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parvo, containing the gist of the whole matter, which is
to be-elaborated by the teacher according to the neces-
sities of the case.

It is recommended that the pupils be required to commit
the questions and answers to memory (a few at each lesson,
to 20, according to the capacity for memorizing,) and recite
them at the beginning of the next lesson; this would, in the
course of six or twelve months, place much important informa-
tion at the pupil’s disposal, thereby saving the teacher’s valu-
able time for those things which cannot be learned from books,
while the learners would stand on a broader foundation of
musical knowledge, with no perceptible interference with the
time of lessons; in fact, it would in the end save their time, for,
with increased knowledge, they will be able to comprehend the
explanations and elucidations of the teacher much more
rapidly, thereby insuring greater advancement in the same
length of time.

Parents, or even the older children of the family, can, with
the aid of this work, see that a thorough foundation is laid in
the minds of beginners, and thus accomplish a great saving, for
what is thus learned will save the teacher’s time by just so much.

If the teacher thinks best, tbe Chapter on the Key-board
may be committed to memory first.

The plans of fingering the scales, and intervals, should
also be committed to memory, and applied in all other cases.
They are intended to be used as we use Webster’s Dictionary
——when in doubt as to a certain way of fingering, turn to the
PrIMER ; and while it is not intended as a book of practice,
still, the exhaustive treatment of the scales will render the

THIS PRIMER is intended as a text-book, a multum in
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PrIMER useful as a practice-book, so far as they are conce -d.
An elastic cord stretched across the book-rack will serve to
keep the book open.

While the author has not hesitated to take good ideas from
whatever source he could find them, he is greatly indebted
to Dr. WM. MasoN and his associate editor, Mr. W. S. B.
MaTrews (and to Messrs. OLIVER Ditson & Co., publishers
of Mason's Piano-forte Technics), for many important principles
not found elsewhere.

Among the many sources from which the author has
gleaned, he takes pleasure in acknowledging the admirable
works of Mr. Louis PLaIDy, Professor of the Piano-forte in
the Conservatorium of Leipzig; Mr. Arovs Bipez, LL.D,,
from the National Conservatoire at Brussels, and Mr. ERNEST
PAUER, Professor of the Piano-forte in the National Training
School in London. His acknowledgments are also due, and
are hereby extended to the many other gentlemen of known
ability, whose hearty support and sympathy have been of
great value, and whose letters of commendation are printed
herewith.

Especially is he under obligation to Mr. W. H. SHERwooD
of Boston, Mr. A. R. Parsons and Mr. CaryL FLoriO of
New York, who have read the work in MS., and who have
enriched its pages by the addition of such notes as have been
suggested by their large experience. These notes are signed
by the initials of the writers.

H. R. PaLMER,

~ Nuw Yogrk, January 1s, 188s.

P. S.—Any person who finds a mistake, a misprint or error
of any kind, however unimportant, in this book will confer a
great favor by sending the author a postal card kindly calling
his attention to it. ‘Address him in care of the publishers.
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Dr. H. R. PALMER:

DEAR SIr : —It gives me pleasure to be able to confidently
recommend your “ Praxo PRIMER.” Although small in size
it is comprehensive, and contains the pith of the subject matter
of which it treats, expressed in clear and concise language.
As a text-book it will be very useful and valuable to musical
students, as well as to others who desire practical information
concerning the main and essential points of Piano-forte playing.

Yours sincerely,

Orange, N. J., WiLriam Mason.
May 6th, 1885.

My DEAR DR. PALMER:

Your intelligent and indefatigable industry in research, ac-
cumulation, systematization and classification, has produced in
your new “ PraNo PRIMER” a most meaty volume, which, by
comparison, reduces at once to insignificance every previous
work of the kind.

The mastery of its clearly worded and richly abundant
contents,ample illustrations and ingenious tables and diagrams,
will afford the student an adequate foundation for the most
ambitious superstructure of musical knowledge; while simply
for the purpose of reference, it is one of the very most useful
hand-books the Piano-forte teacher can put into the hands of
earnest and intelligent pupils.

Pray accept my sincere and friendly congratulations in
advance upon the certain and great success awaiting this your
newest work.

Very truly yours,

ALBERT R. PARsoNs.
N. Y, Feb. 27th, 188;,




611 WASHINGTON STREET,
BosToN, Mass.

DRr. H. R. PALMER:

My DEAR Sir:—This is an age of progress, even in works

of instruction for piano students, where I have sometimes be-
lieved people were never going to change for the better! We
need new life, new rules and intelligence in the methods for
elementary instruction, if we would raise the standard of piano-
playing, to something more artistic, and make that beautiful
instrument a source of real enjoyment.
" I am very glad to see the evidence of sound knowledge, of
clear and concise diction, modern improvement and valuable
contents in your new work. The information it contains is
just that which is needed for intelligent piano students, and it
1s so arranged as to prove of unmistakable value as a reliable
book of reference for both beginners and advanced musicians.
I feel highly honored that you should, among so many able
authorities, give my humble efiorts a place therein.

Wishing the work the eminent success it deserves, and the
musical public the full benefit thereof, I remain,

Most respectfully yours,
Wwm. H. SHERWOOD.

Sept. 24th, 1884.

THE PETERSILEA ACADEMY oF Music,
EvrocutioNn AND LANGUAGES,

BosToN, Mass.
My DEAR DR. PALMER:

Having carefully examined “ PALMER'S P1aAN0 PRIMER,”
before going to press, I can conscientiously say that it is far in
advance of any similar book of its kind in existence, and ought
to be used in connection with the best system of Piano instruc-
tion. I shall take great pleasure in using it as a text-book in
this school, and placing it in the hands of all our pupils,
whether instrumental or vocal.

CARLYLE PETERSILEA.

Sept. 1st, 1884.







PALMER’S PIANO PRIMER.

CHAPTER 1.
TONES AND THEIR REPRESENTATIONS.

LENGTH.

1. What is SoUND?

Sound is anything audible.

2. What is a TONE?

A tone is a sound in which pitch is perceptible.

3. How many properties has a tone, and what are theg called #

Three. Length, Pitch, and Power.

4. What is the meaning of “ length™ as applied to a tone?

The Length of a tone is its property of continuance, or duration.

5. How is the length of tenes represented ?

By characters called NoTEs.

6. How many different kinds of noles are there in general use, and what
are their names ?

Eight. The double-whole note; the whole note; the half note;
the quarter note; the eighth note; the sixteenth note; the thirty-
second note ; and the sixty-fourth note.

7. Why are these names given te noles ?

Because of their relative lengths: A half note is so called because
it represents one-half the duration of a whole note; a quarter note
represents one quarter of the duration of a whole note; an eighth
note represents one eighth of the duration of a whole note; a six-
teenth note represents one sixteenth of the duration of a whole note:
a thirty-second note represents one thirty-second of the duration of
a whole note; and a sixty-fourth note represents one sixty-fourth of
the duration of a whole note.

1,.—The Double-whole note or re) resen » tome double the
length of a whole note will be frequen q tl))und L%L m

8. How is the whole note made ?

Like the letter O, elongated (o)

9. How is the half note made?

With an open head and a stem (_J)

10. How is the quarter note made ?

With a full head and a stem ( J)

11. How is the eighth note made ?

With a full head, a stem and a hook ( “\
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12. How 18 the sixteenth note made ?

With a full head, a stem and two hooks (X)
13. How is the thirty-second note made ?

With a full head, a stem and three hooks ( _g)
14. How 18 the sixty-fourth note made ?

‘With a full head, a stem and four hooks ( §) -

15. Have notes an absolute value as regards lgngth ?
They have not. Their value is entirely relative. In a lively piece
the notes are much shorter than in a slow piece.

RESTS.

16. What are RESTS ?

Rests are characters indicating suspension of tone. .

17. How many kinds of rests are there, and what are their names ?

Seven. The whole rest ; the half rest; the quarter rest; the eighth
rest; the sixteenth rest; the thirty-second rest; and the sixty-fourth rest.

NoTE 3.—See Note 5 for doublz-whole rest.

18. How 1is the whole rest made ?

A square block below a line (-=-)

19. How is the half rest made ?

A square block above a line (=)

20. How is the quarter rest made ?

Like the figure 7 reversed ()

NOTE 4.—During the past few years a different style of quarter rest has been in-
troduced, thus (X) or §, which is less likely to be confounded with the eighth rest.

21. How 18 the eighth rest made ?

Like the figure 7 ()

22. How is the sizteenth rest made?
Like the figure 7 with two heads (3)
23. How is the thirty-second rest made ?
Like the figure 7 with three heads (3)
24. How i3 the sixty-fourth rest made ?
Like the figure 7 with four heads ( 3

25. As regards length, rests correspond to what #

To the notes of the same denomination.

EX. 2. RESTS WITH THEIR CORRESPONDING NOTES.

‘Whole note Half note Quarter note Eighth note Sixteenth note Thirty-second
and rest. and rest. and rest. and rest. and rest, note and rest.

o= | d= | dr | Fa| F3| X3

NOTE 5.—Sometimes the whole rest is used as a whole measure rest; when so
used, it fills the measure. Frequently a rest of two, three or more measures is re-
a;xlred, in which case it 18 expressed by a heavy stroke or strokes over which is writ-

n the number of measures included in the rest, thus:—

Ex. 3.

1 3 3 4 8 6 v 8 12 16 25
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CHAPTER II

—

TONES AND THEIR REPRESENTATIONS,—Continued,

PITCH.
208. What is P1TcH ?

Pitch is a property of highness or lowness, without some degree of

which, no tone can exist.
tlo#MA o whlen 1o the 1osrof Yoty e adoanets Soleirs e ﬁip&::'
And a tone which is the result of very alow vibratf ons. is called a “low" one,
‘¢ Hi and **low*" when 80 used must be considered as TECHNICAL TERMS, for in
no other sense can one tone be said to be HIGHER than another; inother words, tones,
as'such, have no altitude.

27. How are the pitches of tones named #

By the names of the first seven letters of the alphabet, A, B, C, D,
E, F, and G.

28. How, and from what are the pitches of tones reckoned? |

Upward and downward from the pitch called MIDDLE C.

R0. Why 1s the pitch Middle C so called ?

Becanse it is midway between the extreme high tones and the ex-
treme low tones.

30. In ascending, what order is observed in naming the pitches ?

The alphabetical order; the pitch above A is B, then C, D, E, F,
G, etc.

31. If we wish to go above @, how do we proceed ?

The pitch above G 18 A, then B, C, D, etc., repeating as frequently
as is necessary.

32. In descending, how are the pitches named ?

Backward; G, F, E, D, C, B, A, etc.

33. If we wish to go below A, how do we proceed ?

The pitch below A is G, then F, E, D, C, B, A, G, F, etc., repeating
as often as is necessary.

34. How are the pitches of tones represented ?

By a character called a STAFF.

35. Of what does the staff consist?

It consists mainly of five parallel lines and the spaces which belong
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to them ; and is frequently enlarged by means of short added lines
and spaces, above and below.
EX. 4 STAFF WITH ADDED LINES AND SPACES.
y 3d space above,
m .
it 20364 ihe Above———z1 spuce ahore:
5th line

4th line . Th- E@I
3d llne-————m_s__.__ﬁiﬂ
P — ) S———
18t added 11N DEIOW a5t SPACO below.
3 2d space below.
2d added line beiow. 24 glll Lodpil

36. What is each line and space of the staff called ?

A degree. -

37. How are the degrees of the staff numbered ?

Upward from the lowest of the long lines.

38. How many different kinds of staffs are there in gemeral use, and
swhat are they called ? .
. Two. The Treble staff and Bass staff.

39. How are these two staffs distinguished ?

By characters called CLEFS.

40. What clef always accompanies the Treble staff ¢

 The Treble clef ( )
41. What clef always accompanies the Bass staff
The Bass clef (@) or (9:).
42. Are staffs generally used singly, or are they usually combined #
In Piano music they are always combined by means of a character

"called & BRACE { or '

EX. 5. STAFFs Wit CLEFS, COMBINED BY A BRACE.'

a
AL

=

43. Which degree of the Treble staff represents Middle C#
The first added line below.

EX. 6. THE MiDpDLE C.

.
e 4

-
Middle C.
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44. Name the order of pilch representations on the Treble staff from
Middle C upward.

‘The added line below represents Middle C; the space below repre-
sents D; the first line E; the first space F ; the second line G; the
second space A ; the third line B ; the third space C; the fourth line
D; the fourth space E ; the fifth line F; the space above G ;' etc.

Ex.7. PITCH REPRESENTATIONS OF THE TREBLE STATF.

=
.; S EF GABC CDTE F G

Middleﬁ

45. Which degree of the Bass staff represents Middle C?
The first added line above.

Ex. 8. MiddleC.
-

—

46. Name the order of pitch representations on the Bass staff from
Middle C downward.

The added line above represents Middle C; the space above repre-
sents B; the fifth line A; the fourth space G ; the fourth line F ; the
third space E; the third line D; the second space C; the second line
B; the first space A ; the first line G; the space below F; etc.

EX. 9. PITCH REPRESENTATIONS OF THE BAss STAFT.

E;m

S e

MiddieC B A G ¥ E D € B A & &

EXx. 10. PITCH REPRESENTATIONS OF TREBLE AND BASS STAFFs.
C D E F G A B C D E F

-2 =_
—= e e
S ———— — b o
9mddle Coe Z ; .
— e ————
e e =
S —
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CHAPTER III

MEASURES, BARS, ACCENTS, AND TIME SIGNATURES.

47. What are BARS, and for what are they used ?

Bars are small lines drawn perpendicularly across the staff, to
- indicate the beginning, or strong pulse of the measure.

48 What is a MEASURE?

A measure is a group of two or more regularly recurring pulsations.
49. How is a measure represented ?

A measure is represented by a portion of the staff between two bars.

EX. 11. MEASURES AND BARS.

Bar. Bar. Bar. Bar.,
t Meéasure———f——Measare. :ir——-—Mea.sure.———-—-—1l

<

50. A measure having two pulsations is called what ?

Double measure.

51. A measure having three pulsations is called what ?

Triple measure.

52. A measure having four pulsations is called what ?

Quadruple measure.

53. A measure having siz pulsations 1s called what ?

Sextuple measure. .

54. A measure having nine pulsations is called what ?

Compound Triple measure.

55. A measure having twelve pulsations is called what ?

Compound Quadruple measure. ’ )

56. What is a Time Signature ?

It is the fraction which. is always placed at the beginning of a com-
position. ’

57. What does it signify ?

It has a two-fold signification ; 1st, its upper figure tells what kind
of measure is used, i. e, how many pulsations in each measure; and,
24, its lower figure tells what kind of a note is reckoned to each pulse,

«
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thus: i indicates double measure, with a guarter note to each pulse,
and is read, two quarter notes (or their equivalent) will fill a measure.

Ex. 12. Z MEASURES OF VARIOUS FORMS.

58. Is a quarter note always reckoned to each pulse?

Usually a quarter note is reckoned to each pulse; but the whole
note, the half-note, the eighth-note, and even the sixteenth-note may
be reckoned to a pulse, at the option of the composer.

59. When the time signature is § how i it read ?

Two half notes (or their equivalent) will fill a measure.

Ex. 13. g MEASURES OF VARIOUS FORMS.
]

3

p—— S—

| e |

60. W hen the time signature 18 § how €8 it read ?

Three half notes (or their equivalent) will fill a measure.
61. When the time signature i3 § how i3 it read ?

Three quarter notes (or their equivalent) will fill a measure.
62. When the time signature 18 8 how 18 it read ?

Three eighth notes (or their equivalent) will fill a measure.

EX. 14. THE DIFFERENT KINDS OF TRIPLE MEASURE.

63. When the time signature i8 3 how is it read?

Four half notes (or their equivalent) will fill a measure.

64. When the time signature is % how is it read?

Four quarter notes (or their equivalent) will fill a measure.
65. W hen the time signature is8 & how 8 it read £

Four eighth notes (or their equivalent) will fill a measure.
66. When the time signature 18 é how 18 it read ?

Four sixteenth notes (or their equivalent) will fill a measure.

EXx. 15. THE DIFFERENT KINDS OF QUADRUPLE MEASURE.
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67. When the time signature is § how is it read ?

Six quarter notes (or their equivalent) will fill a measure.
68. When the time signature is § how is it read ?

Six eighth notes (or their equivalent) will fill a measure.

Ex. 16. THE DIFFERENT KINDS OF SEXTUPLE MEASURE.

SEE e e e
@:@E:-,hz

69. When the time signature 18 3§ how is il read ?

Nine quarter notes (or their equivalent) will fill a measure.
70. When the time signature i8 g how 18 it read ?

Nine eighth notes (or their equivalent) will fill a measure.

EX. 17. THE DIFFERENT KINDS OF COMPOUND TRIPLE MEASURE.
S EE e et e e et

71. When the time signature i8 ? how is it read ?

Twelve quarter notes (or their equivalent) will fill a measure.
72. When the time signature is 1¢ how is it read ?

Twelve eighth notes (or their equivalent) will fill a measure.

Ex. 18. THE DIFFERENT KINDS OF COMPOUND QUARDRUPLE MEASURE.

e =

73. How 13 1 measure sometimes indicated f

By the letter C. )

74. How is § measure sometimes indicated ?

By a letter (¢ with a line drawn through it. .
75. W hat were such measures formerly called ?

“ Common Time.”

NOTE 7.—The following table shows all the time signatures in common use,
EX. 19. THB VARIOUS TIME SIGNATURFS.

SE===EE-c-EEEssaa

NOTE 8.—The former complicated classification of measures, such as Common;
Half-Common; Simple; Common_Compound: Simple Common, etc., is now being
abandoned by our first class teachers as simply compounded nonsense. It is to be

hoped that the old time-signatures ¢ and ¢ will also soon become obsolete.
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76. What is accent ? .
A slight stress upon a certain pulsation, to mark its position in the
measure.
77. Which pulse of double measure is accented ?
- The first.
Ex. 20. DousLE MEASURE. First pulse accented.

===

78. Which pulse of triple measure is accented ?
The first.

Ex. 21. TrIPLE MeAsvRre. First pulse accented.

= et ,

79. Which pulses of quadmple measure are accented ? .
Quadruple measure has a primary accent on the first pulse, and a
secondary accent on the third.

Ex. 22, QUADRUPLE MEASURE. First and third pulses accented.

a

zl J—" L:‘ | : ! j
=L o g 2=
80. Which pulses of sextuple measure are accented ?
A primary accent on the first and a secondary accent on the fourth,
Ex. 23, SExTUPLE MEASURE. First and fourth pulses accented.
== == e
o —a—— = —%
+ = - a—'--v—d—--—a——j
81. Whick pulses of compound triple measure are accented ?
A primary accent on-the first, and secondary accents on the fourth
and seventh.
- Ex.24. CoMPOUND TRIPLE MEASURE. First, fourth and seventh pulses accented.

REEE e ey

82. Which pulses of compound quadruple measure are accented ?
A primary accent on the first, and secondary accents on the fourth,
seventh end tenth. .

Ex. 25. CoMPOUND QUADRUPLE MEASURE. First, fourth, seventh and tenth
+ pulses accented.
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CHAPTER IV

w4

THE DOT; THE REPEAT; BIS; D.C., Etc.

Y

83. What is the use of a dot?

The dot has three uses : —1st, when placed after a note or rest; 2d,
when placed under or over notes; and 3d, when placed in the spaces
of the staff beside a bar.

84. When placed after a note, what does it signify ?

It adds one-half to the time value of the note after which it is placed,
thus:—

A dotted whole nots, (s ) equals & whole note and a half-note, . . . . . ( sj )-
+ A dotted half-note, . ) cquals a half-note and a quarter note, . . . .( QI}J )

A dotted quarter note, (J .) equals a quarter note and an eighth note, . . (J ).

A dotted eighth note, (™ ) equalsan eighth note and a sixteenth nots, . (i/"

A dotted sixteenth note, (‘\ ) equals a sixteenth note and a thlrty-sooond note, (.h

85. When placed after a rest, what does it mdwate ?
As with notes, o dot adds one half to the time value of the rest after
which it is placed, thus :—

A dotted whole rest, (-')equalsawholo rest and a halfrest,. . .. . (= .a).
A dotted half rest, (=) eyuals a half rest and a quarter rest,. . . . . (= 1)
A dotted quarter rest, (2 ) equals a quarter rest and an eighth rest, . (1" ).
A dotted eighth rest, (v . ) equals an eighth rest and a sixteenth rest, . .(7 3

A dotted sixteenthrest, (3 . ) equals a sixteen th rest and a thirty-secondrest, q i)

Ex. 26. THE TIME VALUE OF A Dor.
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86. What effect have double dots when placed after notes 2

Double dots add to the time value three-quarters of the length of the
note which they follow; in other words, the first dot adds one-half and
the second dot adds one-half as much as the first dot, thus: —

87. When placed after rests, what does the double dot denote # .
As with double-dotted notes so with double-dotted rests, thus:—

= . is equal to =™ = 2
-+ - i3 equal to =} =
Y..iscqualto 1 = 9
-,--mequalto_‘ a3

EX. 21. THE TIME VALUE OF DouBLE Dors.

|/|||/|| l/IIl/IH
.#:——r

o i ua

|—|H||"|E| Il |||3
=

88. When dots are placed over or under notes, what do they signify ?

That the tones should, be performed in a short and distinct manner,
and only sustained one-half their usual length.

89, When dots are thus employed, they are called what 2

Semi-staccato marks. ’

EX. 28. SEMI-8TACOATO,
Performed.

90. When dots are placed in the spaces of the staff beside a bar, what do
they signify ?

They indicate a repetition; if placed before the bar, the previous
passage is to be performed twice in succession before proceeding to
the next.

Ex. 20. THE REPEAT.
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91. When dots are placed after a bar, what i3 tAeir signification ?

‘When dots are placed after a bar, the performer should take particular
notice of them, for he will soon be sent back to them by a set of dots
before a bar further on, and the passage between the two sets of dots
must be performed twice in succession before proceeding beyond.

Ex. 30. TuE RepEAaT. Oontinued.

=ik L e ete.
— O e o -

92. What is ,the meaning of lst time and 2d time, which frequently
accompany repeat marks ?

They denote that when the passage is repeated, the measure marked
18t time is to be omitted, and that which is merked 2d time performed
instead.

.Ex. 31, luTlllAn'DZDTIl.l.
or— [ _Ist. tgme. I!d time.

ERinsasat et

pil will frequently meet with the words Primae Volta and

ﬁo-m 9.—The &
Seconda Volta or their abbreviations, 1ma, 2da, instead of 1st time and 2d time.

