULAjt±:

3 -P -P-

S=ft=t=
LtP-4=-*-
tifc

.^
-©-
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Var.2.

#. *
3&

§3p

-+--1—h-R-P-h3

-* -F +- +- 4- 4- -*

:S=

r-PH— l—

h

i=K=tt

=*=*=

-^-^zzw-
=t=t=p

:;aj=i*^

3==±t

3*fc
5??:fe 5?£ES

*=t=

*Tft

tr~tr

i^

-F—!-i— b

-fa-feM-

i-

j-^=r

f£

ffil
•+-#

1 4
O 0-

t-P-F Pf—#-|--ff-t-tf-p+-ff-t-0-t«
-!«•«—

I

1-1— I— I— i—I—M—t— I I
I

I h

i~t=H=t:

^ffi

3 4

P—P 1
t=F=F f f_4

Si?

£* S=Pt=

p-_*_f

Effi

-S—fV.^

«=

1-pJ 7

# *-
tt- . -p- -» -»- H«-

.^S f » fr-

p^p^zpc

a—=-4+-

35^

—i

—

-#-

f—i-»-

^n»ztz^z
1=

5 #
5=F=

-2-P-

3-f-t-^fc?:

o-

-P 1-

-=*»
wft*

-i—[__.
-»—s-

±: 3-1
-a—I-

55*

Var. 3.

& •**-•# ^ ^

9gfj

£
i 2 1-

=F—F:

:ji ja

SI^E

F=t:
fi- -i- 4-«- -§• -#-
-F * 2-<9- -F -0-

£#£
S: prt

i—i«««»— i—

lip
; -%£££: -*-
l

P-4
t-p~;
?:EStEZ^Z

fztrt

*

— 1

—

B 1—

F

•0- 4-1?- -S|- •£>-

«>• 2-#- -F -13-

5Qe

-(S>-

£^^E^EEE:

#-f-P- ^« =* ^»-
-ff-

=ai-U^E^^

pte +

1EPf
.-Pi.-Fi, f# £> -ft.

*=^= P=i=^

S3
•» 55

-»—p-

j See note on page 26.

:&=
-ff-l— i—|— |—P-0-

llepeal from the mark.
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J= . 6. Galop. Use an elbow stroke on every place where the letter e is marked, and learn to employ this movement

on future occasions where a strong accent is wanted, and the note(to be struck)is unconnected with the preceding one.

No. 13.

^SE
:^«i=i:

f

fe^*Sr-*

fe^si^w^\

-*-«—

i

«—i-=-b-

y—-/

—

=fc^*-=^^3

P*fl3
iP-p

— 1—1
4k ' -4k I

e r

~N N F-^B
rfE&a=*-p^e-

rP-*-<

-1***,

ife^te-J^V

B. These staccato marks answer the same purpose as the rests in passage marked A.

ppj=
Brd?—'- -i—b-b-

_

e w

2? ~-frs—?

::
]—0—0-B-—

1

—0-0--0— j—+--

s•=r»—F=i-=i—I—I-

w

legato.

se=b=

^=i==i"-«<-?-^-

—^0--0-Sfl

SS:
E^Sg*~gf~0*-

:S=-
1 4 1 1

!^g!

P
s^=iS3Si

.B.- 4 _- con 8ot. .

££: ?+.*.£. *-+„+ t-
,

:^_

fcprfc
-B-U-B-F--B-b-S
-I—F-l

-<a-

F-0-F-
=t—!-=r~

A
£g?:

O-F
0-F

Ke£;

8*2—
4«-

E*3E£

I *
*&!s:

:feftlEt^=^
j

I Is*. ^ 2rf,

fc£ &
ats- ;liEE

tA chord thus marked is struck four times, like eighths.

* Notice the light note of the right hand against the accented one in the left.

E EEtEE

-n_n.
~^~B g
'0

-fl-0-0-
-0-0-0-
-0-3-0-

-9-=~

-i-B—1^



No. 14. J=88. Ecossaise. Fingering by contraction and extension.
70

Elbow and wrist action,

s 4 6

£3= -P_p_«
-i— I—

h

*1 1

t- + J.
sigzit^P^f—P—t=pcf=p:

:f-?=t=?!-t=J=t:

i.

-*—P-

£^EjEE=lE

-P- -»

P-=t=p=tzp=p=p-:

=S—i—

i

—
-j 1 1—

No. 15. Allegro scherzando. J=80.

pSi
p

ese?e

-p=zz:pz:p: ipsme
tat

i

—I

—

At
EE -HM-P-

:^ P'fiztht!

*e
-&==

' P-i—0-ff
i
—»-»-i—h-

'gSSf—

ift*£ £££#£ «£#* fefr*». -ff- A

-ta*"- m -»—

P

EESEE

¥^t 3»fe
**--fc*-F

#2
REE?E

—P—P-
-fc

mf
*•-»

ItfP-

ttti: tttt t=

*A11 finger action ; keep a steady hand. The accents must be throughout the piece strong and prominent,

f Distinguish the staccato (t)from the marcato(.) mark; the hand is instantly withdrawn from the staccato note ; the
marcato touch has been formerly explained ; see page 34.
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Andautino. m. m. J.=48. Study on double notes.

No. 16.

=fi=t=* -P—tp*

—

m- ^p=

£

fcp&3 =s*

i * ii I r

^*r*- =*E|*fe

=fo£=5

-&— h—l—I—

-i

—

/-'

tmi

'4
2

2^

3t=tff^ca

3S
1 I

£

-'-US—s**-*-

p^ pepb*..
-CoJI_|_- c

tS=PS

^=^4=

ttjC_ :-*U*

^ *

P &&s=$m

m*
i

—^—#-

-i/-t-

#4

§g

M. M.
J
=108.

-I

—

p

P||g=g:g

^
*> i'f"f if"
£
i

^

S30-

ores.