93. What is the meaning of Dis?
It means twice, and signifies that the passage over which it is placed
. is to be performed twice in succession before proceeding beyond.

. Ex. 32. Bra,

[ Bis,
— o — — —
%rl === L—#I :lg__ = _.':T_' __i_;ﬂ

94. What is the meaning of Da Capo,* or D. C.? )
Da, from the; Capo, commencement; which means repeat from the
beginning,

NorE 10.—The letters D. C. and the words Da Ca , are an abbreviation of the

* Italian sentence * Da (‘a.[;)o al Fine,” (pronounced ¢ ah- -cah-po al fee-nay), which

rregly translated, means Da, from the ; Capo, head, or beginning ; al, to the Pine,
end.

Ex. 33. Da Caro.

_’a - = - : 3 p— puiem—

= :rtg_ﬁ:_ T —f=—]

D.C

@gﬂ_zm_—“ = —:E—:#Heﬂ

* Pronounced dah-cah-po.
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95. What is the meaning of D. S.?
D. 8. is an abbreviation of the Italian words Dal Segno,* and means

return to the sign (§:).
Ex. 84. DaL Sgaxo.

06. What is a phrase?

A phrase is a series of designs, or motives, 80 joined as to have a
well-determined motion and repose.

97. How is a phrase indicated ?

Sometimes by & DouBLE Bag;

EX. 85. PBRASE-MARK.

an
Frr
i

sometimes by a long curved line called a phrase-mark, and sometimes by
both.

Norke 11.—Inasmuch as the curved line is already used. both as = tie, and a slur,
and as both ties and slurs are frequently used in phrases, a different mark to
indicate the phrase i8 much needed. If all wouhf unite in using the bracket
( ) a8 a phrase mark, much confusion would thereby be avolded.

98. What is a aection, and how indicated ?

A section is a series of phrases, usually two, and is also indicated
by a double bar. It is sometimes called a strain.

99. What is a period ?

A period is a series of phrases, usually four, each having a well-
defined motion and repose, so related to each other as to produce the
impression of completeness.

100. What is a hold, or pause, and what is ils signification ?

The hold or pause consists of & short curved line and dot (= or v),
and denotes that the tone or rest thus indicated must be prolonged.

Ex, 86. THE HOLD, OR PAUSE.

Nore 12.—There i8 a tacit understanding, so far as instrumental music is con-
cerned, that a note (or rest) with a hold over it receives about twice its normal
time. When more or less is absolutetliy degired, careful composers (as are most of
the moderns) indicate the fact by adding to the hold the words lunga or picolo;
sometimes even writing the full phrase lunga pausa (long pause), picolo pausa
(little or short pause), in addition to the hold itself. C. F.

#* Pronounced Dahl Sayn'-yo.
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101. What is the close, and for what is it used ?
The close consists of two double bars (over which a hold is sometimes
placed), and denotes the end of a composition.

Ex. 37. TrHE CLOSE.

NotE 13.—The Italian word Fine (pronounced fee-nay) is frequently used to
indicate the end of a composition.

102. What is a Tk, and for what is it used?

A tie consists of a curved line, and serves to connect two or more
notes when they are written on the same degree of the staff. It indicates
that the tone is to be prolonged the total length of all the notes thus

connected.
Ex 388. TmE TIE.

—— Zstm—
fEES=Ste=sta=a-oEs

|
108. What is a slur?
A elur is a curved line which connects two or more notes when
written on different degrees of the staff, and indicates that the tones
8o connected are to be performed in a smooth and connected manner.

Ex. 80. THE SLUR.

108}, What does S8TAccATO mean, and how is it indicated #

Staccato means that the tones should be performed in a short and
distinct manner, and sustained only one-fourth as long as represented.
It is indicated by points placed over or under the notes. :

Ex. 3914, SrtaccaTo.
Written. Performed.

' e A e
E@%ﬁ = j:"— =2 _._E—‘L——A-_a-___‘__ﬁ__ﬂ

RENMARK. 1—A8 regards the answer to No 100, Dr. Mason suggests that it would
bo better to call th.s sign ~ o HOLD when placed over or under a note, and u
PAUSE when placed over or under a rest.
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CHAPTER V.

¥

INTERMEDIATE TONES, INTERVALS, Etc.

y

104. What are intermediate tones ?

Those tones which occur between the regular tones of a key.

106. How are intermediate tones represented ? )

By the aid of characters called sharpe (#), flats (b) and cancels (}]).*

106. For what is a sharp (#) used?

To indicate an intermediate tone the tendency from which is upward.

107. For what is a flat (b) used ? .

To indicate an intermediate tonme the tendency from which is
downward.

108. For what is a cancel (1]) used?

To cancel the effect of a previous sharp or flat.

109. How many ways are there of repressnting each intermediate tone,
and what are they ? i '

Two : if its tendency ie upward, it is represented by the lower of
two degrees, modified, and called sharp ; if its tendency is downward,
it is represented by the higher of two degrees, modified, and called flat.

Nora 14.—There are exoeptions to this as to all general rules.

110. What is an interval ?
An interval is the difference of pitch between two tones, also the
name given to the effect when they are performed simultaneously.

* The pernicious effects of calling this character (J) & * NATURAL” are a.pga.rent
throughout the entire country ; notwithstanding the fact that, when so employed,
its use is purely technical, it 13 very easy to see how readily the idea would obtain,
in the minds of beginners, that some tonesand keys are more natural than others;
and the unfortunate lmPresslon which has become 8o universal among those who
have little knowledge of the subject, that the key of O is more natural than other
keys, and that the real diffizulty im learning to read music only begins when we
introduce other keys, is clea.rl,{ traceable to the lninroprlsw name of this
character. The character itself is never used except for the purpose of canceling
the cffect of & previous sharp or flat; hence, no instance can arise in which the
word ‘“‘natural’” may be used wheroa the word *‘CAXCEL’’ would not ba more
appropriate. For thess reasons the author has decided to adopt the name CANC<L
instead ; and would ask all teachers to assist in th> e{fort to curtail the evil offects
of the term natural.—H. R. P., New York, October 18, 1824,
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111. What is a prime ?
Prime is the name given to two tones which involve but one degree
in representation, as C and C; a unison.

Ex. 40. A PrIME or UNISON.

@__JZ—E
112. What is a second ?

An interval which involves {wo degrees in representation, as C and D.
Ex. 41. A Skcoxnp.

113. What s a third? -

An interval which involves three degrees in representation, as C

and E.
Ex.42. A THIRD.

114. What is a fourth ?

An interval which involves four degrees in representahon, asCand F.
Ex. 43. A FOURTH,

_r___
115. What is a fifth 2
An interval which involves five degrees in representation, as C and G.
Ex.44. A FIFTH.

%4—_—.:
116. What is a sizth ?

An interval which involves six degrees in representation, as C and A.
Ex. 45. A SIXTH,

==
117. What is a seventh ?

An interval which involves seven degrees in representation, as C

and B.
Ex. 46. A SEVERTH,

=
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118. What is an octave ?
An interval which involves eight degrees in representation, as C and

C eight degrees above.
EXx. 47. AN OCTAVE.

=

119. What is a ninth ? .
An ioterval which involves nine degrees in representation, as C and

D nine degrees above.

120. How are intervals measured ?

By means of steps and half-steps. -

121. What is a half-step ?

A half-step is the smallest measurement now in use.
122, What is a step ? .
A measurement a8 great as two half-steps.

Nore 15.—The pupil should discriminate carefully between intervals (seconds,
thirds, etc.) and their measurements (steps and half-steps). It would not be
telling the whole truth to say *‘a half-step above C is D flat,” for while D flat €2 a
half-step from C, 8o is C charp. The whole truth would be to say *from C to D
flat is & minor second” (see Question 128 for explanation of minor second M which
cannot Posslbly be eaid of C and C sharp. One might as well call for a ‘' bushcl
basket' when he wants a ‘“bushel of wheat ” The interval is the wheat, the
steps and half-steps are the basket with which it is measured.

123. How many kinds of primes are there, and what are they called ?
Two; perfect primes and augmented primes.

124. What is a perfect prime ?

Two tones on the same pitch ; a unison.

125. What is an augmented prime 2

A prime as great as a half-step.
Ex. 49. PrIMEs.

FE=c

Perfect. Augmented.

126. How many kinds of seconds are there, and what are they colled ?
Three ; major ds, minor ds, and augmented seconds.
127. What is a major second ? '

A second as great as a step.

128. What is a minor second ?

A second as small as a half-step.




Chupter V.) PALMER'S PIANO PRIMER. 25

129. What is an augmented second ?
A second as great as a step-and-a-half.
Ex. 50. Sgoowps.

b

'I%L_?‘__E__b_n?’ =
Major. Mlllnor. Augmented.
180. How many kinds of thirds are there, and what are they called ?
Three ; major thirds, minor thirds and diminished thirds.
181. What is a major third ?
A third as great as two steps.
182, What ts a minor third 2
A third as great as one step and one half-step.
183. What ss a diminished third 2
A third as small as two half-steps.
Ex. 5. THIRDS.

@QE?:—E;E::——: ===

Major. Minor. Diminished.
134. How many kinds of fourths are there, and what are they called?
Three; perfect, diminished and augmented.
185. What is a perfect fourth ?
A fourth as great as two steps and one half-step.
186. What is a diminished fourth ?
A fourth a3 great as one step and two half-steps.
187. What is an augmented fourth ?
A fourth as great as three steps. . .

EX. 62. FOURTHS.

—0
@33;—— —r—
P

Perfect. Diminished. Augmented.
138. How many fifths are there, and what are they called?
Three; perfect, diminished and augmented.

Notn 16.—It will be noticed that the terms ¢ major’’ and *minor’ are a]ﬁﬂled
to seconds, thirds, sixths and sevenths, but not to primes, octaves, fourths or fifths,
these taking the term ¢ perfect” instead. The reason for this will be given in
detail in a future Primer, but may be shadowed forth here, as follows : Some inter-
valschangetheircharacter by {nversion; thusdiminished intervals, wken inverted,
become augmented intervals; majorintervals, when inverted, become minor inter-
vals; but perfect intervals, when inverted, do not change their character, so to
spea.i(; hence the term *‘ perfect.” (See Remark 2, p. 86).

139. Whatds a perfect fifth ?

A fifth as great as three steps and one half-step.
140. What is a.diminished fifth 2

A fifth as great as two eteps and two half-steps.




26 PALMER'S PIANO PRIMER. [Chapter V.

141. What is an engmented ffth?
A fifth as great as two steps, one half-step and a step-and-a-half.
Ex. 68, Frrras.

e
Perfect. Diminished. Augmented.
142. How many sizths are there, and what are they called ?
Three; major, minor and augmented.
143. What is a major sizth?
A sixth as great as four steps and one half-step.
144. What is a minor sixth?
A sixth as great as three steps and two half-steps.
146. What is an augmented sizth ?
A gixth as great as three steps, one half-step and a step-and-a-half.
Ex. 54. SrxTas.

==

quor Mlnor Ang'menwd
146. How many kinds of sevenths are there, and what are they called ?
Three ; major, minor and diminished.
147. What is a major seventh?
A seventh as great as five steps and one half-step.
148. What is a minor seventh ?
A seventh as great as four steps and two half-steps.
149. What is a diminished seventh ?
A seventh as great as three steps and three half-steps.

Ex. 5. Szvmrms.

G
Mmor Mlnor Dlmlnlshad
150. How many kinds of octaves are there, and what are they called?
Two; perfect and diminished.
151. What is a perfect octave ?
An octave as great as five steps and two half-steps.
152. What is a diminished octave?
An octave as great as four steps and three half-steps.

Perfect.  Diminished.
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1638. How many kinds of ninths are there, and what are they called ?
Three; major, minor and augmented.
154. What s a major ninth?
A ninth as great as six steps and two half-steps; an octave and a
" major second.
155. What is a minor ninth 2
A ninth as grest as five steps and three half-steps;-an oct,sve and a
minor second.
156. What 1s an augmented ninth 2
. A ninth as great as five steps, two half-steps and a step-and-a-half;
an octave and an augmented second.
EX, §7. NINTES.

===}

MaJor Mlnor Augmenwd
167. What is a chromatic half-step ?
A half-step which involves but one degree in representation, as C
and C#, A and Ab; an augmented prime.
158. What is a diatonic half-step? .
A half-step involving two degrees in representation, as C and Db,
A and G#; a minor second.

Ex. 58, CHROMATIC AND DiaToNIO HALF STEPS.

Chromatie. ll)lntonlo.
159. For what is a double sharp used ?
A double sharp is used for sharping a degree which has already
been sharpel by the signature or otherwise. (See Note 28, page 89.)
160. How is a double sharp indicated ?
Usually by a cross thus X or % before a note.
Nore 17.—In rare cases it is indicated by two sharps before a note, thus .
161. How 1s a double sharp contradicted ?
By a sharp with a cancel before it, thus 3] #.
162. For what és a double flat used ?
A double flat is used for flatting a degree which has already been
flatted by the signature or otherwise.
163. How is a double flut indicated ?
By two flats, thus bb, before a note.
164. How is a double flat contradicted ?
By a flat with a cancel before it, thus ] b.
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CHAPTER VL

Y e

MAJOR KEYS AND SCALES.

o

165. What is a key ?

A key is a family of tones bearing certain fixed relations each to
the others.

166. How many tones constitute a key ?

Seven.

Note 18.—A key really consists of all the tones which thc ear can detect as
having the correct relations to each other; for example, all possible tones whose
names are C, D, E, F, G, A and B, constitute the key of C, although the key is
manifested by any seven of them.

167. What is the tonic or key-tone ?

The tone from which all other tones are reckoned; the point of
repose.

168. How are the tones of a key named ?

The tonic or key-tone is named one (or eight), the next tone above it
is named {wo, the next three, the next four, etc.

169. Whkat syllables are applied to the tones of a key ?

The syllable Do is applied to one, Re (ray) to two, Mi (me) to three,
Fa (fah) to four, 8ol to five, La (lak) to six, 8i (se¢) to seven, and Do
to eight (eight being one to all above it, takes the same syllable as one).*

" Norg 19.—The syllable names of tones are not presented here because the author
expects them to be of any practical use to the piano pupil, but because cvery
piano player should be more or less acquainted with vocal methods.

170. W hat constitutes the diatonic scale ?

The tones of a key in successive order, from one key-tone, or tonic,
to the next inclusive.

171. What is the difference between a scale and a key 2

A scale implies a certain order of succession, i. e., it must proceed

* In order to avoid the confusion which arises from giving the same syllable
name to 7 (3i) of the major key, and 7 (Si) of the minor key, and the same syllable
name to flat 7 (Se) and flat 5 (Se) of the major key, the writer has decided to
adopt the syllable Ti for 7 of the major key (flat 7 becoming Te), which obviates
the difficulty completely, and he respectfully asks the aid and co-operation of all
gooul teachers in these reforms in our musical nomenclature, as well as some others
which will appear throughout the primer.—~H. R. P.
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step by step from one key-tone to the next, while the. family of toncs
of which it is formed, called the key, may be used in any possible
order.

Nore 20.—It 18 to be ted that the ﬁords key and scale are used as synony-
mous terms b ma.n,y teachers, for, as will be perceived by a inoment’s reflection. a
scale-is ono of the simplest little melodies which can be written in a key, and can
never be varied, i ¢.; it must always follow this ladder-like order, while the tones
of & key may bo used in an absolutely endless vatiety as regards order of succees-
ion; hence it is clear that a scale is a little thing when compared with a key, which
is o great thing.

172. W hat further difference is there between a scale and a key ?

A scale is not complete without eight tones, while a key is manifest
with seven.

178. How many key-modes are there, and what are they called ?

Two; major and minor.

174. In what do they differ #

In their thirds and sixths; in minor keys the thirds and sixths must
be minor, while in major keys those intervals are major.

175. W hat is the order of intervals in major scales #

Masjor seconds must occur between 1 and 2, 2 and 3, 4 and 5, 6 and
6, and 6 and 7; minor seconds must ocour between 8 and 4, and 7
and 8. :

Ex, 59. SCALE OF O MAJOR, ORDER OF INTERVALS.

0

| = T ] I 1 p—
)) ) ho— d
@_T__g,__a =——2 ]
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Major. Major. Minor. Major. Major. Major. Minor. \
176. How many major keys are there in general use ?
Twelve.
177. What tones form the key of C'? .

C, D,EF, G, A and B.

Ex. 60. T=E O ScALE.
‘With Bass Clef. ‘With Treble Clef.

e e
= e

178. What is a eignature ? c E 3 B

The sharps and flats at the beginning of a composition which indicate
the key. .

Norz 21.—Hence the key of C has no signature; (see Webster's Dictionary).

179. Wkat tones form the key of G ?

@G, A, B, C, D, E and F3.

- Ex.6l. THE G SCALE.
With Dass Clef. ‘With Treble Clef. \
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180. What is the signature of the key of G ?
One sharp.

Note 22.—The g:);ﬂ will observe that the sharp in Example 61 is placed before
F, and is limited in its effect, but if brought back to the nning as in Example
62, it forms a SIGNATURE, and as such, modifies not only the degree of the staff on
which it stands, but all its octaves above and below, throughout the entire com
eition, i. e, all degrees which formcrly represented F, now, by virtue of the
signature, represent Fg.

Ex. 622 THE G SCOALE WITH ITS PROPER SIGNATURE.
‘With Bass Clef. ‘With Treble Clef.

181. What tones form the key of D ?
D, E, F4, G, A, B and C§.

EX. 63. THE D ScaAL®.
‘With Bass Clef. ‘With Treble Clef.

182. Wahat ¢s the signature of the key of D?

Two sharps.
" Ex.64, THED ScALX WITH IT8 PROPER SIGNATURE.
‘With Bass Clef. ‘With Treble Clef.
a’ O

=== ‘I&?“ﬁ - S==pc=—=—==
188. W hat tones form the key of A ?
A, B, C#, D, E, F§ and G§.

Ex. 65. THE A SCALE.
‘With Bass Clef. ‘With Treble Clef.

EEEESS_assreEa e =

184. What is the signature of the key of A ?
" Three sharps.

Ex. 65. Tu=m A SCALE WITH 1Ts PROPER S1GNATURE.
‘With Bass Clef. ‘With Treble Clef.

185. W hat tones form the key of E?
E, F4, G#, A, B, C# and D§.

Ex. 67. THE E ScALE.
‘With Bass Clef. ‘With Treble Clef.
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186. What is the signature of the key of E?
Four sharps.

Ex. 68. THE E SCALE WITH ITS PROPER SIGNATURE.
‘With Bass Clef. With Treble Clef.

187. What tones form the key of B2
B, C#, D4, E, F4, G# and Aj.

. Ex.69. TsE B ScaLz.
‘With Bass Clef. ‘With Treble Clef.

188. What is Lhe signature of the key of B2
Five sharps.

Ex.70. THE B SCALE WITH ITS PROPER SIGNATURE.
‘With Bass Clef. ~ With Treblo Clef.

y-) oed X
189. What tones form the key of F§ ?
F§, G4, A%, B, C#, D# and E4.

Ex. 71. TaE F} ScALE.
‘With Bass Clef. With Treble Clef.

Nore 23.—1It will bereadily seen that although the pitch E} is identical with the
itch ¥, there are two reasons why it cannot be numed or represented as F.
rst, the D degree of the staff, being used for8. and the F degree for 7, the Edeuree
would be left out ; thus making the interval between 6 and 7 u third of eome kind
instead of a second ; and secondly, the F degree being already used to represent 8,
cannot be uscd to represent 7 ; for, although a degree cin bo made to represent two
tones, & half-step, or even & ct:F apart, it can, in no possidle manner, be mado to
represent t\o tones, the interval between which is a major, or even a minor second.
1t should be remembered that the word second always finplies two . while
tho word step or half-step may or msy nof imply twodegrees. Hence, those writers
and teachers are wrong who adopt the Ianguage *‘ from one to two i8 a step, from
three to four is a half- " etc. ~ For instance, in the C scale, from E to Ef (same
pitch as F) is a half-step, but it 1s not & minor second.

190. What ¢a the signature of the key of F4?2

~ 8ix sharps.
Ex. 72 Ta= Fj} SCALE WITH IT8 PROPER SIGNATURE.
‘With Bass Clef. With Treble Clef.

191. What tones form.the key of C4?
C§, D¥, E§, Fi, G¥, A# and B§.



32 PALMER’S PIANO PRIMER. [Chapter VL.

Ex. 78. Tam C§ ScaLx.
With Bass Clef. ‘With Treble Clef.

192. What s the signature of the key of C42
Seven sharps.

EX. 74. THE C} SCALE WITI ITS PROPER SIGNATURE.

With Bass Clef. . ‘With Treble Clef.

R e e e
193. What remarkable similarity ts there between the scales of C' % ai;d
Db?
They are both produced by pressing the same keys.

194. What tones form the key of F?
F, G, A, Bb,C, D and E.

.

Ex. 75. THE F ScaALE.
With Bass Clef. ‘With Treble Clef.

O
]. 3. P —
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195. What is the signature of the key of F?
One flat.

Ex.76. THB I’ SCALE WITH ITS PROPER SIGNATURE.

‘With Bass Clef. ‘With Treble Clef. .

T 1 I’I‘ 1 1 .
1 ] M

196. What tones form the key of Bb ?
Bb, C, D, Eb, F, G and A.

EX. 77. THE By SCALE.
‘With Bass Clef. With Treble Clef.

— ——— a —
E%W_ =25

197. What is the signature of the key of Bb ?
Two flats.

Ex.78. THE Bj SCALE WITH ITS PROPER SIGNATURE..

‘With Bass Clef. ‘With Treble Clef.

D tle ]
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198. What tones form the key of Eb ?
Eb, F, @, Ab, Bb, C and D.

Ex. 79. TaE E) SCALE.
‘With Bass Clef. ‘With Treblc Clef.

199. What is the signature of the key of Eb ?
Three flats.

Ex. 80. THEE E; SCALE WITH 1TS PROPER SIGNATURE.

Wlth Basgs Clef. With Treble Clef.

i =

200. What tones form the key of A>?
Ab, Bb, C, Db, Eb, F and G.

Ex. 8§1. THE A} ScALE.
‘With Bass Clef. ‘With Treble Clef.

Eseimmses e e

201. What ts the signature of the key of Ab?
Four flats.

Ex. 82. THE Ah SCALE WITH 1T8 PROPER SIGNATURE.
‘With Bass Clef. ‘With Treble Clef.
B e e e |
202. What tones for;n the key of Db 2
Db, Eb, F, Gb, Ab, Bb and C.

Ex, 88, THE Dp ScaLE. .
With Bass Clef. ‘With Treble Clef.

B e
Eeee g
208. What is the signature of the key of Db ?
Five flats.

Ex. 8. THE Dj ScaLe WITH ITS PROPER SIGNATURE.

‘With Bass Clef. With Treble Clef.
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204. W hat tones form the key of Gb ?
Gb, Ab, Bb, Cb, Db, Eb and F.

Ex. 8. THE G) ScALE.
‘With Bass Clef. ‘With Treble Clef.

Nore 24.—It will be noticed that although the pitch Cj, 1s identical with the

itch B, it cannot be called I3 in this key, for the B degree having been used for 3,

Bj), it must not be used for 4; moreover, if 4 should be represented on the B
degree and 5 on the 1) degree ‘}D,y). the interval between 4 and 5 would be a
diminished third instead of a major second. Reperuse Note 23, page 31.

205. What is the sigrature of the key of Gb ?
Six flats.

Ex. 86. THE Gf) SCALE WITH IT8 PROPER SIGNATURE.

‘With Bass Clef. ‘With Treble Olef.

206. What remarkable similarity is there in the scales of Gb and F§?
They are both produced by pressing the same keys

207. What tones form the key of Cb 2

Cb, Db, Eb, Fb, Gb, Ab and Bb,

Ex. 87. THE C) SCALE. .
‘With Baas Clef. ‘With Treble Clef.

208. What is the signature of the key of Cb ?
Seven flats.

Ex. 88. THE Cy SCALE WITH IT8 PROPER SIGNATURE.
'With Bass Clef. With Treble Clef.

209. What remarkable similarity is there between the scales of Cb and B?#
They are both produced by pressing the same keys.

Norx 25.~The following dlagram shows the transposition of the Major Scales
through the entire clrcl:goth by sharps and by flate. In transposition by sharps,
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read to the rght: 5 of each scale becomes 1 of the scale which follows. In trans-
“itlon by flats, read to the left: 4 of each scale becomes 8 of the scale which
ollows,

EX. 89. TRANSPOSITION OF MAJOR SCALES,

6\8-‘”" N ) >
é?o 17 "l_
3 %%
C Bcale,
.‘oﬂmtu‘.‘ &

ey ©
G ,'m;lnﬁ‘ms K

"d-ﬂlt::

Snppuss

oreog §8

52 \ &
g ) }@‘\‘
QQ o] y‘
‘oeo8 3y
q gase%! Zvi

REMARK 2.—Commenting on Note 16, Dr. Mason says: * C. F. Weitzmann has
vod reasons for g0 doing (see

discarded the term °perfect® fifth, and gives
L 81, Wm. A. ond%n Co,, N. Y.). course, your

Bowman's Weitzinann, p4
work must explain the mueical terms as hitherto vsed. but I think it would also
be well to take note of the advances and improvements of modern times.”
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CHAPTER VIL

MINOR KEYS'AND SCALES.

210. What is a minor key ?

A key in wbich the intervals from 1 to 3 and from 1 to 6 are mineor.

211. What ts the order of intervals in minor scales #

Masjor seconds must occur between 1 and 2, 3 and 4, and 4 and §;
minor seconds muet occur between 2 and 8, 5 and 6, and 7 and 8;
while from 6 to 7 must be an augmented second.

Ex. 90. ScALE oF A MINOR. ASCENDING.

Fjﬁ e p— —N
t?:g;ﬁz;iag_:q:_j::ﬁl:ﬂ
Major. Minor. Major. Major. Minor. Augmented. Minor.
212. Should this order of intervals be preserved ir descending ?
It should.
Ex. 9. ScALE OF A MINOR. DESCENDING.
a N TN TN TN N TN N
s ) j;’ — + 1 1) o
= g____y =1 = yl. )
Minor. Augmented. Minor. Major. Masjor., Minor. Major.

213. What is this form of the minor scale called ?
The harmonic minor scale.
. 214. How is the harshnees of the augmented second between 6 and 7 some-
times temporarily avoided ? :
By ‘“ raising the sixth,” or, more correctly speaking, by making the
interval from 1 to 6 major instead of minor.

Nors 26.—This avoidanoce of the augmented second between 6 and 7, by ¢ raising
6,”’ gave rise to what hus been called the ** Melodie Minor Scale,” which is given
by some writers, and still adhered to by mnany teachers. Buat the law which
provides that all dominant chords shall have major thirds, and thus fixes 7 of the
minor key a half-step below 8, is no more binding than the law which says that
the sub-dominant chord of a minor key ghall always have a minor third, and so
establishes the interval of an aggmented second from 6 to 7. It is absolutely
impossible to harmonize the melodic form in any acceptable manner; and while
all the classical composers frequently gave that form in melodic passages, they
invariably wrote the sub-dominant chord with a minor third. ost of the old
theorists pass over this striking {nconsistency in silenco Probobly recognizing the
faot that any attempt to reconcilo such palpable contradictions would be utterly

i
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useless. Riclter says that ¢ The sixth degree of the minor scale t(]llte{ is not
sapable, in a harmonic sense, of any such chromatic alteration;” also, that the sub-
jominant chord with a major third (1n the minor key), ** cannot be conceived of.”
n other words, we have but one minor key, that which has been known as the
Harmonic Minor (the order of intervals of which is given at question 211), and
while we frequently form a scale, called the Melodic Minor Scale, there never was
a Melodic Minor Key. Whenever such passages ocour, they can easily be accounted
for as passing tones or appoggiaturas.

[P

215. A scale formed thus is called what ?
The melodic minor scale.

Ex. 92 THE MELODIC MINOR SCALE, ASCENDING.

0

p?—, , = = e =]
= e e Y
Major. Minor. Major, Major. Major. Major. Minor.

216. Should the same order of intervals be preserved in descending ?

It should not.

217. What is the order of intervals in the melodic minor scale descending ?

From 8 to 7 and 7 to 6 must be major seconds; from G to 5 & minor
second, 5 to 4 and 4 to 8 major seconds, 3 to 2 a minor second, and from
2 to 1 a major second.

Ex. 93. THE MELODIC MINOR SCALE. DESCENDING.

t—B p— —1 1 ﬂ

= ——a ] . =
~— —— ~—— T " = P a =
Major. Major. Minor. Major. Major. Minor. Major.

Nore 27.—-To the indefinite manner in which the harmonic and melodic modes
have been introduced in some of the pogulnr piano instruction books, is to
traced the confused idea of minor scales which has obtained in the minds of many
otherwise excellent teachers. For example, Richardson’s Method only explains
the harmonic mode in theory, while in pmtice' the melodic mode is used cxclu-
eively in ascending, and the harmonic mode as exclusively in descending. Thus:

Ex. 94,
Melodic mode. ’ Harmonic mode.

El’:"; ] m) ) ) J:i‘ ‘ : — { ) »)
(y_%_#___d_,_—ij:@ :EE:M ~—5—" _‘1 T 1

Had it been explained that the two modcs woro blended in such practice, all
oonfasion would have been avoided.

218. What is meant by relative major and relative minor #

Each major key has its relative minor key, and each minor key has
its relative major key. Six of each major key becomes one of its rela-
tive minor key, and three of each minor key becomes one of its relative
major key—both keys having the same signature.

219. What tones form the key of A minor?

A, B, G, D, E, F, and G4.
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220. What is the signature of the key of A minor ?
-Like its relative, C major, it has no signature.

Ex. 95. THE SCALB o¥ A MINOR (relative of C major).
‘With Bass Clet ‘With Trebls Clef.
D

1

221. What tones form the key of E minor?

E, F#, G, A, B, C, and D§.

222. What is the signature of the key of E minor 2
Like its relative, G major, its signature is one sharp.

Ex. 96. TaE ScALE oF E MInor (relative of G major).
* With Bass Clef. ‘With Treble Clef.

e e

223. What tones form the key of B minor ?

B, C4, D, E, F4, G, and A§.

224. What s the signature of the key of B fiinor ?

Like its relative, D major, its signature is two sharps.

Ex. 97. THE SCALE oF B MINOR (relative of D major).
‘With Bass Clef. : With Treblo Clef.

E@;.F—im%! + ;@. — 1
t 1 ) | B — t ;

225. W hat tones form the key of F% minor 2

F%, G#, A, B, C#, D, and E§.

226. What is the signature of the key of F4 minor?

Like jts relative, A major, its signature is three sharps.

Ex. 98, TBE ScALE oF F; MIxoR (relative of A major).
‘With Bass Clef. ' With Treble Clef.

227. W hat tones form the key of Ci# minor?

C#, D§, L, I'#, Gi, A, and B4.

228. What is the signature of the key of C% minor?
Like its relative, E major, its signature is four sharps.

Ex. 99. THE SCALE oF C} MINOR (relative of IX major).
‘With Bass Clef. With Treblo Clef.
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229. What tones form the key of G % minor?

G#, A%, B, C§, D4, E, and F double sharp (X).-

Nork 28 -AJthongh the pitch F double sharp is identlcsl with the piteh G, it
eannot here be named or represented as G, that degree being already oeoupi
in representing 1 (or 8); moreover, E is 6, and if the G- deﬁ e were used as 7, it
wonl make the interval between 6 and T a third (e. ides leaving the I

degree out altogether; hence, we are compelled to lnod the F degree with a
double sharp ()X) and ‘make it stand for the pitch 7.

230. What s the signature of the key of G'% minor?
" Like its relative, B major, its signature is five sharps.

Ex. 100. THE SOALE or G§ MINOR (relative of B major).
‘With Bass Clef. ‘With Treble Clef.

@%M

Note 29.—The key of G# major appears in the enharmonically rela.taed form of
Al major (for meaning of the term enharmonie, see foot-note on page 45

231. What tones form the key of D% minor?

D%, E#, F#, G#, A4, B, and C double sharp.

232. What is the signature of the key of D% minor ? .
Like its relative, F4 major, its signature is six sharps.

Ex. 101. THE ScaLE or D} MiNoR (relative of F§ major).
With Bass Clef. ‘With Treble Clef.

EQ% ¥ T ﬁ =4 —
& 31— - I T
r_.__ e

&Nm 80 —m key of D} major appears in the enharmonically related form of
major.

238. What tones form the key of D minor ?
D,E, F, G, A, Bb, and C§.
234. What is the signature of the key of D minor?
Like its relative, F major, its signature is one flat.
Ex. 102. TEE SCALE oF D MINoR (relative of F major).
‘With Bass Clef. ‘With Treble Clef.

: ™ — -m%P_ —t—
e e e
" 285. What tones form the key of G minor?

G, A, Bp, C, D, Eb, and F:

236. W hat is the signature of the key of G minor?

Like its relative, Bv major, its signature is two flats.

Ex. 103, THE SCALE or G MINOR (relative of Bp major).
‘With Bass Clef. . ‘With Treble Clef.
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237. W hat tones form the key of C minor ?

C, D, Eb, F, G, Ab, and B.

238. What 1s the signature of the key of C minor?

Like its relative, Eb major, its signature is three flats.

Ex.104. Tug ScaLz o¥ C Mixor (relative of By major).
‘With Bass Clef. ‘With Trebls Cief.

239. What tones form the key of F minor ?

F, G, Ab, Bb, C, Db, and E.

240. What is the signature of the key of F minor ?
Like its relative, Ab major, its signature is four flats.

Ex. 105. THE SCALE oy I' MINOR (relative of AL, major).
‘With Bass Clef.  With Treble Clef.

O

AEESSETEE =g
S === SREE e s S et
241. What tones form the key of Bb minor?
Bb, C, Db, Eb, F, Gb, and A.
212. What is the signature of the key of Bb minor 2
Like its relative, Db major, its signature is five flats.

Ex. 106. THE SCALE oF By MINOR (relative of D) major).
‘With Bass Clef. ‘With Treble Clef.

Ot }

- | -

D T t T —
243. What tones form the key of Eb minor? -

Eb, F, Gb, Ab, Bb, Cb, and D.

244. What is the signature cf the key of Eb minor?

Like its relative, Gb major, its signature is six flats.

Ex. 107. THE ScALk or Ey Mixon (relativo of Gi) major).
‘With Bass Clef. ‘With Treble Clef.

Ot =
L@- ;" = T I I
_@%:_@—— - —t I
245. What remarkable similarity is there in the scales of Eb minor and

D# minor 2
They are both produced by pressing the same keys.

Notg 81.—The following diagram ghows the transposition of the Minor Scales
through the entire circle, both by sharps and by flats.” In transposition b{:lmrps;
read to the right: 5 of cach scale becomes 1 of tho scale which follows. trans-

ncﬂlt.ion by flate, read to the left: 4 of cach scale becomes 8 of tho scalo which
‘ows,
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Chuyter VIL]
Ex. 108, TRANSPOSITION OF MINOR SCALYS,
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Note 82.—Below are represented the several ToNics or KEY-TONES, together
with their reapective signatures. Tho large notes regreaent ONE (Do) of the major
key ; and the smaller notes represent Onx (La) of the relative minor key.

Ex. 109.

Key of C. |Keyof G.|Keyof D.| Key of A.| Key of E. |-Key of B. | Key of Fg.

A —
P—g—= | T
One. One. One. One. On One.

e,
S e e e e
Nete 33.—In the following tables we present a bird's-eye view of thc several
transpositions in great detail.

Key of F. |Key of By.|Key of E}.| Key of Ah. | Key of Dy. | Key of Giy.
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Ex. 109, MAJOR KEYS.

TRANSPOSITION BY SHARPS. TBAMITION BY FLATS.
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MINOR KEYS.
TRANSPOSITION BY SHARPS.

Ohapter VIL.}

Ex 110.

TRANSPOSITION BY FLATS.
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CHAPTER VIIL

L e at e

LEADING-TONES.

What is meant by leading-tone 2

Seven of a key; the tone which is a minor second below the tonic.

247.

B.

248.

G#.

249.

F4.

250.

Di.

251.

Cs.

252.

A%.

253.

G%.

254.

E4.

255.

D4.

256.

Bi.

257.

A4,

258.
F double sharp (X).

What is the leading-tone in the key of C major.

In its relative, A minor?

What is the leading-tone in the key of G major 2
In its relative, E minor ?

What is the leading-tone in the key of D major ?
In its relative, B minor 2

What is the leading-tone in the key of A major?

In its relative, F§ minor 2

W hat is the leading-tone in the key of E major ?
In its relative, C$ minor ?

W hat js the leading-tone in the key of B major?

In its relative, minor ?
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259. What s the leading-tone in the key of F§ major ?
E}.

260. In its relative, D} minor?

C double sharp (X).

261. What is the leading-tone in the key of F major?
E. .

262. In its relative, D minor ?

C#.

268. What is the leading-tone in the key of Bb magor?
A.

264. In ists relative, G minor ?

F§.

265. What is the leading-tone in the key of Eb major #

266. In its relative, C minor ?

267. What is the leading-tone in the key of Ab major?
268. In its reh'ztioa, F minor 2

2069. What is the leading-tone of the key of Db major 2
270. In g'ta relative, Bb minor ?

271. What is the leading-tone in the key of G»> major?

F.

272. In its relative, Eb minor ?
D.

Nore 84.—The followlng tabulated form of showing the relative minor keys,
with their leading-tones, 1nay be useful for reference :

The relative of C major is A minor; leading-tone is
[ [ “ . " E . “ . “ . “

“ [ “ g .“ “" B “ ; " “ “
“ “ [ G R wo “ [T
“ " « B (TS wo “ “woow
“ “ “ B o« «Qqg wo “ [TRET
“ “ CAFE ¢ “DE), Y “ “woow
“ " " 3 G& “ [ ; “ ; “ “ “
3 [ " D " 3 z “ ; “ 13 3
“ “ “ Ag [T “woo. “ [T
“ w “ “ “C “ ; “ “ “
" [ “ % [T w o “ “oow
“w “ o H’ “  «wp o “ “oow

# Enharmonie, 1. ¢., & chango of name, representation and resolution (tendency),
without changing the tone itself.
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The following is a table of relative major keys, with their leading-tones:

The relative ?‘f ﬁ minor 18 g major; leading-tone is B.
1 " . “ )
" “ “ B “ “ D “ : " “ “
“ " “ “ [0 A “ : “ “ "
" “ " c “ “ E “ .’ “ " “
“ " “ G ‘" " “ ; " .“ % A
“ “ " " " “ . “ " "
“ _u “' { EJ ‘@ “ n} * “ ; “ “ “ %
‘ " " B‘z ‘“ “ “ ; “ “ “ C:
“ “ " . “ Ag ‘“ “ “ “ N
“ “ " E " “ “ H " % “ %'
" " " G. " " b : “ " “ A.
“ “ “ D " “ “ : “ “ “ E:
’

273. As a major key and its relative minor key have the same signature,
how are we to know whether the piece is wrilten in major or minor ?

If its first and last chords are major, and the final chord of most
of its cadences is major, the piece is written in the major key; but if
its first chord is minor and most of its cadences, especially the final
one, end with minor chords, the piece is written in a minor key.

NorE 85.—A chord is a combination of two or more tones, so arranged as t-»
form the intervals of third and fifth from a fundamectal tone. If tho thirdis a
major third, and the fifth is perfect, the chord is called a major chord. If the third

18 roinor (with perfect fifth), the chord is called a minor chord. Chords (some-
times cailed Triads) are said to be Augmented, Major, Minor and Diminished,

thus: -~
Aug. - Maj. Min. Dim.

D

a1

The chords in the niajor and minor keys are as follows :—
Major Key. Minor Key.

TM. MI. DIM. AUG. MI. Mas. MaA. DIM.
—

= AL e

When the fandamental tone of a chord Sthe tone from which the chord is
named), 18 lowest, the chord is said to be in its direct form ; when the 8d of the
chord is lowest, the chord is said to be in its first inverted form (or 1st inversion);
if the fifth be lowest, it i8 in i:8 second inverted form (or 2d inversion), thus :—
Chords of C. Chords of A.
,Direct. 1stIn. 2d1In. Direct.  1st In. 2d In,

E=E=EoE—==E=

Four-fold chords, or chords of the seventh, consist of four tones, viz : a funda-
mental, third, fifth and seventh. Their inversions follow the same order as those
of the three-fuld chords or triads, thus :—

Key of C Major, Key of A Minor.
Chords of the Seventh of G. Chords of the Seventh of E
Direct. 1stln. 2d In, 8d In. Direct. 1stin. 2d In. 38d In.

It i8 not thought best to ‘elaborate the subject of chord formations here, as it
more ?ro rly belongs to the department of ‘‘Thorough Rase.”” and will be
extensively treated in the author’s * Thorough-Base Primer,” which is expected
to follow the present work.

# Enharmonie, {. e., a charge of name, represcntation and resolution (tendency),
ithout changing the tone ftself.
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CHAPTER IX.

Y e

CHROMATIC SCALE, ACCIDENTALS, DEGREES
OF POWER, Etc.

Y

274. What is a chromatic scale ?

A scale in which all the tones, intermediate and diatonic, occur in
successive order.

275. Why is this scale called chromatic ?

From the Greek word Xpiua (chroma), color; the intermediate tones
were formerly written in colors ; the ancient lyre divided the octave
into thirteen tones and had colored strings.

276. How is the chromatic scale formed ?

By starting from any given tone and proceeding by half-steps to its
octave, either upward or downward.

277. How ts the chromatic scale commonly written ?

In sscending, the intermediate tones are generally indicated by
sharps; in descending, by flats.

Ex. 110, THE CHROMATIC SCALE.

Ascending (by sharps).

H

Descending (by flats).

E?:‘._‘____d:bt—d—w—tﬁzs;':—l’:ﬁ:—;j

Nore 36.—As the chromatic scale emb all keys, it cannot be said to be in
eny key.

278. What are accidentals ?

The sharps, flats or cancels used throughout a composition for the
purpose of introducing intermediate tones.
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279. What is the rule for their continuance?
Accidontals continue their significance throughout the measure in
which they occur.

Note387.—The following example will show the force of this rule of continuance.
4t (a) all the notes on t.ho D degree are affected by the accidental ; R

while at (b), a.lthough other notes intervene, still all the notes og the C degree

are affected. It was formerly the practice to extend the i
to all notes of the same letter-name in the measure, in whatever octave they mlght
otéc?;) as at (c) below ; however, modern composers would write the example as
af

But mo& confusing was the additlonal elausc of this rule for the continuance of
accidentals, namely: ‘ And from until d by an inter-
vening note on another degree of the sbaﬁ ” Thus a.t. (e) below, the D degree ia
the second measure was affected by the sharp in the first measure,

Ex. 118

In explaining the following passage, (g), some would insist that - D* occurs four
times, while others would contend that ouly the first two notes are affected.

Ex. 114

Fortunately, it is now the prevailing custom to place an accidental in the next
measure wheénever it is wanted, thus avoiding much annoyance
Sometimes it ig desirablo to cancel the effect of an accidental within the measure
in which it occurs; this is done by a cancel as at (k) and (j) in the following
example:
Ex. 115.

(r)

)
LESsEEsSEE s
[T S~

280. What are Passing ToNEs?
Tones that are introduced for the purpose of c¢nlivening or embellish-
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ing the melody, but which do mot form an esseatial part of the
bharmony.
Ex. 116. PassiNg ToNzs.

Essential tones of the melody. The same with Passing tones.

281. What is an APPOGGIATURA ?
A passing tone which precedes an essential tone on an acocented
pulse of a measure.
282. How is it usually repremmd ?
By a smaller note.
Ex. 117. THE APPOGGIATURA.

T et

NorE 38.—Modern composers usually write out such passages in full. However,
an intelligent reading of the old masters presupposes a knowledge of the
Appoggiatura as explained above.

283. What is an ACCIACCATURA ?

A passing tone usually a half-step above or below the tone to which
it is prefixed.

284. How 18 it expressed ?

By a small note with a dash across its hook. -

285. How should it be performed ?

It has no determined time-value and should be closely blended with
the following tone.

Nore 30.—The meaning of the word Acciaccatura (to crush) gives a good idea
of the way in which it should be performed.

Ex. 118. THE ACCIACCATURA,

286. W hat is an ArTER-ToNE?
A passing tone which follows an essential tone.

Ex.119. THE AFTER-TONE.
Writton. Performed.

Wﬁr PSR

40.—More extended exg lanations concerning these different kinds of
p&semg wnes, will be given in Chapter XI.
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287. How many degrees of power are there, and what are they called 2

Five: Pianissimo, Piano, Mezzo, Forte and Fortissimo.