Et=E:

*
:=i=

t=f=fe

3=1-g—a*- :^=i

£*
"I 2

s

J. -J-* j .*.

P

-<5> 4-

gS£=£=B?^
4

2 2

^^
^

t

:s£=fc

-g-

=fr

*Hold the upper note, and connect it with the following, while the finger is lifted from the lower, in order to strike it

again.

| L. H. Left hand. § fz, or sfz, sforzato, strongly accented. | Here you can only connect the lower notes closely,
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* This star indicates the principal accent in every phrase . Separate phrases from each other. By learning correct accen-
tuation and separation of members and phrases, you produce the same effect which a good reader or speaker does who
understands punctuation.

Moderate, m.m.
J
= 116.

No. 17.

mt
5

t-W-

j!325.

-f—g—h-
-\ r—4--

1

-P—9-

*=££

=P=»:

-h-
# -#-

i

-t—m- '-£&-

ir
t=x-—i—

\—

i

—

1

1—a>—»
^—9—5-

—

i

-m—g-

-p-f-££££

P=g=
-*—g- -g-JS-

2J *_j* i \—m
-!-«.

:F=J:

B:

=s

f—i; -•—

#

:p=^ -#—*-

E?=*

-i
1 r—»-

!=*==:3=g=

P=g=
=P—g~

^^EElzE
=̂£

=fcjP=»==
-l—H— I—F-

3^
9

£-*-»-£-] 1

—

S|H|£S

rt »-

'-P--g-
W-0-

5*S3=t P=S=
l—9:

=1=4 -wZfw

==EEra==

:fe
*
:h:

-P-g:

ffi/

E

P-P-e—jf---6 -=

—

-|— |—F-g-l—F-g-
H— |—I— I

1
— I— l— i

—

&T!?=

*
%

P3—t—ad—i—
'. a~~"—r—i—?-i i---"-

g-rt-P-g-ai-g- -P2—

a

sfi-
I -g-

S
±=

#•

3*

+ 3—TF4-

1?

S-r*-^tw

S3

-g—

a

^1

-dz±}3—iijd—5- S^

^^B-*—pj

:s~

== £=

-&r-*
?Jf=t=f :£=£=t:

-#f-

-W -0-frfc--i

3j~-F-g-

-g B-

-r-

3t*

dolce.

fPv-

=P=t ^iii
-jg 1—

. =H==i=f
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No. 18.

m.m. N = 120. Double notes legato
«e^-4 . . ~

6 5 3

t
2

I

j=w
2=g

3

'-W

i^E

tjg

-j—i—i-

I*
I L

-»—«— i—-i

—

-9 Wj"

P

J=3-
1*=?:

£tfe=*:

3#

—

*tJ-

S5E

"!

—

Fine.

No. 19..

Allegretto, m.m.
J
= 120. Double notes continued.

iSE33 =3=

3i£ S?l i

3^TK^

Bh^; 2

SiS
-&r

~g r-ffi—i—

?«?-
FM

T-ffi— i—i—
1=

5 5 4
1 2 1 £

-•—ah

to*-i-

tf 1
1

-©

3EEFB

3:
jj&a.

«r<S-

4=4
P=»- tf>

dolce.

ffcz.

^
^?=I'=P=S;P& ^_„_

=t=t=P
&£=!•-

321

,—ihM—«H *

4 ft* --

± ^=J
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t=fl£ & -g-»r =iM?* :

«=
&*
F*-

-tSI-

;f-g^

zSrfe

-5-PEBe

M-
->-

U*h %
?® V-7-4

t^-

T 5

2 3
3
5
. !

a 34
1. 3 1 _J__

ig.7 f-g-i9-

9-
-bs5-

-©>- -Tg"

JL ^
atg-«

¥»=
:££

=S=

s/s

-f-T3
*/3 3

S£ *
tt

tp= IT
-f^-r

Jj!_&

^r gt

1P -<S>-

-<S>-

-©—«- *m
-]-^r

Tg-7-g-

:S=®=#sL

5
w-*-

3c J g

-<s-

=itp

-&1-

lsi.s
sp

IK
-I «—o-

"fZ^. =fc

p—g jjg

-<5>-

?=§•=
-I IH- 3=3» -r-y-*

:^=r^ -e-2-«B—»—5—g-

q=£ D2& :s?

fe

g——«-g—s>-
-g 7 g-y— i

—

23**
ri

sfz

§±

^t±

§=g=i:

=irs=p££

-*-
^=t

*/«

-g

—

n

=1« 1-»**
*/a

-.^^__.

1 1

4-1-

=££=t

-«
^=gl

53 53
5 1 _ 3 i • #-

-8 S-ff—

2

-f—4-S-f—f-

sfz

I

=F3=
istizzi:

c—#-

1 1

._2 3

J=

-»—§H«-

s/js

9—s-

d W„

=^=
^-^-J- 3^=r|^ =^z==J==zj= 3t

Z22I
-&-,

T I
"

1

li J. *.

7^37:
#• iS>-.

^ 3©—«-

T&-

•<5>-.

See page 5.



Si
Exercises on double notes for both hands. Repeat each bar many times.12 3 4

6 7. 8, 9 10

..I..——
, i i

' A '
, ,

- - - —i—

i

i -

ii 12 13 14 15

at i_T_"!5"!5!^—

^

rv • I*
•'

!

•"•

i" \ I

:-Th—*»—*1— I—i—4 i a* ** o'f-lf -H-h—v**^-^\\—J"ij i^»g«^lj

16 17 18 19 20

^7

21 22 23 24 25

^S«*£ig|^^p»^^i™^|
26 27 28 29 30

^||Ss^S^^^p|s^iP
No. 20. Tw0 voiced. ^ = 120.

*
^=*

.2.a
4;;

:**=fcj:i:

5S

=t w
-•ft±»J

1

t=LFB

SB

f^g^s*
'r-<ff

-£—* •-

P=t

+-4r-CfP-#——j£

'.tl^^1
t=t

atS3*t
2 1

-P-
t=t=t

-I »-

:«—

t
Fine.