288. What does pianissimo mean ?

That the tone or passage thus marked should be performed with
great restraint ; the first degree of power. ’

289. How is pianissimo indicated ?

By double-p (pp.).

290. What does piano mean ?

That the tone or passage so marked should be performed thh
- restraint; the second degree of power.

291. How is piano expressed ?

By the letter p (p.).

292. What docs mezzo mean ? .

That the tone or passage sheuld be performed with medium power,
neither with restraint nor with uncommon exertion; the third degree
of power.

293. What does forte mean ?

That the tone or passage should be performed with some exertion ;
the fourth degree of power.

204. What does fortissimo mean ?

That the tone or passage should be performed with grest exertion,
the loudest that can be given consistent with purity ; the fifth degree

of power.
Ex. 120. THE Five DEGREES OF POWRR.

s O O C)

295. What does crescendo mean ?

That the tone or passage should be commenced in a low degree of
power and increased. .
Ex. 12l. CRESCENDO.
b3 ) ® =

296. What does decrescendo or diminuendo mean ?
That the tone or passage should be commenced in a high degree of
power and decreased.
Ex. 122. DECRESCENDO.

O O
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Note 41.—These five degrees of power are sufficient for all practical purposes,
and if composers would grade them in this way, performers wxuld monplearn to
use them so. That there is an innumerable number of degrees of power between
pianissimo snc(l:egla.no mnust be admitted, otherwise no such eficct as crescendo
could be produced, but like the innumerable number of pitches which, all must
admit, lie between O and C3, the human mind cannot elassify or analyze them.

After many years' experience in conducting large bands of *)erformers, both
vocal and instrumental, the writer i3 prepared to assert, without fear of contradic-
tion, that no performer can produce a defree of power between piano and mezzo,
or between mezzo0 and forte (any more than he can produce a pitch between C
and Cj#); hence tho terms mezzo-piano and mezzo-forte, with their abbreviations
m. p. and m. f., are nonsensical, and should be thrown out of our nomenclature,
We might as well say T or -forti. The bad effects
which have arisen from & lack of a classification of these degrees of power are
shown by the fact that when our modern composers wish a P"‘”ﬁ“ to be performed
pianissimo, they mark it with three or even with four p's. oW, a8 pianisiimo
means that the tone or passago shall be as soft as lmulble, we cannot make it
softer with a dozen p's; and if fortissimo means all the power of which the per-

{on:er is capable (consistent with pure tone), a thousand f°s would not make it
ouder. .

297. What does swell mean?
A union of crescendo and diminuendo.

Ex. 123, THE SWELL.
M F FF F M

298. W hat does sforzando mean ?
That the tone should be forcibly commenced in a high degree of
power, and instantly diminished and held in a low degree of power.

FF Ex. 124. SFORZANDO
P

rP
(@)

Nore42.—0On the plano-forte the pure sforzando is impossible, but the mental
desire to attain It produces a special attack, which 18 nccepted in the place of the
effect. Another way of indieating sforzando is fp. This is much used in German
musie, and slmost exclusively in military band writing.—C. F.
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CHAPTER X.

Y

THE METRONOME ; BEATING, COUNTING, Etc.

VY

299. By what means are we assisted in giving the correct time lo eack
pulse of a measure?

By means of a metronome; also by beating or counting the time.

800. Describe a metronome.

Metronome is from two Greek words, uérgen fo measure, and
véusry to distribute; it distributes the time equally, by means of clock-
work acting upon an inverted pemdulum, to which is attached a
sliding weight. Back of the pendulum is a graduated scale of numbers.
The sliding weight being placed against a number, the metronome will
give as many ticks per minute a3 are indicated by that number, thus:
M. M. (Maelzel's Metronome) | = 60, means that the top of the
sliding weight being placed at 60, there will be 60 ticks in a minute,
each tick indicating the time of a half-note. ’

. Norte 43.—A more simple and inexpensive contrivance. and at the samo time
equally reliable, is the following : Attach a small weight to the end of & common
tape measure which has the inches, with the halves, quarters and eighths marked
upon it (such as is used by tailors will be found convenient). The greater the
length, the slower will be the vibrations. To ascertain the movement of a piece
of music marked 4 =60, hold the tape so that 3914 inches remain free: the
vl?ra:%ns will then indicate the time of & quarter note, as the metronome when
set at 60.

In the following table the first column gives tho metronome marks, and the
second column gives the length of tape required.

. Met. Inches. Met.

60=1....00e.. B1%| 2=,
69=....0c..... 297 98—
T22= ceeeninn. 2657 100=

TO=uueiieaen "104= .

80=....0..00 2152108 =011
8i=_....1. 108¢ |112= 01000000
88=_.......... 184116 = ... 00000000 160 =

801. What s beating time 2

Indicating each pulsation of a measure by a certain motion of the
and or baton (a conducting-stick).

Inches.  Met.
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802. Describe the beats in double measure.

Down and up.

808. Describe the beats in triple measure.

Down, left, and up; or down, right, and up.

Note 4.—Most modern conductors seem to prefer down, right, and up, in triple

measure, notwithstanding the fact that it upsets a rule which hoids good through-
out all"other kinds of measure, viz.: *‘the right beat always indicates an acoented

pulse.

804. Describe the beats in quadruple measure.

Down, left, right, and up.

806." Describe the beats in sextuple measure. .

Down, left, left, right, up, and up; or, in quicicer movements, simply
down and ap, mentally dividing each beat into three pulses.

806._ Describe the beats in compound triple measure.

Down, left, and up, or down, right, and up, mentally dividing each
beat into three pulses.

807. Describe the beats in compound quadruple measure.

Down, left, right, and up, mentally dividing each beat into three
pulses,

308. What is counting time ?

Counting time is giving a short, energetio count to each pulse of &
measure at equal intervals of time, like the ticking of a metronome or
a clock.

309. How is 2 measure counted ?
A count is given to each quarter note or its equivalent, thus:—

-

Ex. 125.
Eﬁiém. Eﬁ
1 32 1 3 13 12 1 2 1 3 12 1 2

Norg 456.—In slow movements, however, it is better to count four eighth notes
in a measure, thus :—

,__4Adagio.

g 1 2 84 1 2

Ex. 128

834 1 2 B84 1 3 84
810. How 1is 2 measure counted ?
A count is given to each quarter note or its equivalent, thus:—

Ex. 127.
Moderato.

1 2 3 12 38 1 2 & 12 3
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Note 46.—However, in slow movements it is better to count six elghth notes in
o measure, thus:—

811. How 1s 4 measure counted?
A count is given to each quarter note or its equivalent, thus:—

Nore 47.—In slow movements it is botter to count eight eighth notes in a
measure, thus :—

Ex. 130.

%wr

12 84 507 8 1 2 56

812, How is & measure counted?
In rapid.movements a count is given to each dotted quarter note or
its equivalent, thus: —
Ex, 131

Allegretto. - -
——— o —T
= —v—*——u_b:;t“ﬂ
1 2 1 2 1 2 1 3

NotE 48.—In slow movements, however, it is better to count six eighth notes in
& measure, thus:—

Ex. 132
. Andante.
g e |
Ay —pta—F
6 12 8 4 5 6 1 2 8 4 6 6

813. How s 9 measure counted?
A count is given to each dotted quarter note or its equivalent, thus:—

Ex. 133.
Allegro. S ™~
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814. How is 12 measure counted?
A count is given to each dotted quarter note or its equivalent, thus :—

Ex. 134.
4 1 2

L it e

Chisaisatsatsaa : {5

1 4 1 2 3 4

Nortx 49.—‘‘In slow movements it is }umﬂuble to have the student subdivide
the counts, e. g., in the introduction of Beethoven's Sonata Pathetique, and in
the Fifth I‘ug‘ne in D (Bach’s Well-tempered Clavichord), I frequently have pupils
count 16 in a measure. On the other hand, in many quick pieces, I have them
oount the measures in groups (one to each measure), which uently gives the
real pulsation, e. g., Chopin’s Schersi. where the study of rhythm in grou|

for measures, counting «nly one to each measure, at once clears up much of the
composer’s meaning, which 1s otherwise indistinct to many students.”—W. H. 8.
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CHAPTER XI.

o

THE TURN, TRILL, AND OTHER GRACES.

o

815, How is a chord to be played when it has a waved line drawn per-
pendicularly before it 2

The tones of the chord are to be played in rapid succession from
the lowest one; all are to be held until the last one is left.

‘Written. Performed.

316. How many different ways are there of tniroducing a Tvln (some-
times called GRUPPETTO), and what are they ?

-Four: The Plain Turn; the Inverted Turn; the Turn when the
sign is between two notes, and the Turn on a dotted note.

817. How many different tones are used in every turn ?

Three: The principal tene; the tone one degree above it, and the
tone one degree below it.

818. How is the Plain Turn made ?

First, play the tone above; second, the principal tone; third, the
tone below ; and fourth, the principal tone.

819. How do we determine whether the tone above and the tone below are
to be distant a major second, or only a minor second ?

By the signature; e. g., if in the key of C, a turn is marked over B,
we would commence on C; but if the signature were two sharps, with
a turn marked over B, we would begin on C4." The tone below the
principal tone is usually & minor second distant, except in the old
masters (down to Bach), who were particular to indicate every accidental
occurring in an ornament.

Ex. 136. THE PLAIN TURN.
f=seResE=seie

L[
‘Written. Performed. Written. Performed.
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820. How is the Inverted Turn made?
The Inverted Turn is the reverse of the Plain Turn ; . ¢., we commence
with the tone below instead of with the tone above.

Ex. 137. TarIxveeTEDp Tunx.
E_’l
821. How do composers determine which of these Turns to write?

In ascending passages the Plain Turn is generally used ; in descending
passages it is more customary to use the Inverted Turn.

Ex. 188. THE TURN IN ASCEXDING PABSAGES.

B —— = SER -~ P .
| S —— . - - - '
VL Er——

—— o e - —
. - —

‘Written. Performed.
Ex.139. THE TURN IN DESCENDING PASSAGES.

. Nore 50 —~There are many exceptions to this rule.

822. When the sign is placed betwem two notes, how are we to play the
turn ?

The preceding tone must be regarded as the principal, and is to be
struck before the turn is begun, dividing the time equally with the turn.

Ex. 146, THE TURN WHEN THE SIGN 1S BRTWEEN Two NOTES.

‘Written, Performed.

828, How is the Turn on a Doited Note made?

The principal tone is played first, then the turn, as a triplet, bringing
the principal tone again on the dot; the dotted note should be divided
into three units of time: the first is given to the principal tone, the
second to a triplet turn, and the third to the principal tone.

Ex. 141. TeE TUBN ON A DorTED NOTE.
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Nore 51.—When the highest tone in a turn is a major second above the prineipal
tone, the lowest tone is usually a minor gecond below the principal tone, and
whether the chromatic sign is included, thus, ¥, or not, it should generally be
piayed so, although much old music, notably h, seems to differ, frequentl
calling for & major second between the principal tone and the tone below; but
the highest tone is & minor second above the principal tone, the lowest tone should
usually be a major second below the principal tone, unless there is some indication
to the contrary, thus:—

@ @) () (@ (o () (9 B
The turn at (a) ehould just as surely consist of A, G, F§, G, as though expressly

indicated, as at (e{: at
thato mfrﬁon .r’;,‘ n'n? 18 "expruahe Seemy 2‘.‘.‘}24 T at () ; and at (d) th
(1) e tones unless 8 orT, 88 3 8N (]
turn should take A, B,'C, B, unless A% is tndleated, as at hy.

Sometimes the turn-sign has a dash through it, tl"ma, ~», in which case the prin-
cipal tone must precede tho turn.

) the turn should take Q, A, G, whether the sign
o turn at (c) should consist

Ex. 143.
N~

‘Written. Performed.

After all that can bo said conc¢erning the turn, the fact remains that coraposers
are apt to use them very loosely, relying largely upon the taste of tho performer.
{;l&d:;:‘eomposers, however, are inclined to notate their exact meaning, which

ter.

824. How is the TRILL performed?

The same as the Plain Turn, except that the first iwo tones are
repeated, in equal succession, during the principal part of the time-
value of the note, ending with the last two tones of the turn; the whole
should be as rapid as the ability of the performer will permit.

Nore 52.—* In somber or heavy strains, I think there should be a comparatively
slow trill. 1 geneml'%h&ve to teach them slow for years, in order to secare T’)’o’q

qu%n%, glou' execution and distinctnces. Most players trill too indefinite]

‘Written. Performed. Turn.

NoTE 53.—A serics of trills is sometimes played without the turn, except at the
last, thus:—

Ex. 145,

peym—

—,——— "y

R P Rrerereid e e s
P Al Al ==

e
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‘When the trill isvery long, and the ﬂngvn tire, they may sometimes be changed ;
but as this deranges the pogltlon of the hand, it mnust be very carefully managed:
or a jerky, hitchy performance will be the result,

[** Pupils should learn to change fingers on trills, e.g., 13248834281, 0r1324
1324,0r24384; and for all such practice, as well as for general trill-practice, &
t.ripleé aooent is of great value, in securing mental and will-power in connection

with equality of touch, thus, rl,ete."—W. H. 8 )

The trills in thirds, fourths and s can be explained by the teacher as
ocour. ‘the trill isan important ornament in piano-playing ; it requires long

an nnremlttln% atudg to bring it to perfection. e student is often tempted to
ractice too rapidly : but it should be mﬁ continually in mind, that to acquire a
11 and perfect trill, it must be dpnotl very slowly, and by raising the fingers a
great The slow trill should be practiced with every variety of shading, from
Fto pf. Great care should be taken to connect well the last two tones of the turn,
and play them with ease and smoothness,

825. W hat is a MORDBNTB? (See B'emark 4, p. 62.)
The Mordente is a short trill, consisting of only two tomes, vis., the
principal tone and the tone above it, and is made without the turn.

Ex. 146, TEE MORDENTE.

326. What duration is given to an Appoggiatura?
It usually receives one-half of the time.of the note before which it
is plaoced.
EX. 147. THE APPOGGIATURA.

827. When the Appoggiatura occurs before a dotted note, what is its time-
value?

It should still receive balf the time-value of the principal note,
regardless of the dot.

.

EX. 148. THE APPOGGIATURA BEFORE A Dorrep NoTk.

‘Written.  Performed.

828. When an appoggiatura is placed. before a note in a chord, how
should it be played?

As the appoggiatura takes the time of part of its principal, the other
members of the chord must be struck with the appoggiaturs, the prin-
cipal being played afterward. :
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Ex. 149. THR APPOGGIATURA BEFORE A CRORD,

‘Written. Performed. Written. Performed.

829. When appoggiaturas occur before all the notes of a chord, how ars
they to be played? (See Remark §, p. 62.) ’
The appoggiaturas enter with the base, the chord afterward.

Ex, 150. TaE CHORD APPOGGIATURA.
‘Written, Performed.

=1 P

880. How is the Acciaccatura represented ?
By an eighth note, or a sixteenth note, with a line dashed obliquely
across the stem and hook,

Ex. 1561. T¥R AOCGIACCATURA.

The acciaccatura has no appreciable time-value. As its name indi-
cates (crush), it is orushed against the principal tone, usually from the
interval of a minor second, and is always accented.

. NortE 64—"1 have seen notes indended as you exﬂsﬁn the Acciaccat written
in thirds, octaves and tenths, etc., e. g., from Chopin’s first waltz.”—W. H. 8,

. Ex. 152,

882. How are small notes played which are more than one degree from
the principal note ? .
They are always to be played very short, as are also all groups of small

notes.
Ex, 163. Grores or SuaLL Norrs, ETC.
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333. What ¢s a triplet?

Three equal tones performed in the time of one pulse; the time
usually given to two tones divided into three equal parts.

834. How are triplets represented?

By three notes grouped with a slar or tie, and marked with a figure 3.

335. What is a sextolet ?

8ix eqial tones performed in the time of ore pulse ; the time usually
given to four tones divided into six equal parts.

336. How are sextolets represented ?

By six notes grouped with & slur or tie, and marked with a figure 6.

Ex. 185. SEXTOLETS.

NorE 56.—Five notes are frequently to be performed in the time of one pulse,
mu.l"lked :;I:e;;‘n g one pulse, mn.rket‘f 7; and many other irregular combinations,
such as eto,

Almost every student finds geﬁ dificulty in playing a greup of two notes with
one hand, nst a group of three with the other hand, or four with six, six with
eight, or elﬁ t with twelve; the effect in all these cases is liable to be jerky, spas-
modic and limping. and can only be overcome by practicing them very slowly,
thus taking time to e ine and analyze them with extreme oare and deliberation,
The following example from oven will show the mode of proceeding :—

Ex. 156.
123466128456 123456 123456128456 123466
VVVVVVVV.VVVVV vv‘r-\r

0
” 90 1 2 W P o S WL AR S S hee
bt ———]

>

Divide the triplets into six counts : play both hands on one, right hand on fhree,
left hand on four, and right hand on five. .

NoTe56.—* This slow method is scientifically correct. TIowever, it does not teach
all that is needed ; a velocity exercise with a seftled, regular unit of counting, where
the hands glay with a rush, first separately, then together, is often Indi;pensable.
For examples involving difficulties of this nature, see Kullak’s kdition of Chopin’s
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Etudes, Op. 25, No. 2; also F minor and A flat major Etudes/posthumous). The
following ig from the first movement of Beethoven’s Sonata, Up. 14, No. 2,10 G :—

EXx. 157.
=B~ ~ =~ =~

-—

{ ———

= e

'
|

1 3 4 1 2 3 4
Count four without deviation in rapidity, playing the first four measures many
times without stopp'r g, then dsshln&, immediately into the following measures
without any attempt at analysis.,” -W. H. S,

" REMARK 3.—*To get at the relations of two to three, three to four and four to
five in slow practice, the subjoined diagrams are useful :—

Two To THRKE,
Count:1_ 2&3 1 2 & 3 1 2 & 38

e e e s e 0= =

L ¢

THRER TO0 FOUR.

Count:1,21231531,5 1231 24 1.3 1,5 1,21 2
g g é.iifja;i?a e 5o

e es s cressee=x

1o 3 1,4
B N R e B R

ce cr cce
Alternately with this method, practice as shown in Note 63.”—A. R P.

REMARK 4. The Mordente (No. 825, psge 59) was represented in olden times
by the sign ~», and the inverted mordente by the sign ~~. In modern music the
latter only is used. It is identical with the (German ‘Pralltriller,’ see ‘ Ten Real
Embellishments® Wﬁ 19-21), be' E.D. Wagner, translate { by C.L. Doll, pub. by
E. Schuberth, N. See also ‘ Die Urnamentik der Klassischen Klavier-Musik®
(pages 8-10), by Ludwig Kiee, pub. by Breitkoff & Hurtel, Leipsig.”"—Wm, M.

REMARK 6.—Page 60, No. 329. **This rule will not always work, as will be seen
if strictly uprlled to éhopiu’n Nocturne in G_minor, Op. 37, No. 1. 1t is, how-
ever, generally correct; sce ‘ Rieman’s Musik-Lexicon,’ Leipzig, 1882, puge 963,

Four TO FIVE,

under the article * Verzierungen.’ ”"—Wm. M.
337. What are runs?
Groups of regular and irregu'ar numbers of notes (sometimes
written in small notes), usually to be played very rapidly. .
Ex.158. A Ruw,
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CHAPTER XII.

oo

ABBREVIATIONS; THE C CLEF, Etc.

Y

838. What ts the meaning of a dash over a whole note, or througb the
stem of a half note or a quarter note?.
It shows that the note so marked must be divided into eighth notes.

Ex. 159.
‘Written.

g I
- i 1 ; ——'_1___-_“
). .

§ Performed. E E
839. WhAat is the meaning of a double dash through the stem of a half
note or a quarter note ?

It shows that the note so marked must be divided into sixteenth -
notes.

Ex. 160.

Written.

840. What is the meaning of a dash following & group of notes?
It shows that the group is to be repeated; it is used merely to
obviate the necessity of writing or printing the passage in full.

Ex. 161.
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841. How are whole-measure rests abbreviated ?
A whole rest fills a measure, whatever the time-value of the measure
may be; when thus used, it is called a whole-measure rest :—

842, How 13 a two-measure rest indicated
A two-measure rest is indicated by a block drawn vertically from
the third line to the fourth line of the staff, and sometimes marked
with the figure 2, thus :—
Ex. 163. Two-MEASURE ResTS.
or 2

348, How iz a four-measure rest indicated?

A four-measure rest is indicated by a bloock drawn vertically from
the second line to the fourth line of the staff, and sometimes marked
with the figure 4, thus:—

' Ex.164. A Four-MuASURS Rzer.
or4

844. When a greater number of measures are to be counted in silemece,
how are they indicated ?

Simply by figures, or sometimes by a broad dash, or two broad
dashes drawn obliquely across the staff, with the figures indicating
the number of measures, thus: —

Ex. 165, VARIOUS MBASURE RueTs,

R or or or or or
FEEE= S IVESRE ERELPE ZRELRT
345. How are such measure rests counted ? A )
By naming the number of the measure on the first count in the

measure.
NotE 57.~Thus these seven-measure rests would be counted as follows :—

Ex. 168.

1, 2’8)|2’2n 8’ L8,2131|4’2) 8"592! 8,'6,2,8,‘,7‘2,48.
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846. Vhen Aalf notes are tied with a dash across the ends of their stems,
Row are they 1o be performed?

They are to be considered as eighth notes, and struck alternately as
many times as would equal the value of & half note,

Ex. 167,
‘Written.

=t

Performed.

847. When Ralf notes are connected by two dashes, Row are they lo be
played?

They are to be considored as sixteenth notes, and struck alternately
as many times as would equal the value of a half note.

Ex. 168,
Writ
—Ol._ ‘.__
§ ——
Performed.

848. When half notes are connected by three dashes, Aow are they to be
played?

They are to be considered as thirty-second notes, and struck alter-
nately as many times as would equal the value of a half note.

Donizettt,

Norxz, 58.—The above example is to be played as if written as follows:—



Nork 59.—If the word tremulando, or tremando, or trem., be added, they are to
be played as quickly as possible, like & trill.

349. When the word ABPEGGLO is placed over chords, how are they to be
played?

The tones of such chords are to be played successively from the
lowest to the highest. (See Chapter XXIII.)

‘Written. Performed.

Nors 60.—“A 10" placed over chords has, in Bach and Handel, a more
extended meaning. 1t frequently takes in both hands, both up and down, thus :—

‘Written, Performed.

See Von Btilow, Tausig and Liszt editions of the various works of Bach and
Hiindel.—C. F.

850. What is the meaning of 8va......... 2 :

Jt is the abbreviation of the word Ottavs, usually meaning Ottava
alta (an octave higher), and signifies that the notes over which it is
laced should be played an octave higher. It is used im very high
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passages for the purpose of avoiding the neccssity of a bewildering
number of added lines. 8va Bassa (an ootave lower) is frequently
used. ¢
351. How is the 8va counteracted? a
By the word loco, which denotes & return to the apparent posi'.
on the staff, or by a sharp angle in the continuing line, or both, thus:—

Performed.

Nork 61.—Sometimes the words con ottavi, or con 8vi, are used, which mean that
the passage is to be ;la ed in octaves: If written over the amge. the octave
:3(0123 Tﬂm be add f written under the passage, the octave below must be

Ex. 175,

COM 8VL.cccetenianssares o

| .Y
l:t:.;:

E‘:ﬁ:‘""" == £

e -

COM BUL....ccevurrvemmesesencsnsone G W

‘Written, Performed,

862, In piano and organ music, how many staffs are usually included by
a Brace? )

Two; the Treble staff and the Bass staff.

868. The upper staff is generally for which hand?

The right hand.

864. The lower staff is generally for which hand?

The left hand.

855. Are there any exceptions to these rules?

There are; the right hand occasionally plays from the lower staff,
and the left hand from the upper staff. '

866. How are such exceptions indicated ?

By the letters R. H. or M. D., when the right hand is to play from
the lower staff, crossing over the left; and L. H. or M. G., when the
left hand is to play from the upper staff, crossing over the right.

1)
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Note 62.—The I M. D. are the initials of the French words Main (hand),
and_Droite (r}ﬂ:t)z . G. piean Main (hand), and Gauchke (left). The ltalian
M. D, (Maro Destra), and M. S. (Mano Sinistra), are often met with.

857. Are the clifs ever transferred from one staff to the other ?

Very frequently. The Bass clef is temporarily placed upon the
upper staff when very low tones are to be played with the right hand;
and the Treble clef is temporarily placed upon the lower staff when
very high tones are to be played with the left hand.

858. Is there any other clef besides the Bass and Treble clefs ?

A clef called the C clef i3 used in instrumental scores (for orchestras),
and was formerly much used in vocal musie, but never in piano music.

859. What tone does it always represent ?

Middle C.

860. What were its several positions on the staff ?

It was placed on the first line as a Soprano clef; on the second line
88 8 Mézzo-Soprano clef; on the third line as an Alto clef; and on the
fourth line as a Tenor clef.

Ex. 176. THE C CLE® IN IT8 SEVERAL POSITIONS,

Soprano Clef. Same as this,

E —1. J. 4 ﬂ‘s J I ! lI
C D E F G A BZC C DE F G A B O
Ex. 177.

Mezzo0-Soprano Clef. Same as this.

} - 0. i)
E==t s ass S =—==——=
C D E F G A DBGOC C D E F G ABC
Ex. 178,

Alto Clef. Same as this.

I — —-e' ‘. ‘c J 1 ! :
iS========r=========
C D EF G A B C C DE F G A B O
Ex. 179.

Tenor Clef. Same as this.

__T_—!—P—“—t"ﬁzf:u(} —+

C D EF G A BGC C DEVF¥ G A B C

Norg 68.—The C clef, as described above, is rarely used by modern wmw:ll:i
and i8 explained here more as a curious relic of bygone times than as a matel
aid to the learner. Most of the music which was written with this clef in its
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several positions, has been reprinted in our modern notation (exoept in orchestral
musie, in which these clefs are used for certain instruments).

There has been adopted in America, however, within the past fifteen years, a C
clef, which is very sensible, indeed, one which aimpl{ 18 the truth without
increasing the difficulty in learning {0 read music. This C clef fixes middle C on
the third space of the staff, and is used for the Tenor in vocal music ; it does not
change the pitch-names of the lines and spaces of the staff, but gives the exact
pitches which the Tenor voice sings, thus:—

Ex. 180, THE C CLEF A8 A MODERN TENOR CLEF.

C Clef. Same as this,
"' t O : '}
o ¥ + 5 I I ¥ : - - ] 1} T
— e —
¢ D E F G A BC C DEVF G A B C

Middle

361. What notes and rests were formerly used, other than those given in
Chapter I?

The Loxg, whbich is four times the duration of our whole note, with
its corresponding rest, thus:—

Ex, 181. THE LoNg AND REST.*
NoTe 64.—The Loxa, however, is seldom seen at present, except in old English
church musie. ]

We also sometimes find the one hundred and twenty-eighth note,
which is one-half as long as a sixty-fourth note. (See Beethoven's
Sonata Pathetique.)

Ex, 182. THE ONE HUNDRED AND TWENTY-EIGHTH NOTE AND REST,

# REMARK 6 —Dr. Mason says: ‘It seems to me that, if you refer at all to these
old and obsolete notes, the explanation should be more comprehensive, viz.:—
a. MaxInMa equals eight whole no%es.

b. LoNGA *  four ¢ ¢
¢. BrEvis ¢ two o b
Notes. ResTs.

Maxima. Longa. Brevis. Maxima. Longa. Brevis,

=

E

| &
d 3

d
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CHAPTER XIII.

THE TIE, SLUR, SYNCOPATION, Etc.

—

862. For what is the DIRECT (av) used?

It was formerly placed at the end of a staff, or at the bottom of a
page, to indicate to the performer the position of the next note.

Norte 65.—The DirEcT will frequently be found in modern English organ aocom-
paniments, when written in pure four-part harmony. It has there, however, a
somewhat different meaning, being used only when two parts, one of which is'in
each hand, cowme upon the same note. 1In thiscase the note is written for the hand

which most easily plays it, the other hand having the mark on the proper line or
space, to show what the * voice-leading is, thus:—

Ex. 163. THE DIRECT 1N ORGAN MTSIC,

= =
w w

—+—+

868. What is a T1E or BiNp ?

A curved line drawn over or under two notes on the same degree of
the staff. :

864. How are such notes to be played?

The key is to be struck with the first note only, but held down the
full length of both.

Ex, 184. THE TIE OB BIND.
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865. What iz a SLur?
A Slur is a curved line drawn over two or more notes on different
-degrecs of the staff, to denote that they are to be played in a smooth
and connected manner.
866. When two notes are marked with a slur, how are they to be played?
The first should be struck firmly; the second should be softer and
short. (See Remark 7,p 72)

Ex. 186.
= N\ SN S S
o e —_—
T L4

" Written.  Performed. ‘Written. Performed.

867. What is meant by SYNCOPATION ?

The commencing of a tone on an unaccented pulse of & measure, and
continuing it into the following accented pulse, thereby temporarily
displacing the usual accent.
~ 868. What is such displaced accent called ?

Emphasis.

NoTE 66.—While this use of the word emphasis is not universally employed, it
is rapidly gaining favor with musicians, for whenever syncopation takes place, it
calls fur extra force on the tones which are usually unaccented. and there should
be some distinctive term by which such extra force is distinguished from accent.
Inasmuch as this extra force predominates to the utter exclusion of the usual

- accent, thereby proving its sureﬂorlty for the time being, the term emphasis is

&;rtioularly appropriate, for *‘the province of emphasis is 80 much more important

an accent, that the customary seat of the latter is cha.nqed when the claims of
emphasis require it.” (See under * emphasis,” in Webstar's Dictionary.)

869. How is Syncopation usually expresscd ?

By a long note between two shorter ones (2); by an unaccented note
tied to an acoented one (5); and by a note beginning on the last half

of one pulse and continuing through the first half of the next (c).

. 870. How is the emphasis usually marked?

By two suddenly converging lines (*>), or by the word sforzando or
its abbreviation s, or fz, or ofz.
_ 871. In a syncopated passage, how can the player keep the time ?

The Bass and Treble rarely syncopate together; one usually marks
the regular time by equal notes. :

Norx 67.—In inodern music, long passages are of frequent occurrence, in which
both hands syncopate at once. Schumann was one of the first to use this etfect e¢x-
tensively ; eince his time it has become very common.—C F. (See Remark 8,p. 75 )
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872. Is emphasis ever employed in the usual divisions of a measure?

Very frequenily; when oertain effects are desired, the composer
directs the emphasis to be given to what is usually the weak part of
the measure, thus:—

878. What are the technical names of the several numbers of a key?

8 is called Toxic.

7 is called Sus-Toxic (or Lraping Toxzx).

6 is called SuB-MEDIANT.

b is called DomiNaNT.

4 is called Sus-DoMINANT.

8 is called MEDIANT.

2 is called Surer-Toxic.

1 is called Toxic (or KEy-ToxE).

874. Are these names applied to the minor keys as well as-to the major
keys?

They are.

~
»

RENARK 7.— Page 71, No. 366.—This answer docs not covr the whole ground.
If the firet of the two nutes falls on an unaccented part of the measure, it should
not be accented. Dr. Magon says: ** A 8 ur has nothing to do with the accent.
The accented part of the measure should always be accented, unless the composer
expressly directs otherwise. Pussages like Ex. 186 are perhaps more common
than the reverse, and this fact may account for the origin of the rule, which I,
‘l_xiver:helv.sa, think is illogical. The example (186) is correct, but so is the
ollowing : — .

—

E§ =T —ete.

I think the office of the slur is solely and simply to bind."”
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CHAPTER XIV. °

¥ eV

MOVEMENT AND EXPRESSION.

y g

875. How 1s the movement of a piece of music determined?

The most aceurate way of showing how fast or slow a piece of music
should be performed, is by the use of Maelzel's Metronome. (See
page 59 for a description of the Metronome.) There are also cer:ain
technical terms taken from the Italian language, which are used for
the same purpose by mueicians of all languages.

Nore 68.—Some German musicians, with Schumann at their head, have refused
to fall into the general custom, and put nearly all their directions in their own
mnfgl\mg . Certain English and American church writers have feebly attempted

la
low this unwise custom ; unwise, because it would necessitate the learning of
all languages by every broad-minded musician.—C. F

Norr 69.—In the following table the terms, which refer to the movement or .
tempo, have been graded, so as to form a scale of (}zfrees from slow to fast. If.
ocomposers would agree upon some such order of gradation, we would be able to
determine the movement of a piece of music with greater accuracy.

First Crass.—From zé:'agio.
50 to 60 beats per Le:t”: ; Very slow,
minute. I .
argo.

Larghetto.
Andante.
Andantino.
Moderato.

SecoNDp Crass.—From
56 to 76 beats per
minute.

Genile and distinct ; somewhat
less slow than the first class.

This is the middle class, and
indicates a brisk, but serious
and dignified movement.

72 to 104 beats per glloyrcttg. .

minute. Cemp 0 giusio.
on eommodo.

Allegro.

Vivace.

Con spirito.

Spiritoso.

FourTH Cuass.—From
100 to 182 beats per

Brilliant and spirited.
minute.

Tarp CrLass.—From {Hae:tow.

— e~
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Con brio.
Flgg wc;"ﬁ Kzron: Con fuoco. This clsss indicates the utmost
minut PeEY Presio. degree of rapidity.
©. Prestissi
eslissimo.

‘These are the principal words which are used for the purpose of
indicating movement ; their meaning, however, is frequently modified
and intensified by the use of other words, such as the following : —

Assai, very ; a8, Adagio assai, very slow; Allegro assai, very brisk,
very lively ; Moderato assas, very moderately.

Meno, less; as Meno adagio, less slow ; Meno allegro, less fast; Memo
mossa, less motion. ) .

Molto, much, greatly; as Molto allegro, much more lively; Molto
adagio, much more slowly. This word is more frequently used
for the purpose of modifying terms which indicate expression
and style. Molto crescendo, incresse greatly; Molto diminwendo,
decrease greatly. ) )

Mossa, motion (this word is almost universally written mosso, which
is a participle, and means changed, moved, affected).

Piu, more; as Piu adagio, more slowly; Piu allegro, more lively ;
Piu mossa, more motion (faster).

" Poco, a little, slightly, somewhat; as Poco adagio, somewhat slow;
Poco lento, a little elow. Poco is the opposite of Molto. The
signification of Meno (less) and Piu (more), is often modified by
Poco, as Poco piu mossa, a little mere motion ; Poco piu presto, &
little more rapidly.

Quasi, a8, like, almost; as Largo quasi andante, in a broad, large
style, but somewhat less slowly ; almost andante.

Troppo, too much ; as a musical term it is generally used with Non
(not) and Ma (but), as Ma non troppo, but not too much, e.g.,
Adagio ma non troppo, slow, but not too much so; Allegro ma
non troppo, fast, but not too much so.

Tempo, time ; a8 Tempo primo, in the original time.

876, How are the style and expression of a piece oj’ music indicated ?

By certain words from the Italian language, which, like those indi-
cating movement, are understood and employed by musicians of all
languages.

Norr 70.—The following 1ist includes the principal terms which are used for
the purpose of indioating the style and expression of musical compositions. As
the correct pronunciations are given in the ** Glossary of Musical Terms” at the
close of the present volume, they are omitted here,
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Ad libitam. At pleasure.
Aocelerando. Faster and faster.

Affettuoso. Affectionately; ten-
derly ; with feeling.
Affizione. Sorrowfully.
Agitato. With agitation.
Amabile. Amiably.
Animato. With animation.
Brilliante. Brilliantly ;
lingly.
Calando.

ing.
Cnntab}le. In o graceful, singing
style.
‘Creseendo, Gradually increasing
in strength or power.
Con precisione. With precision.
Dolee. Bweetly; softly.
Doloroso. Painfully ; sorrowfully.
Diminuendo. Gradually diminish-

ing. :

Delicato. Delicately.

Forte. Loud; fourth degree of
power.

Fortissimo. Very loud; fifth de-
gree of power.

REMARK 8.—Page 71, Note 67.

spark-
Retarding and decreas-

“Yg

'PALMER’S PIANO PRIMER,

Farioso. Furiously.
Grazioso. Gracefully; with ele-

gance.

Tndieiso. Undecided.

Innocente. Artless; unassuming.

Marcate. Marked; prominent.

Mezzo. Half way; middling; the
third degree of power.

Morendo. Gradually decreasing.

Piano. Soft; the second degree
of power.

Planissimo. Very soft; the first
degree of power.

Placido. Placid; pleasant; gentle.

Ritardando. Slackening the time.

Sehqmlmdo. Playfully; sport-
1vely.

Simplice. Simple; chaste.

sMorgande, With emphasis on one
particular tone.

Sostenuto. Sustaived and smooth.

Staecato. Short and distinct ; de-
tached.

Tranquillo. Tranquilly.

Tremando. Tremblingly.

this statement scientifically accurate?

Syncopation cannut extend over long passages without losiug its characteristic

nature. The

regular and normal puirations wust be made manifest at compara-

tively short intervals or true syncopation ceases. There cannot be contrast
without antithesis or opposition. “The long passages referred to in Schumann's
works, which seem to the eye as syncopation, are in reality an augmentation,
enlargement or broadening of the time. iNotice that the following passage fr.m
Schumann’s Concerto in A minor, is in 3{ measure:—

SCBUMANN'S ORIGINAL NOTATION.

=
~ete.
~

e s T R

e

. —~
~—

This i8 a syncopation to the eye, but to the ear the effcct 18 practically as in the
following example, which certainly greatly simplifies the passage: —

ALTERED NOTATION (for illustration).

The !oreroing example is from a work entitled *Planistic Expreesion’ (Das
Verstindniss im Clsrlereplel{; in which this subject has received able treatment.
Itisby A. F. Christiani. Published by Harper & Brothers, N Y.—Win. M.
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CHAPTER XV.

e

THE KEY-BOARD.

o

877. How is the key-board of a piano-forte or organ divided?
Into white keys and black keys.

878. What are the black Leys called ?

Sharps and flats,

879. How are the black keys further divided?

Into alternate groups of two and three.

Ex. 180. BLACK Kky GRoOUPH,

880. How are the white l:eys named ?

From the names of the first seven letters of the alphabet: A, B, C,
}-.E, Fand G.

381. How are these names applied to the key-board?

The white key at the left of the duo-group is C; the white key at the
right cf the duo-group is E; the white key between the two is D; the
white key at the left of the tri-group is F ; the white key at the nght
of the tri-group is B; the two white keys between F and B (or in the
tri group) are G and A.




Chspter XV.] PALMER’S PIANO PRIMER. 7

Ex. 190, Namzs or THE WHITE KEYS.

882. How are the black keys named ?

Each black key takes its name from the white key on either side.

883. If we read from left to right (low to high) what will the black keys
be called?

Sharps.

884, If we read from right to left (high to low) what will the black key
be called ?

Flats.

885. What ¢s the name of the black key between C and D 2

C sharp or D flat.

886. Whatis the name of the black key between D and E 2

D sharp or E flat.

887. What is the name of the black key between F and G ?

F sharp or G flat.

888. Whak is the name of the black key between G and A ?

G sharp or A flat.

889. W hat is the name of the black key between A and B?

A gharp or B flat. )

Ex. 191. NaMEes oF Brack KEvs.
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390. Which is middle C'?
The C which is about midway between the two ends of the key-board.

Ex. 192, TEx KEY-BOARD, SBHOWING MiIpDLE C.

] 2
5 5
ax a

'#or Gh

GHor Ap
;”oer

891. W hat comprises an octave on the key-board?

An octave comprises all the keys (black and white) from any given
key to the next one of the same name, either up or down.

892. How many groups of black keys are there in each octave?

Two; & duo-group and a tri-group.

893. Of how many octaves of keys does a piano-forte key-board consist 2

Most modern pianos are made with seven octaves of keys.

Note 71.—On the opposite page will be found a representation of the koy-‘boud
of a seven-octave piano, together with its corresponding notes on the

894. What is an ExaaBRMONIO CHANGE ?
The ochanging of the name and representatlon of a tome without
changing its pitch.

Norr 72.—The ancients used a scale whlc];‘l)rogmsed by intervals that were
one-half as great as our halfstep, and called it the Enharmonic Seale. This
scale became obsolete long ago, and the word ** Enharmonic’’ is now never used
except to indicate a change of name, representation and resolution (tendenoy),
without change of pitch.

895. Is every tone iapable of an Enharmonic Change ?
All tones can be thus changed.
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898. C changed enharmonically becomes what 2
B§, or D double flat.

Ex. 193, TH= Prrca C, EMOmomr CHANGED.

[
897. C% changed enharmonically becomes what ?

Db. :
Ex. 194, THR Prror Of, ENHARMONIOALLY CHANGED.

898. D changed enharmonically becomes what ?
C double sharp, or E double flat.
Ex. 196, THE P1ToH D, ENHARMONICALLY CHANGED,

F=SFE

899, D} changed enharmonically becomes what?

Eb.
Ex. 196. THE PrroE Djf, ENHARMONICALLY CHANGED,

400. E changed enharmonically becomes what?
D double sharp, or Fb. .

Ex. 197. THE Prrom E, Emuomcu,u CHBANGED.

401. F changed enharmonically becomes what ?
E$, or G double flat.

Ex. 198. THE Prrom F, ENHARMONICALLY CHANGED.

P

402. F# changed enharmonically becomes what ?

Gb.
Ex. 199, THE Prror F§, ENHARMONICALLY CHANGED.

403. @ changed enkarmonically becomes what l
F double sharp, or A double flat. :
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Ex. 200. THE PITOR G, ENHARMONICALLY CHANGED.

404. G4 changed enharmonically becomes what ?
Ab.

" Ex. 201. Tas Prrou Gf, ENBARMONICALLY CHANGED,

. 405. A changed enharmonically becomes what ?
G double sharp, or B double flat.

Ex. 202, Tee PrroH A, ENHARMONIOALLY CHANGED,

406. A% changed enharmonically becomes what?

Bb. .
Ex.203. THE PIToH A$, ENHARMONICALLY CHANGED,

407. B changed enharmonically becomes what #
A double sharp, or Cb.

Ex. 204. THE PITrcH B, ENHARMONICALLY CHANGED,

408. On what key iz C4 played?

On the black key between C and D.
409. On what key is D3 played ?

On the black key between D and E,
410. On what key is E} played?

On the white key F.

411, On what key is F pldyed ?

On the black key between F and G.
412, On what key is G4 played ?

On the black key between G and A.
413. On what key is A% played ?

On the black key between A and B.
414. On what key is B played ?

On the white key C.

416. On what key is Cb played #

On the white key B.
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416. Om what key is Bb played ?

On the black key b:tween B and A.

417. On what key is Ab played ?

On the black key between A and G.

418. On what key is Gb played?

On the black key between G and F.

419. On what key is Fb played ?

On the white key E.

420. On what key is Kb played ?

On the black key between E and D.

421. On what key is Db p’ayed ?

On the black key between D and C.

422. On what key is C double sharp played #

On the white key D. : .

423. On what key is D double sharp played?

On the white key E.

424. On what key is F double sharp played ?

On the white key G.

425. On what key is G double sharp played ?

On the white key A.

426. On what key is A double sharp played ?

On the white key B. ' )

427. Why are K double sharp and B double sharp never used #

Because they belong to scales which are so remote as to be of mno
practical use.

428. On what key s B double flat played ?

On the white key A.

429. On what key is A double flat played ?

On the white key G. ’

430. On what key {2 G double flat played ?

On the white key F.

431. On what key is E double flat played ?

On the white key D.

432. On what key s D double flat played?

On the white key C.

438. Why are C double flat and F double flat never used ?

Because they are of no practical use. -

Nore 73..—Scales 8o remote as to require double sharps or double flats in the
signature are rarely used, except for those who aim at great proficieney i reading
music, and even in such cases it is doubtful whether the same degree of pro.
ficiency cannot be gained in other ways, o

Norr 74.—0n the opposite page will be found illustrated the enharmonie
capabllities of the key-gggrd. pag
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Kx. 203, ApSOLUTE PITCH-NAMES ov TONES IN THE ITALIAN AND GERMAN
LANGUAGES, AS COMPARED WITH THOSE IN THE ENGLISH LLANGUAGE.

Enharmonic
Sharps and Flas) German Names..

.

Enharmonic
Double Sharps
and .
Double Flats.

- J0p 10 wuel
1191 10 ujs

Enbarmonto Italian Names.

Sharps and Flats.|

Absolute
Pitch Names.

Enharmonic
Double Sharps
and
Double Flats.

American and
£onarmonte | ENElish Names.
Sharps and Flats.

A bsolute
Pitoh Names.