§n?

Four voiced
Three voiced.
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RONDO. *

I

-= 88.

No. 21

* A composition, in which at the end of each strain the first part of the subject is repeated, f To many players, it is

a matter of indifference whether this bass note is held clown or not. Care should be taken that each note receives its exact

value ; that the arm and wrist do not move ; that the fifth finger strike with the tip—not the whole length. Notice, also,

the heavy note in the bass against the light note in the treble, t VVhile the fifth finger keeps this note down, its knuckle

must not be sunk in; if it is, the finger is rendered powerless,
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WALTZ.

No. 22. *Grazioso. N 132.

R-f
£

-i »-

g^
P-6>-
=^H"-»- —®3§« f^St

—o-

q=^=
&£!-

] »j-
~al—

»

3*Mt

atafc

3 1 I. . .

_ •—T—>—«—?-
3=t

-^^.w
-g-*-

ta=

-??--

3

5=1tEtf=N=-**=±=

3=t=t
~g—e- -9-1-

t?ff si?f r ^

-»• »

jfztq^:
tjt^

'.psL^fS
I¥=|i-fif= :^?*1

^

.6 ffl £_

t=t=t
-I—©H—£3-1—

C

2zr5^?:

./a e «_

=1 =.-

"^* 1i?" ~&~ tie*

-1-0-

*h=1-lo--

3TT.'.'[z:.:'ri-'E3 ..

**'#
"e^"* *>"

* Grnzioso— in a flowing, graceful style.
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No. 23. * Canzonet. jN = 138.

Var. I. ^ -138

jfe^gjggg 35

m=EE£ ±rJtz
-9—\

f^f?t=T4=£i£

typf' f-'T-P
-

—m^mnm=OB7Wixi

=t=±
#

-h n,— I—i- -!— i

—

a
"
t. —.

wFi-^^teateg » ^
—

^^S-
* Canzone— a song. The style of this air and variation is simple, yet contains many points which will admit of

great expression. The accompaniment must be studied with particular care.

f The right hand has a light note (the last of a phrase), the left hand an accented one.



88
A FAVORITE AIR PROM MOZART'S DON JUAN.

No. 24. Presto, (very -quick.)
j
= 168.

li

n r

j?

-»—-»-^leta

:=t=n*

1 3

3— —9

—

9-
—0j \—0-BE£

XBSB8B BI^BBI

-0—0—9-
-h-»-(--—|—

I

E= rflfcJfcTr*-t
^-**^ -',

:
=^-^====

-#—a-=N==£Hi—&

—

_C _fl. .3. _fi.

4—04-^ 1=1 4

Uzez=gzs:
-0-0-

0=i=
^S4.

a H F-H— « H F-

-^•feai p

s£=f:

# *^; i
+- -H--I— -P-

,

1—I— I—— I

—

0-
I

1 1—fc=i—I—h-

£S£P
=*=*==*:

P

-4-=l-fl—1-*-4*-

=***=*=*

2 -^ *F h-

-I
1 F-

£==t==E=t=

cres.

P I f-

S
1 *

,

££

J*-, n >•* r*

HH? g^-a-^?—j-T-
—

©

P==t==fc: f F
i i

—*—jrt
^-*-H-*—

f

:|,c

t?F
. f ^r"

:=iB==^==j==v

dim.

» r= S S
§5*

I
1

!h

iS>-

4 3

e>
—0-0-Z--0-0-

+- c=j—-*^j I

—

a—e e—p.

^=L^===°

i™"^—J—i-=]=ra^=H
d

—

1*—M-j-
1 3

a « a a.£&
=3fafc*=* 9~*

-» 0—41—0-

*£2^

:g^^=^======

©--»
•-M >-

*_%S ^

ped.
ES:

5

°-ffiffi
P-0-0 i-0ka°-P

ist

*£ ^t £
§ir£g=£&:

=t^L=^c:

J0-T- +—ft_

^^=ffi
:*===at=*==i

dolce.

S^
=*=£

3^5?
-t—a'—v'—B' -

-4—a-P-t-

*

l-F-4—»-F)-l-

==^=i=c=

I I I j
—<5>—

_^^—~ p^.

=l^Si=^P|
#

ife

-^-C

—

\s~0—'r-^r0
—\~%rQ—t-^-» Y-^j-0—j-?~* 1~?~*

—

'

i==T*=

1

=s=^==f
H* ^-^

»=^=^r=
=f=?==ct=t===t=?==tSS==i=

:F^*::F

4jl^4
-s>-

ped.

' This figure ew indicates a Turn. Play instead of the note f -4J-y as above.
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No. 25. Allegro. \= 132.

EEr*=5Sf
*=*

h—h-R

=g@^|+ & -w

®

—

f*b*
i 1 i r i

*M:

auip^s^ ^j—|

—

J
-A /—A /-

v -^ * -*3i*~y3>
:

=tt^|=fitlEz:itt£d=&t

3sp33a

_^L_

•# *-*"V " *- f
H—!—I—

I

M"J^zzfei

|zSg!ip
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8-*"^^ (Ottava alta.) Plav the notes an octave higher. -fDonot overlook the good note in the bass against the light

note in the treble.
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No. 26. Cheerful. Js = 176.
A SONG.

* The skips in the left hand require a great deal more atteution of the player than the flowing melody ; the fear of

missing the note will naturally beget stifluess of the arm and wrist, by which either the finger presses and sticks fast, or

the note is struck too staccato, whilst the wrist becomes stiff and the arm is withdrawn by a sudden jerk. To avoid this

evil, the student ought to fix the eye upon the key which is to be struck, keep the arm still, but entirely loose, moving

the wrist in such a manner as to describe a half circle in attackiug the distant note, thus, ^—^., not thus, a _A.