N_N_N_/

Nore 75.—It will be noticed that in Germany the white keys have the same
names as in America, except B, which thoy call H (hal); the sharps take their
names from_the lettcrs, adding 1s, thus Cg is cis (cease), D} i8 dis (deece), F¢ is
fis (feece), G 18 gis (geesc), etc. 3 the flats follow a similar order, exc?t Ba,
xhtcg they call B (bay), Ap {s as (abg), Gy i8 ges (gace), Iy 18 es (ace), and D) is

s (dace).
. InTItaly the ryllables Do, Re, Mi, etc., are used as absolute pwch names (a8 wWo
use letters); the gliarps take n after the syllable name, thus, C
8 ren (mln} ¥gis fan (fahn), G§ 13 con (sown), A is an (1ahn) ; the fluts tako £
sfter the sy iable name, thus, By is sir (seer), is lar (lahr), Uy 18 ror (soar), 151;
18 mir (meer), and Djy is rer (rayr); but most bungling of all is their mode of
naming double sharps and double flats, the double sharps taking double nn, thus,
donn, renn, fann, gonn, lann ; and the double fiats double rr, thus, sirr, larr, sorr,
mirr, and rerr.

. American musicians have reason to congratulate themselves, not only that they

te rid of English crotchets and quavers, and hemi-demi-semi-quavers, every

‘her similar hemi-demi-semi monstrosity, but that they arc also/frec from Italian

1d French modes of naming tones, and sol-fa-ing.

"3 is don (doan), D$-

—n S e N
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CHAPTER XVIL

POSITION OF BODY, ARMS, HANDS, FINGERS, Etc.

o

434. What is the correct position at the piano

The player should be seated opposite the middle of the key-board,
8o that both ends are within convenient reach.

485. How s the correct distance of the body from the key-board to be
-ascertained ?

By placing the hands upon the key-board properly and observing that
the elbows are slightly in advance of a perpendicular line drawn from
the shoulders.

436. What should be the height of the seat ?

The seat should be high enough to bring the elbows on & level with
the surface of the keys, or slightly lower.

- e
Norg 76.—The seat should be firm. A strong chair, which is the right height,
is far preferable to a revolving stool. -

Nors 77.—The elbows slightly below the level of the keys were better for the
following reasons, viz.: it helps make the u‘pper arm more stea,d‘y;; it loosens
the wris! b{ causing a partial separation of the heavy parts of the hand and
forearm ; it helps the pupil to acquire a light wrist, becaure he must hold it up;
a more limber wrist, because freer to bend and turn, and it will help toward real
+ Individuality of cultivation, distinet articulation and consciousmess of the fingers,
toward giving better position to both fingers and hand, and toward discrimi-
nating better in touch, inasmuch as the gupll with a heavy upper arm, light
forearm and wrist, and steady hand, can learn to estimate the weight of the
finger in playln% independently of force or weight in the arm. 1t frees one from
the bad habits o lpunhmg bearing down or crowding the fingers. The habits so
easily acquired with a hi h elbow cause the unpracticed pupil to overweight the
fingers and touch, thereby freq‘;xently injuring the fingers which are already
weak, notably the fourth and fifth, cansing them to flatten and break down,
instead of keeping a firm, arched form. A high elbow generally helps to stitfen
‘the wrist, to elevate the stronger side of the hand, and depress the weaker side,
iving undue strength to the thumb, and shortening or cramping the weak
fingers. Players thus often mistake the power of a strong arm (which is large
.and heavy) for that of a small weak finger which the heavi arm causes to play
loud. Let us have the finger strength, form, bracing or striking power, indepen-
* dent of the arm. Then we can, for various purpoges, rafely indulge ourselves
‘occasionally with a high seat. That modern invention of the Yankee, the piano
stool, ought to *‘gn.” T advise a chair made neither too deep nor shallow, the
seat being horizontal (not tipping forward), with & perpendicular back, or one
artially suited to the curves of the body. e seat should have no influence on
{’he touch ; its back should neither allow of lounging, leaning back lazily, nor
erowdl forward. The support thereby gained will save much fatigue and
energy which were better expended in other directions; it will also keep one from
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beeomlnq round-eshouldered, or stooping, and in cases of many delicate women and
Elrls, will enable tHem to avoid ill-health, if not actual disease, frequently induced
y uunatural or laborious positions.—W. H. S.

437. What should be the position of the arms above the elbows ?

They should be kept close to the body, though without touching it.

438. W hat should be the position of the feet ?

The ball of the right foot should be placed over the damper pedal,
and the ball of the left foot over the soft pedal. (See opposite page.)

mmonly called the loud pedal, {8 used to
ng‘s] thereby allowing thewmn to continue to
to lift the foot from the du.n}:{)er pedal at the
lifferent chord is struck. any performers
by a continual use of the damper pedal.
) playing is more exasperating to an intelli-
te use ot this pedal. ‘L'he so al of an
hifts the key-board and action to one gide,
tring less, thus softening the tone, without
ne modern pianos this is accomplished by an
;he hammers nearer to the strings, thereby
% the distance). The soft pedal in aquare
oft buckskin between the hammers and the
e the piano is new, answers the purpose
vorse than useless, for it entirely changes the
| never be struck heavily during the use of
re both the hammer and the tuning of the

d by beginners nbr indeed b)" any one, until
and scientific teacher.

Nore 79.—For childten an ottoman or foot stool may bo used. Pedals for
children have been invented which can be attached to the ordinary pedals.

439. What are some of the common faults and bad habits which should
be strictly guarded against 2

Shrugging the shoulders, swaying the body either backward or
forward, or from side to side, protruding the elbows, contortions of
the face, such as frowning, raising the eyebrows, and grimaecing,
crossing the legs, shaking the head, ete. All such habits should be
studiously avoided until an easy, graceful and unconstrained position
at the piano becomes habitual.

440. What should be the position of the hand ?

Place the tips of the fingers and the thumb on five successive white
keys, exactly over the centre of each key (as regards right and left);
keep the wrist at, or slightly above, a level with the hand and arm
(neither raised nor lowered, but without constraint); keep the knuckles
and knuckle-joints on & level with the back of the hand. The fore-
part of the fingers should be gently rounded, the last joint of each
finger perpendicular to the key.

NoTe 80.—It will be of great service to the student to keep the knuckle-joint of
the second finger (index finger) slightly depressed, the knuekle-joints of the
fourth and fifth fingers somewhat elevated. Thig will cause the entire fifth finger
to assume & position nearer the perpendicular than the others. This touch pre-
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5.‘.'3',‘3’:;-32‘.}2 ;'t.]l‘; g;ma;:& sbtiull rcil':h‘nd r:u {'rl:g{ the llt:’num}_ﬂe-jotnm. This is the
e an (]
and certainty of execution.—W, H. gm e © position for developing strength

Nore 81.—For light, quick, crisp passages, the knuckle-joints can be hel :
still firmer, with the fingers more curved, 80 as to strike nex{rl on the milse, (li-n?soi:;
only & short distance and playing almost staccato.—W. H. Sy

Norkg 82.—For a more liqllllld. mellow quality of singing tone, allow the knuckle-
joints to rise more, and the fingers to stretch out partially flat: lifting them
- higher than usual will aid one to produce a fuller, deeper singing quality. —W.H.S.

Note 83.—The nailg should be kegt neatly trimmed, and never allowed to
become so long as to touch the keys when the fingers are at the proper curve.

Ex. 208, THE CORREOT PoSITION 6F THE HAND AND FINGERS.

441. Should the fifth finger be rounded as much as the others?
The fourth and fifth fingers should be slightly more extended than
the others, and not quite so much rounded. (See Remark 9, p. 89.)

Ex. 209, THE POSITION AND ACTION OF THE THUMB,

442. What are the correct position and action of the thumb 2

The normal position of the thumb should be stretched horizontally
so that its outer surface (with which the key is struck) will be on &
level with the surface of the key-board; it should be moved by the
joint which connects it with the hand, but should never create any
~otion of the hand itself; it should be kept continually above the keys,

R | s
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never permitted to hang down in front of them, and should never rest
upon the key-board.

Norm 84.—The joint of the thumb nearest the hand should, ordinarily, be
brought out from under the hand considerably, the end joint of the thumb
moderately curved in. The action of striking should be caused by the first-named
Jjoint rising and falling, not by turning or sticking out the end joint.—W. H. S.

EX. 210. TH= PosITION OF THE FOURTH AND FIFTH FINGERS.

Nore 85.—The hand, while gla.yln , should be held ordinarily go that the
centre of gravity will fall toward the thumb, i. e., the weak side high, the thumb
side not high, but also not heavy. .

Note 86.—The general position of the hand, as also that of the body, should
be perfectly easy and natural, a precaution eminently essential to a good style of
playing ; if the pupil have awkward habits to correct, so that an easy position
of body or hand requires great and constant watchfulness, there should be as littie
appearance of constraint as possible.

REMARK 9.—* The answer to 441 has age, authority. and almost universal cita-
tation on its side, but the ccnditions which so frequently force the fourth and
fifth fingers to play in a position *slightly more extended, and not quite so much
rounded,’ are essentially the same ‘n kind as those which occasionally, though
less frequently, itate the extension of the d and third fingers, Asthe
training of the second end third fingers is not based on these special conditions,
but 0k 'y with a view to the best development of their powers, 20 too, the fourth
and fifth fingers should assume in technical practice the symmetrical position
displayed by the second fingers in Ex. 209, and should cuitivate precisely the
same movement in all particulars, the only distinction between tbe sccond and
third fingers and the fourth and fifth being, that the fourth and fifth should
practice every motion at least twice a8 many times as their more advantageously
olrcumstanced comrades.”—A. R, P,
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CHAPTER XVIL )

TOUCH.

F e

448, What is the main point to be considered as regards the study of
touch #
The main point of difficulty in the study of fouch is to learn to
connect smoothly two or more successive tones.
444. Into how many classes may the study of touch he dwided, and what
are they called ?
Four: legato touch, legatissimo touch, staccato touch, and porta-
mento touch.
445. W hy is the legato touch most important of all ?
~& Because it occurs most. frequently and is always to be used where no
other is especially marked ; it is to be used in all finger exercises with
the hand at rest.

Nore 87.—It i8 the nature of melody and the song-like element in music. Itts
the correct touch for running passages requiring execution or brilliancy. —W.H.S.

446. W hat are some of the rules for the legato touch ?

The fingers and thumbs must be moved only from the knuckle-joints;
the unoccupied fingers must be kept at an equal distance from the keys,
but not allowed to touch them before the instant of striking; in striking,
the finger must touch the key exactly in the middle; each finger, after
striking a key, must be lifted quickly, and at the instant when the suc-
ceeding finger strikes its key, so that the successive tones may neither rua
into each other, nor be separated perceptibly; no movement of the
hand should be permitted other than that which necessarily arises
from the moving of the proper muscles and sinews, especially when
the other fingers are holding tones; if a strong, full tone is required,
the fingers must be raised so much the higher, and press with greater
weight upon the keys; if the tone is to be subdued, the motion and
pressure of the fingers should be more moderate. (See Remark 10, p. 99)

Nork 88.—In es which are to be executed with gm};t. rapidity, the fingers
ocannot be rai; as high as in slow passages ; however, if rapid passages require
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great force, or great dellesay, it will be perfeetly possible when the strength of the
ngers has been developed to the utmost ; for, generally, rapid passages may be
regarded as a teet of a performer's proper cultivation.

447. Eow is the STAcoAaT0 ToUCH executed ?
With the aid of the wrist.

Ex. 211, TaE StAccATO ToUCH (striking from the wrist).

448. What are some of the rules for the staccato touch ?

The haud must be slightly raised by the wrist, and, with an easy
movement, thrown, as it were, upon the keys. As soon as it has
struck it must be raised to its former position ; the raising of the hand
should not be effected by lifting the forearm, which has nothing to do
with this movement; in running passages, of course, the arm moves
along with the hand.

Note 80.—The forearm should be trained to keep perfectly steady in this
exercise, neither rising nor falling. Also the fingers should be kept fixed in a

curved form, arch-like, never with unnecessary finger movements or hollow places
in the knuckles or finger-joints.—W. H. 8.

Note 90.—Great care, iowever, should be constantly taken that the arm be not
kept too stiff, nor the movement of the hand too violent ; otherwise the performer
may present & very ludicrous.appearance.

In rapid and in soft fassages, there is less movement of the wrist than in the
medium B:seages, or in those where force i8 required; in such rapid or soft
passaﬁes e staccato may often be produced by merely drawing back the fingers
quickly after striking, and without any very marked movement of the wrist.

449. In what does the legatissimo touch consist ?

It consists in this, that a key, after being struck, is not raised again
at the striking of the next one. By this device (which should rarely
be employed except with tones that belong to the same harmony) the
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tones are made to run into each other, as it were, producing a greater
fulness of tone.

Nore 91.—TIt is a t aid, however, to musical expression when a%lied to
melodies and song-like effects, especially in slow and sonorous themes.—W. H. S.

Norr 92.—As this mode of touch 18 to be used only with t care, the student
ehould abstain from it entirely until the legato to is perfectly mastered. This
suffering the fingers to remain upon some keys after others are struck is in direct
opposition to the principles of the legato touch, which, unless previously mas-
tered, is thereby rendered so much the more difficult. (See Remark 11, p.94.)

Ex. 212. THE LeGATIssSIMO TOUCH.

Ex. 213. LRGATO AND LEGATISSIMO COMBINED.
Beethoven.

N
Legatissimo touch.

450. Define the portamento touch.

The portamento touch may be defined as & compromise between the
legato touch and the staccato touch ; it is used when notes are marked
with dots, over which a slur is drawn (see Ex. 217) or thus: ..£ . The
tones must be held nearly their full time, and are to be played with
a pressure of the fingers courresponding with the strength of tone
required, and by slightly raising and dropping the fore-arm.

Nore 93.—The following examples show the same E)omge layed first legato,
then legatissimo, then sta%cato, and lastly, portamento. i

Ex. 214.
Legato.
Ex, 215.

Legatissimo. .J-—J .

dJ
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Ex. 216,
Staccato., !

H

Ex. 217.

_, Portamento. .o o . .
ettt

Nots 94.—Example 217 should be playcd as though written somewhat as
follows :—

——ta

Nore 95.—Thus far in the present chapter the writer has followed the system of
Touch as given by Louis Plaidy, Professor of the Piano-Forte at tho Conserva-
torium of Leipzig, but he cannot permit the present opportunity to pass without
urging upon all pupils (and more especially the teachers), to make themselves
masters of the method of ToucH a8 laid down in Dr. Wm. Mason’s ‘‘Systcm of
Technical Exercises for the Piano-Forte,”” edited by Mr. W. S. B. Mathews
}publlshed by Oliver Ditson & Co.). Wo are kindly permitted to quote the

ollowing synopsis from Dr. Mason's Method of ToucH:

TOUCH.
“ToucH is divided into Finger touch, Hand touch, and Arm touch,

I. FiNeER TouUcH.

“This is made by moving the ﬂnFers at the third joint, hand and arm being
quiet. It consists of two elements, viz. : The attack (the force with which the key
is struck) : and the cungfi pressure (whereby the key i8 held down and the tone

rolonged). Legato playing involves both elements; Staccato only the first.
g’hore are two forms of Legato finger touch, namely : The CLINGING ToUCH and
the PLAIN LEgATO ToUCH.

“The CLINGING ToucH {8 the extreme form of legato touch. Itconsists ofan
attack which, at the beginning of a phrase, ma{ cowe partly from the wrist, but
when not beginning a phrase must come from the finger only ; it is prolonged by
8 heavy clinging pressure, the sensation being of pressin, down the key. In
changing to the next tone this pressure must be transferred to the next key with-
out being assumed by the arm, or at all relaxed. The secret of legato playing is
the transferenceof this clinging pressure from one key to the next withou paruaﬁly
or ontirely relaxing it just before the next key isstruck ; such relaxation gives rise
to a vertical motion of the hand, a sort of hopping motion, which, when once
acquired, 18 very difficult to overcome,

‘“In the PLAIN LEGATO TOUCH, the attack, clinging pressure and transference
is the same a8 in the clinging touch; it differs from it in that the attack and
clinging pressure are not 80 heavy, and, especlallz in that the clinging pressure
causes & different muscular sensation. In the CrLiNagING ToUCH the pressuro
always exceeds the natural power o{f the finger, 1. e., the key i8 held down inten-

a tionally by an eflort to do go, while in the PLAIN LEGAaTO ToUcCH the pressure

| does not exceed the matural force of the finger. The PLAIN LEGAaTO TOUCH i3
applicable to all kinds of running passages. The CLINGING TOUCH is applicable
to melodies, and is alzo used in the slow practice of runs.

*STACCATO TOUCH i8 of two kinds, viz.: The MiLp StaccAaTo ToucH and the
ErasTtIc ToucH,

**The MILD STACOATO TOUCH consists of an attack ouly. It has two forms,
namely (a), in very rapid gassafea it i3 éffected by moving the finger from the
third joint without sliding the point of the finger on the key ; and (b), whenever
the time will admit, it is effected by striking the key with tho finger moving
chiefly on the second joint and sliding inward toward the palm of tho hand.
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*The ELASTIC ToUCH i8 the extreme staccato, and consists of a very forcible
attack made by the instantaneous flexion of all the joints of the fingers, as in the
act of spitefully shutting the hand. .

“Among the most troublesome cases with which the teacher will have to deal,
are those of pupils who have fallen into the habit of playing everything staccato.
The touch they use is neither of those deacribed above, but an objectionable one,
made largely with the hand and arm. It may always be reoo%nlzed by the
hopping motion the hand has in rlaylng scales and runs. The fault here is that
the clinging pressure is either entirely wanting, or is rcleased when the tone is but
&art'lally completed ** (Here follow instructions and exercises for correcting this

ult. See page 22, ‘‘ Mason’s Plano-Forte Technics.”) -

I. Tax Haxp ToucH.

“This is also called the Wrist Touch. It is produced by swinging the hand on
the wrist joint as a hinge. It is applicable to all staccato chords and octaves,
although it may be more or less modified by combination with gome one of the
finger touches. In the legato octave and chord touch there is a clinging pressure
of greater or less force. In stacoato octaves there is no clinging pressure. The
ELasTIO TOUCH (extreme staccato) for chords and octaves is produced chiefly by
the fingers, as in the Evastio ToucH already described. (W. H. 8. uses a form
of fore-arm or hand touch for extreme staccato, especially in heavy chords, or in
playing where the time between notes will admit of the grester motion.) The
attack-force in heavy passages may besomewhat increased by force from the wrist,
and in this touch the natural rebound is greater than the Elastic Touch of the
finger only. In its execution, the elbow must not be moved backward or forward,
The hand i8 to be shut spitefully, the fingers striking the keys while in the act of
closing, and at the same time, or in consequence of this blow upon the keys, the
hand rises sli%htly from the wrist (which must be held loosely), and presents the
appearance of & ‘fist.’" (Here follow observations with regard to the artistie
:In.ppllcntion and modification of these different touches. See *‘ Mason’s Piano-

orte Technics,” page 24.)

III. Tee Arx ToucH.

*“This is produced by moving the entire fore-arm and hand on the elbow joint,
the fingers and wrist being kept rigid. We mention this touch because it is very
often used in playing chords and octaves by those who have not been properly
taught. It was the method of octave playlng taught as late as the timo of
Moscheles, but it 18 now comparatively disused by artists, having been superseded
by the Hand Touch, which produces a much better tone with less fatigue of
muscles.” (This last can be taught, with a pliable wrist, (1) a8 » means of accurate
phrasing, e. g., as applied to & two-finger exercise; (1) as a means in chords and
octaves, ofavoidlnf Y p ion and i of the fingers; (IIL
asa means of adding weight to a grip-touch, in which tﬂe hand does not shu
spitefully, but closes only enough to give the fingers a firm grasp of the keys.
—~W.H. §.) (See Remark 12, below.)

In closing this chapter on Touch, the writer cannot too strongly urge an
acquaintance with the work from which these remarks are gleaned. Especial
attention is directed to Dr. Mason’s *Two-FINGER EXERCISES;’ his *APPLI-
CATION OF REYTEM TO EXERCISES,” and his **ScALES 1¢¥ OaNON FoRM, eto.,
all of which not only tend to greatly lessen the tedium of practice, but, what is
much better, they render common practice absolutely interesting.

REMARK 11.—Page 92, Note 92 “1 always begin with the super-legato touch
and find it works adwirably. No danger need be appreheuded if another
*exercise is given to countcrbalance and accompany it. and to be practiced alter-
nately in connection with it. Such two exercises are especially admirable in their
combined result, as they help each other and, at the same time, each acts as an
antidote to correct bad results which might arise from the exclusive practice of
either alone.”—Wim. M.

REMARK 12. (On the Arm-Touch.) ‘A boy is said to have defined salt as ‘s me
thing that made potato taste bad when th.re wasn't any in it.” So much, at
least, may be s..fely claim d for the ARM-TOUCH in relation to hand and fi.ger-
touch in man{ cases. To leave the fore-arm without sysiematic training in
precision, elasticity and lightness of m.otion, is to handlcap, not aid, the wrist
and hand in their own specific work.”- A. R. P. [Note the special attention
paid to the fore-arm in Mr. Parsons’ ** Rhythmic Exercizes for Fingers, Hand and
Fore-urm,” New York, G. Schirmer.- H. R. F.]
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CHAPTER XVIII,

Y A

FINGERING.

Y 0

451. What is understood by fingering ?

A proper distribution of the fingers while playing key-board instru- -
ments like the Piano-forte and Organ.

452. How should the hand be placed ?

The hand should be so placed as to remain as much as possible over
five keys, that each finger may cover its respective key, thus rendering
the motion of the hand scarcely perceptible.

453. How is the fingering usually expressed ? -

The thumb is marked 1, and the fingers 2, 8, 4 and 5 respectively.*

4564. When a passage requires more than five keys in succession, how ts it
fingered ?

The thumb must pass under the fingers, &nd the fingers must pass
over the thumb.

455. Under which fingers may the thumb be passed ?

The thumb may be passed under the second, third and fourth fingers,
and, in extreme cases, under the fifth.

Ex. 219,
:._:___'gﬂ;?é;é%;;} s
E A SRR AR -4 R

" Righthand.
Ex. 220,

e

1 2 3 4 1

T T2 1 3
Left hand.

Nore 98.—When the thumb is to pass under, it should be carried along under
tho fingers, so as to be under each finger just as that finger strikes its key ; thus it
will arrive at its own key exactly at the right instant,

Nore 97.—In rapid scale- and arpeggio-playing, this rule might cause the thumb
to arrive at its note too late. A sate rule would b to have the thumb pass one
note beyond the one to bo struck each time ; thereby arriving at a point above its
kgge an lns%n}i br{;are it is required. ‘This is a good general rule for all fingers to
observe.—W. H. 8. .