In slow tempo the finger must remain upon one key until the very instant when the next note is to be struck. In Allegro

movement the action of the hand ought to be similar to the bounding of an elastic ball.

f The damper Pedal (vulgarly misnamed the loud Pedal) is employed for sustaining notes which are beyond the

reach, but never intended for any other purpose.

X The first note of every slurred group receives the accent ; but where no slurs are written, the accent falls on the

first note of the measure.



No. 27. =112.

AIR from the Opera of ZAMPA
91

Allegro.
,

"IT" £

leqqierissimo.

p-«4fc^^^^^^Eg

-^

iff.

:EEtEE:

_a_ aS=S:
r-i—I—

-i
" H-

-ff-p-©

—

_— i— I

—

ff

dolcissimo.

-t^^-H--h-Ji(
s=— s—Hr-r^— I

—

!~h
4J—S-oa,'

_£a_

HI—Q. ff- .

-h-f>S>::s=0_~
B'-3-

^~f=?S^=E
* ! I S

K^-g-^- -4—1 (-

=Efe^~W

p

2fc :t=*
•• t,r.-T'ig. -

±z»=

_e>- ^EEE

t±=ta=

ped.

——zro'n'

;E CT£

8-_e_«—ft- _/s_£ a^a.

,—1= E=J=a d=l =1=^NH-ttft-

E=B=ff=SEE

~Jt-—pt s_f£

3=t
1 0-

sag*.̂

-S>-



92
Exercise preparatory to a Trill or Shake.*
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No. 28. J =120, Galop. Marcato touch.—Wrist action.
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SHS:
P»-0»»»pg-B»

J>
ped.

_n
-0—0-

^E=»3;
i=

a^p—p—«*-

pea". *
-P-

«—»T

0—0-

P=fc=t
SE

S^
-pg-pP0»a*-p*

ped. *
P-S
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131

•Practise at first with each hand separately, keeping all the while strict time ; striking, not pressing, the keys ; accent-

ing only the first note of every measure, and commencing exceedingly slow in order to get the notes even in length and

force. Petersilea's haud-rest is very serviceable in exercises of this description, for steadying the arm. Each hand

ought to be able to perform the quarter note in about 120 of m.m. before both hands should be employed.
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Practise with different fingers, viz: 2 and 1, 3 and 2, 4 and 3. You may also commence the trill with C.

tr~~ is the sign for a trill— a quick repetition of two adjoining notes.

Exercise on the Shake.
,.

-2— P-s-^Tsr'*'-'**''*
-

5^¥
4- :?=t

-*-^-P-

r ?
;

P-**-t*-t0-\-\-&*-?~

&
f— i— i

—

3EET=fflE
The whole notes to be held down continually, while the two bars are repeated gradually quicker, but exceedingly

light, at least twenty times.
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No. 29. Allegro, j = 144. 4
2 4

a

1w:e -I—<5-

p • .—
e?«?«5*£«?«? «*

3 4 4
2 2

i»-B-»-a—i—I-

9- %-0 J !

i

—*-e-%®

I 3 4
» 2 L?_

JEEEE^

I*je.fijsje.aj8-fi.
ppnoT

P

'

1 ' I

~! 1-

—0-0-0H9-I9-0-0-
» 0.0.0.0 0. -8 8-8-8-2 g-S-g—

I
4 3 3
2 11
-f-e-i—-e-jJ—i-n-
-P-B-S-e-o-S-e-*-

^

3 4
1 2

-£-§-§——o-©-»-

M
J=£=k
H=t

\.Ar*.. ~
-ta—#t— I

—

P
H M^—q^^-

-«

—

a a-s-a-e-e-
2 ,

3=1 tJS

•;: :!4-aSg-g-

4 4 4

F3=t

-S--

.1,2 2 2 ^^
4-i—r-»-a-s-aj—

h

«sErh-r-?-»-S-S-

-i— i— i

—

_e,e_*_s_fl.p i2_p

5
? . LI

•I
—ff-t—' h- -MR— I—I— I—h- 1—I—



94

No. 30. Galop,
j
= 120, 1_*

f |
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F3 *

5Si=—1—1

—

No. 31. Galopade.
j
= 144.

4 2J



AIR RITSSE.

No. 32. Unpoco Adagio. jS = 84. * Change fingers without striking again.

95

No. 33. j = 120- Galop. Very light finger action — both hands legato.
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i

free action from the elbow and wrist.

1 —»—C "—' —N^~*~i h a *~P~
,N —

with

'§5 2is:

delicacy.
JR. JR.
a_a
-©-»-
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-f
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## 7
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* The fii'st note of each phrase must be articulated from the wrist, all other notes from the finger only.

\ The same member or phrase repeated on a higher key is articulated more pointedly.

% On a lower key more subdued.
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PRELUDE. By J. N. Hummel.
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No. 35.

j
120. Galop.
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No. 36. March, j
= 108.
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t Strike the arpeggio Cti with the lower note F, together. J Strong note in bass—light note in treble. There are

mauy similar places in this piece, and especially iu some of the following lessons.



98
Composed by Hoschelles. MARCH MILITAKE. Arranged by P. P.

No. 36. J = 92.
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/=120. Exercise for the thumbs upon the black keys. 99
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No. 37. «'=108. Gallopade.
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* Accents in the bass against light notes in treble,
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Exercises within the compass of a sixth. The finger minks over the notes are for the right hand, those underneath for

the left hand, which plays the same passage an octave lower than written.
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No. 38. "Waltz. JS = 176.
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No. 39. Slow March. (Four voiced.) j =84. 4=_
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Ti?/0. Three-voiced.

f Mind that the appoggiatura is struck at once with the lower notes, as explained on page 73.

NO. 40. Allegro. J.- 88.

legato,
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No. 41. Allegretto, j= S4.
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COMPASS OP A SEVENTH.
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No. 43. J=108. Gallopade. Heavy notes in the bass against light notes in treble.

scherzando.
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EXERCISES WITHIN THE COMPASS OP AN OCTAVE. Play two octaves apart.
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No. 45. March with Variations. J= 120.
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Theme by Kalkbeennee.
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No. 46. Cheerful, j = 72.

MY HOME.

WHERE IS THE TRUE MAN'S FATHERLAND? (Four-voiced.)

No. 47. With firmness and precision, j = 100.
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The right hand

THE CHROMATIC SCALE

3 4

8*
Left hand.

I ending.
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t In minor sixths.
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% In contrary motions.

w
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p^^****
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Mlwfef^
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* Rule of fingering : Place the third finger of either hand on the black keys ; the second finger is only wanted
when two white keys come together, and the fourth finger in the beginning and ending of the scale.

f When these passages can be played with smoothness and certainty, it is necessary that the compass should be
extended ; the chromatic scale ought also to be studied in major Sixths, minor Thirds, and Tenths. The insertion of

them would occupy too much space, and since their construction is so simple, it is decidedly easier to learn them without

the notes, for the attention would only be disturbed by looking at them.

X Practise also the chromatic scale in octaves for both hands, but use free wrist-action for the light notes, and elbow-
action for the accents. (See note on page 44.) In playing octaves legato, there is danger of playing with stiff wrists

;

therefore, it is better to postpone the octave playing in the legato style, until they can be played fluently in the former
(the marcato and staccato) style.

Thus far, all the exercises and pieces were written for mechanical action (the mechanical touch) ; the fingers, wrists

and elbows acted like hammers. This kind of music stands in the relation to the following eight pages that drawing does
to painting ; there can be no doubt that a person, in order to become a good painter, should first learn the use of the

pencil. ..-.

The touch is twofold : Mechanical, and Melodious or expressive. W"~
Some pieces and passages admit only the former; others, only the latter; still others, and by far the greater part

of good music, both. Every fine player knows this. Unconsciously, a good player will use the one or the other, as

circumstances may require. But this seeming unconsciousness is the result of a perfect mechanism first acquired, and
superior taste and judgment added in later studies. Those who have really talent for music, will acquire the melo-
dious touch as easily and naturally as an intelligent reader or speaker, when deeply impressed with his subject, will show
his emotion in his voice and manner, and communicate his own feelings to an audience. Any one without talent for

music may learn to execute mechanically very well, frequently better than talented ones ; but any attempt to teach him
to play with expression amounts to no more than to induce him to exhibit a variety of musical grimaces and caricatures.
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PART IV.

THE MELODIOUS TOUCH AND MUSICAL EXPRESSION.

No. 1. Adagio pathetic.
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*This mark £ before a chord causes it to be played arpeggio (in the harp style). The lowest note is struck first, and

each higher note follows in quick succession. The fingers must not quit the keys until the full length is given to the chord.

f M These marks indicate that the notes, over or under which they are placed, must be heavy, solid, sonorous.

|SjO. 2, Adagio cantabile. J
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J Sound the notes exactly together, but do not strike them rudely ; rather, lower the hand or arm gently, like setting

down carefully a precious burden. Especially notice the crescendos and diminuendos.
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TRANSCRIPTION OF WEBER'S SONG.

Frey und froh mit muntren Sinnen. A cheerful Song of a Happy Wanderer.

The first four bars express health, happiness, and a glorious prospect ; the next four bars are full of tender affection

;

the following sentence expresses gratitude for the past—religious devotion ; the conclusion indicates perfect assurance in
a happy future. Nearly every note must be played by well regulated elbow action, in order to gel intensity of tone.

N O 3, Not too fast

* When a slur is drawn over dotted notes, it signifies that the notes are to be separated, yet played with a melodious

or expressive touch, (as if a thing is carefully set down,) and not hammered with a loose wrist action, as if a thing is

dropped or thrown down; or, I might say, as if things are fastened together by pressure (screws) or by strokes (ham-

mer and nail.) But is the former not always nicer and better ? one might ask. By no means. Only think of a lather

(carpenter) attempting to use screw-driver and screws for fastening his laths. The mechanical action produces uniformity

of tone, which sometimes is wanted as much as uniformity in the stitches of a sewing-machine. The melodious touch

adapts itself to the continually varying tone which may be needed on especial occasions. The former (mechanical) has

for its field strict time, correct accentuation, and rapidity of motion ; that of the latter is unbounded; for it must accom-

modate itself to the gentlest soul's whisper as well as to the wildest storm of passion.
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The beginning of C. M. v. WEBER'S E MINOR SONATA.

No. 4. Moderato.
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No. 6. Adagio non iroppo.
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j\JO. 7. Andante con motto espressione. J. N. HUMMEL.
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TENNYSON'S BUGLE SONG. " The splendor falls on castle walls."

No. 9. Tranquillo.
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DIE BETENDE.

(I. Abenheim.)

gjgjf-^&jlffi;

poco ritard

0-000-m:«»=irp -90-0

FP4t

jsga?

0-0^-0-09T—WF -» ^—** -v

©-©_=^U-©
-Lf

fe^

Transcribed by F. P.

tf e I *y
L l-o- 3-

.^(2- S£

rx.̂

rfiifzzrr=ia: -5^»:

,^J=*:n
> > > > sfz

^iU^-'-U
-«3- -9-L9-

ped. *

At^s 3E
ts^

4 d

-(2-

H—*-

rS1— <5»—

^4

" ff» i

f »-(•-» ^=ff-

^ya^3ffig*=±jt=ft

r?J>-

Q H
_*e_

<? n_|g * i

-"-- G-4—
--rA—

III

fi,ik

s/2

*—*: P-»a
Jt,

S^:

5"I

—

N=^-

^7"
1

4^

ejshjta—-**—-«4-«:—JJi

-h-
*:

S3
J£

0-P-0B-

0^

pec?. *
^

lifte

r-Si

"o-

?-s^a -(S1-

feZK±»-^fr=?*
123F
£ 'a.

ped. & 7t
pedT.