* Many excellent teachers, both in England and America, still use %, 1,2, 8, 4;
but as, by fur, the greater number have adopted 1, 2, 3, 4, 5, it has been thought
best to follow thut 1ude of fingering in the present work.
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456. Which fingers may be passed over the thum) ?
The second, third and fourth fingers may be passed over the thumb,
and, in extreme cases, the fifth finger.

s 4 8 2 1

Right hand.

s 5 4 3 2 1 3 2 1 4 3 2 1 4 3 2 1
Left hand.

457. Is it allowable to pass one finger over another ?

It is not.

Norr 98.—These positive rules for. fingering are only for those who have not yet
developed each and eve:ly ﬂn‘fer to its utmost capacity, the object being to place
the muscles of the hand and fingers under the gerfeet control of the will, and
when this is attained, the student may throw aside these rules, and choose such
fingers as are most suitable for executing the passage in the required time and
force. Students should not consider theinselves free irom the law, however, until
they have completely mastered all these rules for fingering. (See Chapter IX of
Dr. Bidez’ exhaustive treatise on ‘“The Art of Fingering,” an octavo volume of
72 pages devoted to this one subjeecband well worth a careful perusal by every
teacher. Address Aloys Bidez, L.L. D, Charlotte, North Carolina.)

Nore 99.—Both Ohoyln and Liszt make great use of passing one finger over
the other. See Chopin’s Etude, Op. 10, No. 3, as an example ; the right d is
fingered thus :—

458. Is it allowable to play two or three conseculive notes with the same

finger 2
It is not; every note should be played with a different finger, unless
a rest intervenes.

Nore 100.—Liszt and Chopin frequently use the same finger forseveral consecu-
tive notes. See Chopin’s Ballade in F miner:—

Ex. 224,

| = 9]‘?2&, I “
@H%F__T%—;—J ete.
1 1 1 1

11 1

for an exn.mgle for the thumb ; and I also call to mind (without being able at thiz -
moment to find them) cases where a slow scale has been fingered with the third
or fourth finger all the way down, for special effects.—C. F.(See Remark 13, p 99)

~
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Nore 101.—The last two notes are given for the benefit of playars who are suffi-
ciently advanced to be able to comprehend the necessity for all such exceptions to
our general rules. As was remarked in Note 88, ** Students should not consider
themselves free from the law, until they have completely mastered all these rules
for fingering.”—H. R. P.

459. What are some of the principal ways of facilitating the execution of
rapid passages ?

First, by changing the fingers whenever a note is repeated, as at (a)
in the following example ; second, by contracting the fingers, as at (5);
third, by extending the fingers, as at (¢).

460. What is the proper fingering of the major scales with the right hand?

In seven scales the thumb falls on Four of the scale, viz ;: the scales
of C, @, D, A, E, B and F4 (same as G»); in two scales—viz. : Abpand
Db—the thumb falls on Three of the scale; in two scales —viz. : Bb
and Eb—the thumb falls on Two of the scale; in one scale—viz.: the
gcale of F—the thumb falls on Five of the scale.

461. What is the proper fingering of the major scales with the left hand ?

In six scales—viz.: the scales of C, G, D, A, E and F—the thumb
falls on Five of the scale; in four scales—viz.: Bb, E», Ab, Db (same
a8 C#)—the thumb falls on Three of the scale; in two scales—viz.: B
and F} (same as Gb) —the thumb falls on Four of the seale.

462. What is the proper fingering of the minor scales ?

The fingering of the minor scales is the same as that of the corres-
ponding major scales, except in the scale of F4 minor the thumb of the
right hand falls on Three of the scale; and in the scales of B> minor
and Eb minor, the thumb of the left hand falls on Two of the scale.

Nore 102.—It will be noticed that, thus far, in our rules for fingering we have
made all depend on the thumb; there is another scheme (found in Mason &
l-loa:l&’s method), in which the distribution of the fingers is made to depend

e fourth finger (next to the last finger). The scales are grouped into three
classes, according to the similarity of their fingering, as follows:—

FIRsT CLASS: Scales of C, G, D, A and E.

) . § Right Hand, fourth finger on Seven of tho scale.
Fingering : 3 Loft Hond, fourth fingor on I'wo of the s0ale.

Ex. 226. C ScALE. Ex. 227. G SoALm.
Right hand.
a1 2
j A

3 1 % :‘I ‘| 5 : l] 2] 3 1 2 3 _:_
@:ﬂ;&?ﬁ:ﬂ:ﬂ:‘;ﬂﬁ:ﬂ:ﬂ:}c__ﬁ:c_ == :ﬂ
? " 2 1 3 3 1 3 ¢, 72 1 9 2 1

Left hand.
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Ex. 228. D ScaLe. EX. 220. A ScALE.
Right hand.
g1 _2_3_1__3_ 3 _4_5 g3 1 3 3 1 1 s
e —
_5’ 3 32 AP s T
Left hand.

Ex. 230, E ScaALm.

Right hand.
1

Left hand.

Nore103.—In these cases it is taken for granted tlmt the thumb follows the fourth
finger in outward movement, and that the secon third fingers follow the
thumb, and are again followed by the thumb

NotE 104.—When the right hand asocends, or the left hand descends, it is called
outward movement ; when the right hand descends. or the left hand aaoends itis
called inward movement. (See Dr. Bidez’ ‘‘Art of Fingering,” pp. 5 and 8.)
n‘:lng thhe:e éerms n this sense, wo are cnabled to give single rules which willapply

both hands

Seocoxp CLABS: Scales of B (C,), F} (G) and C} (Dj).

z nglt Hand, fourth finger on A% or Bj.

Fingering : nd, fourth finger on Fg or Gj.

(Thescalesof thisclass being enharmouic, arc here given with both representations )

Ex. 231, BSocaLz. Ex. 232, F}Scars.
5
3 .
12 3 1 3 4 e o 2 3 4 1 3 3 1
-Q:E—'_:g1 T #If#‘ 1—— - lxgzél
e — T - . ‘“ ¥ F — 1 i
'. 3 2 1 & 3 2 1 4 3 2 ‘l 3 2 1 4
Cy SCALE. G} ScALE.
4 5
13 3 302 4 = 1 4 12 3 2
e e S ———" ————
1741 li . "_j:‘ — T 4]
4 8 32 1 & 8 2 1 PO 1T 3 2 1 4

Ex. 233. C}ScaLz.

o2 3 1 2 3 4 1 =
h'S T ¥ |I
-r T —+ :

% kdib S S
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TRIRD CLASS: Scales of As, E,, Byand F,

Blglt Hand, fourth finger on By,
Fingering: { Left Hand, fourth finger on Four of the scale (except the scale
of ¥, in which it falls on Q).
Ex. 234, Ay ScaLE. Ex. 235, E) ScALE.
Dt 3 2. 'X‘P' g 3 1 2 3 4 1 3 3
B~ ——t —
J,Fu" _?_.:L':!ﬁ
3 10 S 2 1 4 ‘s 2 1 3
Ex. 237. F ScALE.
« 1 3 3 12 3 4 123 4 12 3
—3—F ‘:17 EJ*‘—-HD————" —® e yo——
- ¢ 7 ¥ s 2 1 3 ¢ 3,
3

Norn 105.—Mr. W, H. S, suggests that the unusual method of fingering the
scales of G, D and A. with the thumb of the left hand on B and E, is easier for the
hand, for obvious reasons.

REMARK 10.—See answer to §446, p. 90, last two clauses. ‘I wish something
could be said to call attention to tho evil resuits ot litting the fingers too high in
Piano-forte practice. Many perzons fail to acquire a gwood touch gimply becausze
they fall into this habit. 1t has its use in moderation and proper proportion. but
as a rule, according to mnany eminent teachers and pianists, the fingers in playing
sLould be held very near the keys; sonority of toue is produced not merely by
s(rlkiu;{] the keys, bur, by a certain blending or mixture of force pressure and
strength, combined with elasticity. This touch 18 difficult to describe, but the
ear can iminediately distinguish the effect.”—~Wm. M.

REMARK 13 - Page 96, Note 100. * For illustration of :cale passages p'ayed with

fourth and fitth finger alone, see Chopin's Nocturne, Op. 9, No. 2, in E flag
major."—Wm. M.

247654\
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CHAPTER XIX.

> v d

SCALE PLAYING. (Major.)

>

Nors 108.—Tae beauty of soale-plaflng consists in equality, roundness and
uaninterrupted continuity ; there should not be the slightest indistinctness, nor
should there be any appearance of hurrying, or of hesitation; no tone should be
more prominent than another, except when it is o intended. Good scale-playing
i8 the real foundation for an cven, eatisfactory and musician-like performance.
No one can hope to become a good player who does not devote many hours eaeh

week to the diligent and conscientious practice of scales.
As tho passing of the thumnb under is more difficult than the passing of the fin-
E::;s over, thoasceuding scale should be practiced more frequently with the right
d, and the descending with the left hand ; each should be practiced separately

at first,

Note 107.—If the wrist in outward motion be trained to lcad or glide along
in tho direction of the scale, thereby bending outward, the elbow remaining
steady, tha wrist light, it will 8arve to keep the hand in a more uniform pesition,
facilitate the work and render the scale smoother.

Especial care should be taken in g:ssing the second finger over tho thumb to
accomplish it without turning the hand out, or lifting thé elbow or wrist. The
second finger should be curved and raised, passing over the thumb when the
thumb strikes, thereby ﬁeulng‘lnw osition for its key one note in advance. This
can bewcompilshedwlt alig me steady hand and elbow. Inleading thohands
outward thesecond ﬂnqer, after playing, can lln.; curveand be held close to or partly
over the third: the third, in its turn, can do similarly with the fourth; thereb;
helping the preparation for new positions. When lpl'mm(:lng the scales inwal
the fourth finger can ba trained to lift, and move close to or partly over the thi
finger (after it has pl:lyed{; the third finger can do similarly with regard to the
second ; thereby in helping the work of pre(fa,mtion for new positions. The
thumb should stretch out away from the hand, during inward motion, as goon as
released from its key ; the fingersand thumb should now do the work of leading,
the wrist continuing td bend outward. This position of the hand brings the w
fingers squarely over the keys, whether white or black, the thumb near the ed
of the white keys. All of these rules are of equal or greater efficiency in the

practice of arpeggio-playing.—W. H. 8.

Notx 108.—When both hands are taken together, practice the major scales of C,
@, D, A and E first, and in contrary motion, for greater e%unllty in'the two hands
is to bo obtained 11 this way, because the corresponding fingers and thumbs are
passed over and under at the same time. Playing the scales in parallel motion
presents some difficulties at firat, because this correspondence does not take place.
(See Remark 14, p. 109). When a wrong key is struck, or false fingering made,
the student should begin the scale again, instead of correcting the errur where it
occurs. In this way only can certainty and accuracy of execution be attained.
As soon as the scales can be played in contrary motion and in parallel motion
with perfeet certainty, the student should practice them in thirds, sixths and
tenths. When a firm, even touch has been acquired, the scales should be prac-
ticed with different effects of light and shade, particularly with a crescendo in
ascending and decrescendo in escendln‘;. thus preparing the way for a rule
which is almost univemll{ recognized In mus'cal extpresslon. in crescendo
playing caretully guard against the too common habit of hurrying,
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Nore 109.—Especial attention must be given to the thumb in praotlolng ths
gcales, taking care that it glides along under the fingers as described at Notes 96
and 97, Haxe 85, and this espech.l atteution should be kept up until perfect fluency

DIATONIC SCALES.

PRELIMINARY STUDIES.

and facility are attained

1 2 3 1 3 2 1 % 3 1 3 2 1884 1433 1234 1433
|

1432 1331 4321
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MAJOR SCALES.

Ex. 48, C MAJOR: IN OCTAVES.
5

NOTE 110.—These Scales may be played t h three or tonr octaves, and wml
the hands an octave farther apn.rt- the; ws also be played in contral r{
beglnnlng with boklr hands in the the Key-board and playing in oppo-lte

directions and
C MAJOR: IN TENTHS.
1

NOTE m.—-‘l‘n play this 8cale in Thirds, take the ahove example [Tenths] and be
gin either an octave higher with the lett hand, oran octave lower with the right hand'

EX. 250. C MAJOR: IN SIXTHS.

NoOTE 112.—1' hi: Thi bring the hands an octave r each
othayor oplayt s Scale in rds, bring the NEAre!
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Ex. 253, G MaJOB: IN SIXTHS,

= =L

Nmr."'us.—'l‘o play this Scale in Thirds, bLring the hands an octave nearer each
other iu beginning.

Ex. 256. D MAJOR: IN SIXTHS.
1
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st EES

No'rn. 114.—To play this 8cale in Thirds, bring the hands an octave nearer each
other in beginning.

A MAJOR: IN SIXTHS.

NOTE 115.—To play this Scale in Thirds,
othex T beglnnlng? y , bring the hands an octave nearer each

EXx. 262, E MAJOR: IN SIXTHS.
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Ex. 263. B MAJOR: IN OCTAVES.

Nore 116.—This Scale, being enharmonic with that of C Major, will suffice for

EXx. 264. B MAJOR: IN TENTHS.

NoTE ﬁ7.—To play this Scale in Thirds, bring the hands an octave nearer elch
other in beginning.

Ex. 265. B MAJOR: IN SIXTHS.

3
1
Notx 1t5.—This Scale, being enharmonic with that of F§ Major, will suffice for

EX. 267. Gk MaJor: IN TENTHS.
1

both.

3

. 1
NOTE lll—'ro play this Scale in Thirds, bring the hands an octave nearer each
sther in beginning. : . - )



106 PALMER'S PIANO PRIMER. {Chapter XIX.

Gk MAJOR: IN S1xTHS.

0 3 1
NOTE 1z'o.-’rma Scale being enharmonic with that of C§ Major will suffice for

Ex. 270. D MAJOR: IN TENTHS.

oo

i : i
4 3 1

3
NOTE 121.—To play this Scale in Thirds, bring the hands an octave nearer each
other in beglnninx.’ v ing

Ex. 271 Db MaJor: IN SIXTHS
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L3

1
NOTE 122.—To play this Scale irr Thirds, bring the hands an octave nearer each
other in beginning.

EXx. 2714 Ab MAJOR: IN SIXTHS.
: 1 3

K 4
NoOTE 123.—To play this Scale in Thirds, bring the hands an octave nearer each
other in beginning

EX. 277. Eb MAJOR: IN SIXTHS.
N 4
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BY MAJOR: IN OCTAVES.
1

e e 3

[Ohapter XIX.

1

. rgl .
NOTE 124.—To play this Scale in Thirds, bring the hands an octave nearer each

other in beginning.
EX. 280.

Bb MAJOR: IN SIXTHS,

3
N -
stherﬁ%e %m'gg.play this Scale in Thirds, bring the hands an octave nearer each
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Ex. 283. F MAJOR: IN SIXTHS.

REMARK 14.—Page 100, Note 108. * The scale of D flat major in parallel, as well
ag contrary motion, is, according to my experience, the easiest to begln with,
because of its easy hand-positien and uniform motion of the thumb. As being
especially applicable to the hand-pogition belonging to this scale, 1 refer you to
the last sentence but one in Note 107, viz.: ‘This position of the hand brings the
weak fingers squarely over the ke{-. whether white or black, the thumb being

near the edxo of the whiie keys.' It is maintained by some piano-forte teachers
that the chromatic scale is easiest for beginners, on account of the uniformity uf

tingering.'’—Wm. M.
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CHAPTER XX, -

Y ot

DOUBLE NOTES, (Scales in double Thirds,) etc.

461. What should be the position of the hands while playing double notes,
such as thirds, fourths, sixths, etc ? :

The hands should be bent a little outward in the owtward movement,
and a little inward in the inward movement. (See Note 104, page 98.)

462. In playing Thirds, outward, what is the rule for the passing of the
JSingers? o

When the § have been used, the thumb must be passed under the
second finger, and the third finger passed over the fourth; when the §
have been used, the thumb must be passed under the third, and the -
third over the fifth. In the latter process it is not allowable to raise
both, but the connection must be made by expertly turning the third
over the fifth.

463. How are inward Thirds connected ?

In playing Thirds inward, after using the } the connection with § or §
must be made with the second or third fingers turning over the thumb.

NoTE 126.—In Scales of Sixths, the connection between § and ¢ is to be
made by the second and fourth stretching apart as much as may be, the
second gliding off the key in outward motion, the fourth gliding off the
key in inward motion; the management of the thumb, however, requires
careful study, that smoothness may be attained. The rules for the Scales
of Sixths, are equally applicable to Fourths in Chords of the Sixth; and
also to Fifths in Chords of the Diminished S8eventh. Great care mhust
be taken in playing Thirds, Fourths, and Sixths, that the fingers strike
their rgsb;iec ve keys at the same instant, 8o that no separation will be
perceptible.

PRELIMINARY EXERCISES.
Ex. 284. IN THIRDS.
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Ex. 285. IN SIXTHS.
8§13 ¢3¢ $ 3 t3 it

T AT I—
2 —

* The fingering of the Scales in Fourths (R. H.) is nearly the same as that
of the Scales in Sixths; e. g.

Ex. 289,
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Ex. 290. G Muon IN 81XTHS.

. 14l 5 { Lféﬂ-é._i 143 313{ ;
i rossrrt ;1’5'3;"‘_%'-._-‘ =S
v

v — = —— ‘— —

\

"-'=,‘.-.rr'_,. o e e, L]
— - I U

!'31'5%@
z.liiili $33 343 1331

D MAJOR: IN SIXTHS.

Q11311810 (n

@ 1 r) '
aa b ,. <za‘ 1D d
,z“ znsz un,“

A MAJOR: IN SIXTI.IB




Chapter XX1I.] PALMER'S PIANO PRIMER. 113

EX. 295, E MAJOR: IN T;mms.

B MAJOR: IN SIXTHS.

Ex. 209. F§ MAJoOR: IN THIRDS.

. 1314 t49s 3 P8P sa0g 1845 4043
PE tﬂf_’a‘:—%%::——izgﬁéééz_ﬁ: ==
=iy Eﬁ:ﬁ: —§8 = |
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Ex. 300. ¥$ MAJOR: IN SIXTHS.

- 11%@%‘5

Ti13 1333 3344 338 0101 |

Db MAJGR: IN SIXTHS.

. 42, t TR '

_tit % :35% ;%éif_:%ésn.t
ﬁﬁ;_”u 4= '3;.;

s s —‘:;'ﬁ“ 2 e =

_ﬁ*%e
11 !33331

Ab MaJOR: IN SixTHS.
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Erws E lh;)ox: IN THIRDS.

d i i)g Hegit bt vl 1 d_f_”)’

Fb MaJor: IX SIXTHS.
TR STRTPRR AR I

Fz Seee , .
RISt IaE 1§a %x; = J;ﬂ

EX. 307. B2 MAJOR: IN THIRDS.

13 13 48 31y 1 1?1;;3 3

Bb MAJOR: IN SIXTHS.
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Ex 310, F MAJOR: IN SIXTHS.

11418 i § i3
NoOTE 127.—For the study of Thirds, Fourths, and Sixths, CARL CZERNY'S
Toccata, in C Major, Op. 92, will be found invaluable. '

REMARK 15.—*For the fingering used in diatonic scales of double thirds and
sixths, due credit should be given to Johann Wenzel 1Towmaschek. 1774-1850, as the
author. He was justly esteemed a8 one of the greatest of Liano-furte teachers, and
had many very celebrated pupils.”—Wm. M.

REMARK 16. — Special Cases in Thirds. *“I am indebted to Dr. Hans von Biilow
for the following interesting fingerings.””—A. R. P. :

Ascending, only.

o 1 |
N eSE s S S =SS5
3 5 3 5 4 3
1 3 1 3 2h 1
) Ascending, ocly.
04 — +
RRRPE
5 & A
4,3 5 8 5 4 3
2 "1 3 1 3 2

Descending, only.




Chapter XXI.] PALMER’S PIANO PRIMER. 117

CHAPTER XXI.

S

SCALE PLAYING, (Minor.)

Ex. 311, A MINOR SCALE.
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Ex. 318. Bb MINOR SCALE.
1
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EXx. 320. C MINOR SCALE.




120 PALMER’S PIANO PRIMER. [Chapter XXL

E MINOR: ll; THIRDS.

'@:-ﬂ’é‘ 33_‘_31:

HHU il uzz}uuuszf H&i l
E MINOR: ms:xm
Ex. 326.

1131 L }.g

ﬁgﬁ -2

B MINOR: m mebs
Ex. 327.

1314 31 Iy ’éY . A SETITN
¢ f'-@ ‘:%@

SEDRL .unuzf‘ usu“;'i
B MINOR: IN SIXTHS.

Ex. 328

Ex. ,,;29 g Fz MiNor: m Tmnns
(5 8
_,_? Prpt 3 H

e Sppnbite @%‘H
%%?T% T |
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¥g§ MINOR: Ifx S1xTHS.

.ﬁ«"‘C—’_r;-- ——"—

J 1484 1%

C$ MINOR: IN SIXTHS.

Ex. 332, 13
) x“ﬂg 13 12 &&’.g §
3 Ee— 7§ — - —
ek St e
* e

=
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EX. 335 Eb MiNoR: ’m THIRDS.

EX. 339. F MINOR: IN THIRDS, Z g

ﬁzs—e-i%ﬁé bl il ,;%; Zés

,un
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¥ MINOR: IN SIXTHS.

ﬂ,?iﬁ 43 r‘w'_g 5!?4?,

ey %-
“uxu Hroriov a1 1114135

C MINOR: IN SIXTHS.

Atit ’ﬁﬁ-” 4 = Bibdlin il UL,
. =EeT e
== wSi T
s ":n- —

ua ?’ L} 1141 T

. : =g 30 : SR
| j§=Z=== SOSEE St
s el .
@%& m‘a.%ﬁsgﬁ%zg
it VT e iy
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Ex. 345. D MINOR: IN THIRDS.

Ex. 346, D MINOR: IN SIXTHS.
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CHAPTER XXII.

SCALE PLAYING, (Chromatic.)

——

464. How many modes of fingering the Chromatic Scale are there in
general use, and what are they called ?

Three ; the French,.the English, and the German.

465. Which 1s most used ?

The French mode.

466. For what is the English mode more suitable ?

For light and rapid passages.

467. Which mode is least used ?

The German or mixed mode.

NortE 128.—Below we present tho three modes of fingering tho chromatic scale.
That marked (a; is the ch mode; that marked (b) is the English mode, and

that marked (c) is the German mode. (The French mode, however, is most
generally used.)