-a

ifefe



GLEICH NEBELWOLKCHEN SCHWINDET.
(Abenheim.
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- '—0- 1-- t«

1 ,2-1 1—!_j_fL_L-p_

ID

-i—

j» git V<? * ' # * > >i i ^
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=«F=

ped. :£; ped. % pericj;

=*

W I i I—6*—i—i

-*"

—1-

ped. ;{; ped.

'tenuto.

•ped

J

molto cresc.

# ped. * ped *

«*-**-

ped.% ped. # peri. *
i

a tempo

3^^ife^gaI—-j—
ped.

12

*

i

The lowest Bass notes are played like appogiaturas, and receive their fall value by the correct use of the damper pedal. Be careful to give the correct time to the two

eights in the left hand against the three in the right, as explained on page 26. [For continuation sec Transcriptions of Petersilea s Songs.]
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No. I.

1st. position

P1* S
** -0- =* -0r

6 4

1:

3t=f
-j

—

e—a
C:I n I V I

Exercises in Harmony. To be transposed,

2d. position. 3d. position.

j—e—g-

-o—*-
3t

-0— —

a

0—^—0

-9—

W

—P-
x=̂ =x=s=±

*
-m—a—«—

a

f—* • * •

6 4m S 4
7=X

i—\l J—0_0 '

3zzSE^^zz^zE^^:feS:

a 4
-0—»-—»-

c:i n° i V i

fc£3=fc=ift

6 4

-0-P-fl-^t=t=st

No. 2. Transpose also in all minor keys.

S=£ i

E|^|—I-

—i

—

X:I vi IV n
mm

:a-^—«—3-
-0—«—#-
a—q—e-

4,

r

-*•—#-
-e 0- -©—*-

1

^=£

No. 3.

tea^^

igpi1

a
Mt

l=B:
-»--

_H_H—-J L

2d. position.

3St 5*

-3, «-

t=

-f—«—d—b4
g

—

g

—

g—

*

#~

i iv ii° V AK'Yl iv vh° V i

£

3
s—s^*

—

»
f=-f

fcfcep
3d position.

iEE3
—I i tH 1-

>-

Si
41 JS^i

-zip

m=^=*='= —

I

0-
-0.—0—
i—

r

. isir:

MINOR.
,

etc!

iv u° V^Hfr' VI rv vii V

No. 5-

Quarten chords.

&e£

3=±=*=}

— I—P-

\9\—9-—*-
-0—0-

4

_—,—|.

(30—0-

-*—ST

e-«—*~

^

ztz:

Write out the second and third position and transpose

through all the major and minor keys.

The scholar may be made acquainted with these chords

immediately after the scales are learned.
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Each tone of the scale can appear in three different harmonies of the tonica (leitereigeneu Dreiklaugen) , as Terz,
Quinte, or Octave.

NO. 6. Major.

I
3=1=4 3=3=3:

j£:l±

B£3=$
e—a-
a
—a-

1 1

_a m
5- 4$ * f- *-

O
-s/- -a

i_

r r
X: I VI IV H vnO V

NO. 7. Minor.

-0-

E=E
IV ii vii V in I vi IV ii vn° V ni

13=

x : i VI iv n° vn° V AH" i VI iv n° vu° V AH" i VI rv n<> vn» V All" i

—I-

FOURCHORDS OR SEPTIMEN CHORDS.

By adding to a threechord (two-thirds placed one above the other) one more third, we obtain a fourcliord. It is com-
posed of Prime, Terz, Quinte, and Septime, and is indicated in thorough bass writing by the cypher 7. The Septime
generally descends one whole tone or half tone, the Terz ascends—this is called the resolution. Neither of these two
intervals must be doubled. The following seven fourchords

are found in the major scale. The first and fourth are called "

majorfourchords. They are formed of a major threechord j

with large Septime, 7. The second, third, and sixth are minor

fourchords, composed of minor threechords and small Septime ; the fifth is called dominant fourcliord (major threechord

and a small Septime.) The chord on the seventh degree of the scale is called diminished, because it is formed of a

diminished threechord and small Septime. N.B. We shall speak in another place of another diminished fourchord,

which occurs much more frequently than the one mentioned here. It is composed of a diminished threechord and dimin-

ished Septime, or produced by joining three minor thirds, one above the other. The following example contains all the

fourchords of the major scale and their resolutions. It is to be transposed through all the twelve major keys.

It

"t~ X
iv 7 v 7

1/ IV ii
7 V in, viIV^vu V, I vi, n vii? in vi, n V, I IV/vn m, vi n, V I uSj 8V, I

A fourchord has four positions, viz :

—e—

«

a-m JL £
-0*—«F-— h— and three inversions :

(a) The„Terz being in the bass, the foundation note lays six degrees higher—has become Sexte ; the Septime lays one
degree below the foundation note, and forms with the bass the interval of Quinte. This chord is called Quint sexten

chord, and is indicated by g, (6) The Quinte being bass note, the foundation note has become Quarte ; the Septime,
laying one degree below the foundation note, forms with the bass the interval of Terz. This chord is therefore called

Terz quarten chord, and is marked with the cypher ^. (c) The Septime is bass note ; the foundation note lays one
degree higher, aud forms with the bass the interval of Secunde ; it is therefore called Secunden chord, and is marked
with the cypher 2. N.B. Bemember the difference between Bass note and. Foundation note. Any interval may be em-
ployed as bass note. Foundation note is that note from which the chord is originally formed.
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The essential harmonies of the tonica as Quint sexten chords and their resolutions. Transpose.

EEt

5fe&

H-4

»=3=P=

4= :t=t

a
6

-4-#-
t:

?S=P=1—I"

6

£=E"

* e_
e a_

:!*=*:
J-S

1—i—I-

t- i. * 5

-t
M—3— a:

«-fli-

1— i—t—

r

S
s-^p

-(2-

I IV n V in ti IV vii° V I vi ii vii m vi n V I IV vn° in vi n V I V

221

-g-

Terz quarten chords.

ŵm
&t£

3t J—B—

*

Eg
3

S—j—S—t-

3e£3EJ*E

4-
-4-

?Et|

* £ #•

f—•-—9-9
-?——»—£-
£=£

p s a #

£=P=i:

-4-
-3-

i=* a -61-

Z5»- -&-

Secunden chords.

-a---d-i—^-^-^-^-4-J-^-j^j-j j I—,— I— 1— i— , , i i i

—i-,— 1

—

Wtf €-f-m—|

—

e—9—5—S=-J—*» —*—»-!—" —»—»-!—** —•—£—a—* '—»—«—«- -?d—75^""•? jrt>
~e

? *
\ t~f i

*—t—
r—ri—n^r^ '*V^^

. I T I " I 2l 2626 6 6 2 6 2 6 2 1 I I ' M I
226266 62631i

Notice, 1st, that a Secunden chord always resolves into a Sexten chord ; 2d, that in the Dreiklang here succeeding the
Septimen chord, the foundation note is doubled in the Prime ; that the harmony is therefore to be considered four-voiced
throughout.

A. The dominant Septimen chord—its four positions and resolutions. Transpose. Elbow action for the 1st and 5th eighth.

B. The dominant Septimen chord—its inversions and resolutions,

trill.

321 321 321 simile.
L*JL.

The right hand may practice here the tremolo and

end with

#^=S=?

rf r? r-i i f

u^ ^-u
The tremolo, as indicated here by the first two eighths, is produced by finger action. The principal motion is in the

second finger joint; the wrist is somewhat raised, the back of the hand not level, but slanting towards the fifth finger.

Keep the fingers well bent, touch the key with the end of the finger nail, and let the finger slide from the key towards
the hand. The thumb moves in the direction of the third finger, the arm and wrist remain motionless. Practice this move-

ment also with first, second, third and fourth finger, playing four thirty-seconds j j J j to every eighth in the bass. Learn

the tremolo also with the left hand. Tremolos can also be made in octaves. Of course it requires, then, a very nice

wrist action. The hand must not be thrown off the key, but must remain close to it, rising and falling with the key—

a

mere trembling of the hand. When practicing this movement in octaves, it would be advisable to commence slowly,

playing at first only two, then three, and lastly, four notes to each chord.
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Septimen Chords op the Minor Tonica.

If we add to each essential threechord of the minor scale a seventh, such as the scale furnishes, the re-

sult will be as follows

:

ii

.4-

*?£=*=* ^^m=mr
n

7
iv7 V

7
VI7

The first chord cannot be considered a Septimen chord, because the B would naturally move up to C, and

be therefore only an appoggiatura. The third chord is no fundamental harmony on account of sharp fifth
;

3*
it might move thus : in which case, both B and D are appoggiaturas.

The seventh chord is not a fundamental harmony, because the bass note B cannot move up a fourth in the

resolution, as all Septimen chords do ; it would resolve into the threechord C ; it is self-evident therefore, that

it is derived from the dominant chord G ; nevertheless, this fourchord occurs very frequently, and is quite

important ; more of it hereafter.

There are only four fundamental chords in the minor scale, vis :

1. One on the second note of the scale — a diminished threecord with small Septime
;

a diminished Septimen chord marked ii°.

2. One on the fourth note of the scale— a minor threechord with small Septime;

a minor Septimen chord marked iv7 .

3. One on the fifth note of the scale — a major threechord with small Septime
;

a dominant Septimen chord marked V
7

.

4. One on the sixth note of the scale— a major threechord with large Septime;

a major Septimen chord marked YVr
Recapitulation. There are only seven fundamental harmonies, vis :

Threi threechords : major, minor and diminished ; and four fourchords : the dominant, major, minor and

diminished. All other chords in music are derived from these.

Exercise in which the four fundamental Septimen chords of the minor scale occur. To be transposed.

i VI ii° V i iv V i n°VI n V i i VI

Nonen Chords or Five Chords.

A major or minor Terz may be added to a dominant Septimen chord, viz

:

VIn»

The first is

In four-voicedcalled the large, the second ; the small Nonen chord ; It resolves in the tonica. zzizz.% ~%SZ

harmony, one of the intervals is necessarily omitted; frequently the foundation note. The first chord ap-

pears then like a diminished threechord and small seventh, like the before-mentioned diminished Septimen

chord on the seventh degree in the major scale, or on the second degree in the minor scale, and deserves no

further notice. The second chord (with omitted foundation note) consists in a diminished threecord and

diminished seventh, or a chord composed of three minor thirds placed one above the other,
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It is also called a diminished Septimen chord, and although not a fundamental harmony, occurs very
frequently, and renders most important service in modulation.

U— t»«tf

If the diminished Septimen chord ^i~g~ is inverted thus: ^iz^g~ we perceive that the in-

tervalA k - B forms an augmented second ;
1 but since an aug- 1-— mented second and a mi-

nor third sound alike, we can take the inverted chord as new harmony resting on a different foundation note
by merely imagining the augmented second to be a minor third.

1. 2. 4

-A-

C: V7 Eb : V7 FJf:V7 A:V,

If we take the first inversion by 2. and change the augmented second &P, b, into a minor third: afr cp,
we get a diminished Septimen chord belonging to the tonica E p, (see 3.)

If we take the second inversion (see 4.) and form minor thirds, (see 5.) we get a diminished Septimen
chord belonging to the tonica F§.

If we take the third inversion, (see 6.) and proceed in the aforesaid manner, we get a diminished Septi-
men chord belonging to the tonica A. (See 7.)

N. B. Each of the four notes in a diminished Septimen chord may be taken as the None (ninth) ; by
lowering it a semitone, you will produce a dominant Septimen chord

:

This diminished chord, originally a Nonenchord, can also be resolved in such a manner, that the None (original Ninth)

remains, and becomes the foundation note of the following Major or Minor tonica.

There are therefore sixteen different resolutions— into eight major and eight minor keys.

1. You may resolve it into any Key which lies a semitone higher than any one of the four tones of the diminished Sep-

timen chord, viz.

1st resolution E to F. 2d. res. E to f. 3d. res. Gto A\f. 4th. res. G to a.\r.

=t S £ s $ s=^sBSE=g:
9
7

ilrf 3tft

F:V I n I V f:V
£* 3t3t

-s^

i±

=bi

w-i$£*&-

~-$~b3**—P-

pfe:

n° i V A>:V I n I V
te£

«1
7

1—I-

m~

bdq,W
6 4

tfeS3?J=ff

a>:V i n° i V

I n I V i n° i V

V
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2. The diminished chord can be resolved into any key which is part of the chord.

10th res. 11th res.9th res.m fe

5!^lE

St

** J -H /I.a—g—a-

70-

* -Ul—1-4-

;s
-^—g—a- ^

=Sfe

12th res.

6 4

=£

=t

75*

E: I n I V.I i n° i V j i .. G: i I n I V j I

ma n
=§&=£*
-srPe—

o

I-<1

=£=«:
g-g

—Z?-

g:i n° i V

13th res.

#

&=£

--! f

14th res. 15th res.

=t=t

«-!=

±i*=i«—
e-

as %t-

*

-«—

i

'^•-^S- #s

£*F

(S-r

fe

£fc= <qftria=fa

*

=?a« 4-
16th res.

. -+

***£-t E
B>:I n I V I b?: i n° i V I DM

£ ±
,

e u4

ii I V
iff*

I d|7:orCjj: i n°i V I

The scholar is advised to write and play these modulations in other keys, placing the diminished chord on the following

two keys.& and J*_ Any other changes cannot be made without returning to the intervals of the chordzm:?i:g_

fc
The Augmented Sexten Chord.

Another derived chord of great importance is formed of a minor threeckord in the first inversion by

sharpening the foundation note :

appears as a fourchord ; it is

it resolves thus

:

then formed from •T'~Qr'ti.~sE~v try

Frequently this harmony

a minor Quint sexten

chord, and resolves thus:

the last-mentioned

4=t
fe§=ajE

An augmented sixth differs from a small seventh only on

paper ; tne last-mentioned ~XT 45. ^TfjftS
' chord is in sound like a dominant Septimen chord, but a seventh

always descends, while the augmented sixth ascends. A third chord, bearing a great likeness to the former,

is derived from a dominant Septimen chord by flattening the Quinte ; it is generally used as a Terz quarten
chord, viz

:

a'&W&

Example in which
q~~r;;~both afore men-

tioned chords oc-

=tz±

r ^

—

i

^=3
—i—-n

*»£

Modulation

Signifies a change from one tonica into another. The keys which are near relations (as shown on page
52) may succeed each other immediately; the more distant harmonies can only be brought into harmonic
connection by an intervening harmony. (Referring to the table of page 52.) In wishing to modulate from C
to any key with more than one flat, f minor will lead the way to it. (C is dominant to F.) On the other
hand, wishing to go from C to any key with more than one sharp, the relative minor a will form the connect-
ing link. It may be further noted, that a modulation is most complete when terminating in the formula

:

6 s
6 4 5 6 4 5
n I V, I or ii V

7 I. The minor termination thus : n° i V, i or n ' V7 i.
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Modulations from C major to all other major keys— in close harmony.

C to DK C to D.

-I-—

i

1 —tH-

* ?Sy>g-

gfefe^g^E

# —t-

s^sgs

=*mE=te

=gzs-^a-s-tg-

f:V I V
Di?:in

-I- :± -^~^
6
S

» *-—

f:Vl

C to E|r.

3^: =3t=t SE

#S

r£ — —4^-

a-Ef-fetEE

^:

1G«-&-i
&

\=t-

M<—ba—5—

'

i V n
C:I

I C: I TiD-.V Tl n

JMt-
-*

—

r

4
tei=?o

W-V fc

*F
:r=^

=i2^=
:f-=t

3^3
tEF^

— i—^=
g:Y lC:V VI n I f:V iE>:V vi II g:VI lC:V VI n

C to E.
-J—I—i-

s-2=i=?=«: -am TF-B-ajl-i

b
I

-0- ,.6 5

S^SSli:
4

C:I via:V I E: I
X

£E§=*
f=f

£3=

5
zzZz.

I—fr-tS—

:zt

CtoF.
H 1-

rafc
a .97—e—*- -5

4
3 6

-B

o ZZVl
-a—

zi—

J

—

^

a:V I V
C:vi

C to Gk -^

—^—

^

=ri

—B=

>*-

r=P=^=%J «

=z2z

—H 1—t-^ i

I F:V I V

Ftf. (Gfr)

-<S>-

EE
n > V

Hj=^S
6

G 5

2*^
-

fr*—&z
1 d d d-3=,

C:IV I I f:V 1 VI
Gb:V

b:V i I n V
G:raC:V

C to A>.

A>:I vi V I

C:I

X



C to B[>.

iB:V

In this manner may the scholar write and play modulations, starting from all the
other keys, until correctness and fluency is obtained; when it may be advisable to
introduce some changes, by which the melodious character can be much improved.
The diminished chord with diminished Septime, for instance, as may be seen in the
following

:

C to DK CtoD. C to E{r.

-i-

CtoB.

TT-I-

e:V lC:Vvi n

C to dfr,

H 1 1 b I II
—

I l-n—I—-l-n—I
1

1
\td II—

I

1

rr—

I

1 1 1—

H

90fj0^ * *%•* * * »-¥ frr ff—ftrfi^y¥^ * *
*

From C major to all minor keys in extended harmony.
C to d.