Ex. 347,

Nore 129.- The Chromatic Scales in parallel motion should be practiced
(through several octaves), both ascending and descending, beginning on cach
tone of tho scale.

‘The beauty of the Chromatic Scale lies in the gliding ruccession of tones, per-
fectly connecting cach tone with the next, without jerk or break ; the student may
also play crescendo, ascending, and decreacendo, descending. We herc insert
somc chromatic passages, such as eccur frequently,

Ex. 348.
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Nore 130. - Chromatic Sequences of four tones are fi 1, 2, 3, 4, with the
fourth on the outer, and the thumb on the inner, except if the inner tone come on
a black key, it must be played with the second ﬂnger. thus:— :

Ex. 351.

kR T Tt s
It should be noticed that the inner and outer tones may or may not be the first
and last, but whether they are or not, the ﬂngering remains the samo, ae in the
‘rollo:ving 6l :;tricat,e case of sequence of four tones. (See Dr. Bidez’ “Art of Finger-
ng,” p. 16.

f - 8
4 2 3 2 41 3 1 4 2 31 4 2 3

Ex. 853, CrroxaTic THIRDS (Chord of the Diminished Scventh),

4.3

3 13 133 1

3

vz
Norr131.—The above fs tho old fingoering of chromatic thirds. The new fingering

iz better, for the important reason that the same fingering answers for both major
and minor chromatic thirds. The new fingering is:—

o=

¥ V131 131470 11
Ex. 855. MaJor.
! 4

T o

Tl 1111
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(The mlnor thirds aro given first as being the easler and more common ?

An analyzation of the scales and their fingering will show their similarity as
mentioned above.

1n the right hand, in both the minor and major thirds, the ou‘d‘ng notes -tho
notes to be borne in mind—are F¢and C1. encver Fg or Ci as the
lower note of the third, whether minor or ma{ r, the fingering is e fifth finger
being nowhero else introduced. In the left, in both the minor and major thirds,
the guiding notes are F and C. Whenever ForCa T8 as the upger note of the
third, whether minor or mnajor, the fingering is #, the fifth finger being nowhere
else introduced. I have found this fingering much t.ho easier 1n nearly all cases.
The very awkward descending chromatic scale in major thirds, which appears in
Liszt’s  Rigoletto” Fantasie, i3 greatly simplificd and rendered casily possible by
this ﬂngeﬂng Still, as there are cases, chiefly short chromatic passages in thirds,
:lc :Ll‘i‘ch (t}her old ﬂngerlng proves very convenient, both fingerings should be

u .

Norte 132. -1t is my practice to appl{ to chromatic thirds, minor and major, the
fingering given in Ex. 858 and 359, the convenience and' advantages of which
appear most manifestly after practicing the following preliminary exercises: —

Preliminary Exercise No. 1.

Ex. 353
nght hand.
k) _g__ 4 3 4 3
—— :mm e e e et
s it
Left hand.
Preliminary Exercise No. 2.
Ex. 357,
nght ha.nd.
‘J‘ 2 1 2 1 ‘]211121%? 1 1 '_'_..
—= —d= 7:!3 _,ﬂ—d-hﬁl-t‘tﬁf i 5 e e —
?1':_.;:& '354.:4.1;5:43434'?%
Left hagd.
Ex. 358, Minonr THIRDS.
ot 1t 1 t
== = ‘t’ﬂi‘:._ L:—:“
__g_,-:’ ?:ﬁ?:.:& 7 ’:_ig -E
?I a| i| ?

__.;F_E;,:,b‘ UM T T SN S
e 3.5—}“‘;1!; ﬁ::ﬁ[—___i:—“' — =
i, 3 fi‘%iz R gj

Ex. 359. MaJor Tuirps,

LI N B
‘1“1'7‘334;
**"’ 1t

.t 5 l g 5 3

[Seo romark (a) to Etudo, Op. 10, No. 2, of Chopln, ‘Volume I, in Theodore
Kullak’s cdition of Chopin’s works. ZA.R P.]

~
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Ex.36l. CHROMATIC FOURTHS. (Chord of the Sixth.)

CHROMATIC FIFTHS AND FOURTHS.
Bx. 362. (Chord of the Diminished Seventh.)

g lggid ikl

— e — i

SRS - Sumr S/ S — g am
'—'-—‘——EI‘;-_=:

L3118 131 1,313 3 3
e e

= a—e-2 —t—t——

§
Ebb Bl by L ;

331!;1:_3 1313
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NOTE 134.—See “MA8SON’S PIANO FORTE TKCHNICS,” page 107, for instruo-
tions in playing Interlocking Chromatic Octaves.
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CHAPTER XXIII

Lo o g

ARPEGGIOS AND BROKEN CHORDS.

468. What 8 a Chord ?

A union of two or more harmonizing tones, performed simulta-
neously.

469. Of what does a Common Chord consist ?

A Common Chord consists of the tone upon which it is founded,
called the fundamental tone, together with the tone a third above it,

and the tone a fifth above it.
EX. 3065, CoMMON CHORDS.
ofC: ofG: ofD: of A: of E: of B: of F.

SEEESESSSE-S8
E=SEE-S=SSS===

470. How many positions has a Common Chord and what are they called ?
Three; first position, second position and third position.

471. When i3 a chord said to be in its first position ?

‘When its fundamental tone is uppermost.

472. When is a chord said to be in its second position ?

‘When its third is uppermost.

473. When is a chord said to be in i3 third position #

When its fifth is uppermost.

Ex 366. DIFFERENT POSITIONS OF THE CoMMON CHORD.
Chord of C: Chord of G: Chord of A.

——
SES=SE- ===
1 T &
1st pos. 2nd. 3rd. 1st pos. 2nd. 3rd. 1st pos. 2nd. 3rd.
474. What are Arpeggios ?
The tones of a chord performed in regular succession instead of be-

ing performed simultaneously.
EX. 367. CHORDS BROKEN INTO ARPEGGIOS.
Chords of C: Arpeggios. Chorda of G:

1st pos. 2nd pos. lst pos. 2nd pos. Srd pos. lst pos.
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Arpeggios. Chordsof A: Arpeggios.

S et e 2

g — —L >

3rd pos. 18t pos. 2nd pos. 3rd pos, 2l;d pos.  3rd pos.
475. What are Broken Chords £

The tones of a chord performed in irregular succession.
EX. 368. BROKEN CHORDS.

s

NoTE 134.—The student will have no trouble in discerning the difference
between Arpeggics and Broken Chords if it be kept in mind that Arpeggios
are a regular succession, and Broken Chords are an irregular succession of
tones, however, they are frequently used as synonymous terms.

NoTE 135.—In playing Arpeggios and Broken Chords, the hand must be
more extended than inscale-playing ; thestudent should study carefully the
fingering as here laid down. There are three chords which serve as models
with respect to the fingerings of Arpeggios and Broken Chords, as follows:

I.—Chord of C major: Model for ail that have three white keys or three
black keys:

Ex. 369. FIRST MODEL.

Primary Chords. | Arpeggios.

8rd Position.
212 3

| 5432

[

%

g

NoTE 186.—In order to save space only one staff is used. The fingering
above 18 for the Right Hand; that below for the Left Hand. The Groups
must be smoeothly connected, as Indicated.

EX. 370. FIRST GROUPING.

Ex. 872 THIRD Gmumrzo. (a).

&‘_ﬁﬁxézj_a“wox .
==
“T3551428 5 s
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Ex. 873. THIRD GROUPING. (b).
P17, TR,

L.H, L
NoTtE 137.—The fingering given in the Third Grouping (a) and (b* applies
to the Major and Minor chords of all other keys.

EX. 374. FOURTH GROUPING.
R.H. sva...

sessseensrsane

18523
- L.H.

NoOTE 138 —Practice the above exercise in keys of G, F, and F§ Major;
A, E, D, and Eb Minor, with the same fingering.

IL.—Chords of D Major: Model for all that have one black key (except Bb
Major, and B Minor.)

1st Position.

Ex. 375. SECOND MODEL. .
Primary Chords. ,l{r;pgggigsi -
[ e 3
380 = Comt!
,;;’:' T 2=
[

] -
e te a8 — Y=
—ig—

Ex. 376.

2

RH. s ; Sva
- -
-__]2§1 12 a5 24 4
FaEEeres :
632!542153215221

NoTE 139.—In chords of D, 1st position, left hand, some wlll'ﬂnd it easier
to use the 3rd nn%er on the hlack key. Thisis only allowable in D, A, and

E Major, not in the minor chords with one black key.
EX. 377. SECOND Gxourlng.
R.H. p .
5 .
F_r

L.H

b(})lo'rz 140.—For Third Grouping, see Third Grouping of the chords of C,
above.

Ex. 378. FOURTH GROUPING.

141428 "_‘_‘g_l W
1415¢)2 —
L.H.#,, 3 bEa

NoTE 14]—Practice the above exercises in the keys of A and E Major; G,
wnd F Minor, with the same fingering.
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IIL.—Chord of Eb Major: Model forall that have two black keys (except
B Major, and By Minor.)

Ex. 379. THIRD MODEL.

Ex. 380. Fuwr GROUPING.

SVBeeseesceotseessoctocsnaocnne

NoTE 142.—Here also in first position, left hand, many use the 8rd ﬂnger
instead of the 4th ; in Minor chords only the 4th must be used.
NortE 143.—For Seoond and Third Grouping see those of the chord of C.

EX. 381. FoUuRTH GROUPING,
45 2_4

(11\2 51, : 5

2 )
- __.34]5 —
1!!51514 liidlb—la) 5

51 4 2
NOTE 144.—The following are thé’rour exceptions mentioned above: \flz:

Bb Major, B Minor, B Major, and B> Minor.
Ex. 382. BY MAJOR. g .. ...
142 4142 "‘_4 . 3’4.‘.24|4

i ; — me— ‘
AR LA o e 42513142
Ex. 383. B MINOR-gpgq..\eeriie
5
4251
2t 1 & == n&g,,,, o,

31 @3 5131
S =
—._'.—- -' USR] | L — —=-
‘15"1‘._11"'52‘1415 141 "5141415101

Ex. 884 B MAJOR.  80@..eoeerennes
5251 5 1523
?513252 _."_l‘a'z_-—--=f ‘1012 14 a5, 5_’_
t?i B P ——— s s N wWETIST
5 4 1 4253 v

Ex. 385. B MINOR. 80Q.....c.ccun.
5142
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478. What are Grand Arpeggios ?
Grand Arpeggios are those which sweep through several octaves.

47T1. What general rules must be kept in mind while playing Grand
Arpeggios £

The hand must be more extended than in scale-playing; the thumb
must glide along under the fingers, as im scale-playing; the arm must
be held a little from the body ; all motion of the elbow and twisting
of the arm must be avoided; and no finger must be allowed to remain
on its key. (See Note 110, page 129, which will apply with as much
force, and in greater degree, to arpeggio as to scale-playing!)

NoTtE 145—The smooth connection of tones becomes more difficult than

in Scale-playing because of the greater stretch of the hand, therefore the
player must pay particular and continual attention to such connections.

NOTE 146.—1f in such cases the distance between notes be too great or the
fingers too short, they can be trained, in leaving a key, to glide off from it
mildly, stralightening out first to increase the facility of spanning the in-
tervall But the finger next playing should not glide to its key! Care
should wlways be taken to approach the keys from a point perpendicular to
that portion of the key which is to be struck.—W. H. 8.

NOTE 147.—The following exercises must be practiced in exact time, so
that the rhythmical accents will fall on different fingers. The chords of C,
D, and E0 Major again serve as models of fingering.

GRAND ARPEGGIOS. .

Ex. 386. C MAJOR: 1st POSITION.
Svat ....... .

....... eeesscscsaane

%Fl C MAJOR: 2nd POSITION.
54 sva

.’. . S
i :
%4 E 1 C Major: 3rd POSITION.
)
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Ex. 389. D MAJOR: 1st POSITION.
T OUB.ssecressogeceneiees

D MaJor: 2nd POSITION
y oy
fross

NoTE 148.—In E2 Major, as in all other chords having 2 black keys, the
thumb always comes upon the slngle white one. Each position therefore
is referred back to the second. But it is well also to practice some of these
chords, (B Major 1st position, Eb Major 8rd position, B Major 8rd position,
iw") ;vlth the fingering of C Major, (that is, with the thumb upon the black

eys.

NoTE 149.—For further study and practice in Arpeggios, the student is
referred to Dr. Mason's *‘Piano-Forte Technics,” page 73. Here are nearly
thirty large Rages devoted to the study of Arpegglos, beginning (where we
have just left off ) with chords of the dimipished seventh and their var-
jous harmonie changes, which are set forth in a series of exercisesin every
variety of rhythmic forms, accenting in fours, sixes, eights, nines, twelves,
sixteens, eighteens, etc., arranged for right hand, for left hand, for right and
left alternately, for both hands in parallel motion, in contrary motion, in
canon form, etc,, ete. Also the many accent exercises. .

The following studies are also recommended for acquiring facility in
all possible kinds of arpeggio playing:—

Clementi’s “Gradus ad Parnassum,” Nos. 12, 24, 30. ~
%, grgsmer’s “Exercises” (Peters’ Edition), Nos. §, 12, 15, 18, 21, 23, 24, 27, 83,
“ 4(;ngol'ny'a “L’Art de délier les Doigts,” Op. 740, Nos. 2, 6, 12,14, 15, 26, 31, 36,

y .

For extended Ar ggios, see Chopin’s “Studies,” Op. 10, Nos. 1 and 11;
0%. 25, Nos. 1 and 12; and the ‘Studies” of Ferdinand Hlller, Ignaz Mo~
scheles, Stephen Heller, Sigismund Thalberg, Ludwig Berger, Franz Liszt,
&e. All these **Studies,” however, are for more advanced performers; for
beglgngt]'s, the “Twelve Arpeggio Studies” by A. Krause.are very recom-
mendable. . . -
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CHAPTER XXIV.

T

OCTAVE PLAYING. .

“Within the last forty or fifty years the fashion of octave playing
has changed very much for the better. Before that time octaves were
played by movements of the fore-arm, the wrist remaining rigid.
This mode of octave playing is open to several objections, the most
important of which are that owing to the rigid condition of the wrist,
it is very fatiguing; and that, for the same Teason, it produces a bad
tone. The present mode of playing octaves is from the hand, the wrist
remajning perfectly flexible at the moment of attack. In this way
the piano-forte is made to give out its full tone without unduly fatigu-
ing the player. This mode has also the advantage of appearing more
graceful and easy.

The prime conditions of good octave playing are two; (1.) perfect
flexibility of the wrist, and (2.) a firm touch with the thumb and little
finger.

When the hand is expanded to the compass of an octave, certain
muscles are called into action which have a tendency to hold the wrist
in a rigid state, by their sympathetic action on muscles not properly
employed in this exercise.

The first point in octave playing is to become familiar with the sen-
sation of a fiexible wrist. The first keys are to be struck firmly, with
a blow of the hand, moving from the wrist, the thumb and fifth finger
clinging to the key, while the wrist is to be completely relaxed. “Every
note of the following exercise is to be played in this way, allowing
ample time for fully completing the various motions required and ex-
periencing the corresponding sensations:

Ex. 892.
A & -‘A’- p" 'é éﬁ_ A ! A
_._":Eg p—
e e

Before playing the following exercise, the hand is to be swungloosely
from the wrist, like a flail, fifteen or twenty times, leaving the wrist
absolutely as loose as if the hinge were made of string or leather, in-
stead of bone and cartilage. The first key is to be struck with a hlow
of the hand, and the following four are to be played as if the hand
were reboundmg from the blow in a manner analogous to the repeated
rebounding of a rubber ball, after being forcibly thrown ag#inst the
floor. Play with the right hand alone, allowing long intervals of rest.”

Ex. 393.
P b :g- 4

%E‘E.’:.";%i—i—_ St
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For a continunation of this System of Octave playing see “MasoN's
P1aNo-FORTE TECHNICS,” page 104.

NoTE 150.—In this connection it would be well for the player to practice
accurate wrist movements with one tinger playing at & time, using every
finger in turn. The motion to be that of octave playing, the finger to be
trained to a steady, unchanging form of its own, in fact kept rigid! This
ean seldom be successfully acquired without making slow motions of the
hand, during which the player’s energy must be concentrated on keeping
the finger from independent movements of its own! This practice is a
means of galnlng independence of the fingers and wrist, and will make
one’s touch more firm or crisp for octave and staccato playing.—W. H, 8.

Prof. PLAIDY says: “The study of this method of touch by means
of the loose wrist is indispensable to the technicalities of piano-forte
playing, in order to acquire a light execution, and a beautiful and free
effect of sound. In order to obviate the clumsy, heavy touch, common
to beginners, and acquire lightness and ease, the following exercises
should be played softly and slowly. At first they will be fatiguing, there-
fore, the student must not. practice them long, but frequently, until
strength and steadiness is acquired.” )

Ex. 594 .
Ao A A A A A A A
e B e B

e e e L e S
A h A A A A

=5 3= P2 1= T Q5= 5= 5 F= F= S E= = = = 5

NortE 151.—When Octaves are to be played slowly, the following fingering
may be employed :

EX. 806.
o 8 @ 7 o o
RIS S 5 5 SN
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Ex. 3017.
Or this :
t 3 1 1
| |
===
P

1 E'.“" 3
—c?—.f—gﬂ’
L I
NoOTE 152.—When octaves are to be played rapidly, they must be connect-
ed as well as possible by a skillful gliding of the thumb and fingers, using
the 3rd and 4th fingers on the black keys, also by passing the 3rd and 4th

fingers over the 5th in outward movement, and the 5th under the 4th and
8rd in inward movement.

EXx. 398.
| x‘; ) § 95, Ly P
EHitiecil o
| s e - — o]
Scale of Dk Major. L_(‘)l i 1
L ﬂ}c:; : =
4 ?f_ —
b &
e P,
i( 8 1 1 f'f t 1 (;) .
= e -
FEESET e
K 4
0=
= 5

uxuff‘v-‘r ¥

=Ee
' (DG d b
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NoTE 153.—The following four formulas should be transposed into other
eys.

Ex. 401
oy

I C=EEH

NoTE 154.—The following fourteen formulas should also be transposed
into other keys.

e ! -
e EE T PMCLDT xvin
Vg X X, ea E= cr
S e e e
_@-% (i gh1wm '1___:!2' r-t
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ﬁnﬁ =

TR

_ !:ta é‘@ég‘—‘ .3 pabe,

NoTE 155.—There is no general rule which applies to the use of the 4th
finger on the black keys in staccato octave passages. If the hand be wide,
the 4th finger will generally be used. If the hand be small, the 3rd finger
will only be used when it is most convenient. In all cases the intelligent
teacher will give directions suitable to the individual peculiarities of each

pupil.
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Ex. 412.

EX. 414.

NoTE 156.—For Playing Broken Octaves. Arch the hand, covering the
keys of an octave, from the thumb to the fifth finger, as indicated in the
note on octave-playing. Keep the thumb, and the side of the wrist next
the thumb down. lifting the rest of the hand, keeping the fifth fingerrigid in
its curved and erect forin, play many times with the fifth finger in this
way holding the thumb on the key, and making as full a motion up and
down with the rest of the hand as possible. Then hold the fifth finger down
in turn, with the outside of the wrist low, and roll the thumb side of the
hand up and down, playing with the thumb: afterward alternate with the
extremes in broken octave practice. Thismethod givesstronger and bolder
results than that in ordinary use, and may be termed a wrist-exercise. It
helps loosen the wrist, and at the same time gives the weak fingers a great
power of notion. The fourth finger should then besubstituted for the fifth,
observing the same rules as before indicated.—W. H. 8.

NoTE 157.—Additional studies for perfecting ‘“‘wrist playing” will be
found in the works of Dreyschock, Kullak, Ch. Mayer, and others, The
following are also recommended :—

Clementi’s “Gradus ad Parnassum,” No. 65 (Tausig’s Edition, No. 26).
Czerny's No. 33 of Op. 740.

Moscheles’ ““Study in E flat minor,” Op. 70.

Hummel's Op. 125, No. 8,

Hummel’s Op. 18 (the latler part of the Fantasia).

Kessler's No. 8.

Hiller's Nos. 1,5, 24.

Chopin’s Op. 2, No. 10.

Beethoven’s Op. 54 (First Movement),
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CHAPTER XXV,

o

’ PEDALS.,

478. For what is the Soft Pedal used ?

For the purpose of diminishing the volume of sound. (For descrip-
tion of the Soft Pedal see Note i8, page 87.)

479. How 18 the use of the Soft Pedal indicated ?

By the words Una Corda.

NoTE 160.—The Grand Piano formerly had but two strings to each key,
and by a mechanical contrivance, the Soft Pedal shifted the key-board and
action to the right, so that each hammer would strike but one string (una
corda) Modern Grand Pianos have threestrings to each key, so thatshift-
ing the action by mneans of the soft pedual leaves two strings of the unison
to vibrate instead of three, still the termi, una corda, is retained.

480. How s the discontinuance of the Soft Pedal indicated ?

By the words tre corde (three strings) or the abbreviation T. C.

NoTE 161.—The use of the Soft Pedal is frequently left to the tasto of the
Rerrormer: it must be used when indicated by the mark una corda,and may

e used in all passages requiring a delicate effect. Beginners must follow

the directions given by their teacher with regard to the use of the Pedals.

481. For what is the Damper Pedal used ?

NoTtk 162.—This Pedal is frequently miscalled the Loud Pedal. -

For the purpose of prolonging the sound after the fingers have been

removed from the keys.
482. What i3 the primary use of the Damper Pedal ?
To prolong the base tone while the chord belonging to it is played.
483. How i3 the use of the Damper Pedal indicated ?
By the mark “ Ped.”

484. How is the discontinuance of the Damper Pedal indicated ?
By the asterisk k.

NoOTE 163.—Some composers—notably F. HILLER, in a “ Bolero” which
T have of his—have introduced an additional, and very useful mark in con-
nection with the Damper-Pedal. In long passages, where the pedal is to
be used throughout, and changed with each chord, they write * Ped" at the
beginning, and put the mark {) wherever the pedal is to be instantaneously

relegsed and used again. There Is frequently not room enough for * %,
Ped" at every such place, especially when they are of rapid occurrence, and
this mark fills a needed gap in musical short-hand. When the Pedal is fi-
nally rel3ased the usual mark “¥’ is used.—C. F.

NotTF 114.—The student should nerer touch the Damper Pedal until in-
structed by a careful teacher. Anindiscriminate use of {.)Ifls Pedal produces
an effect w hich 18 vile beyond all description, and which cannot be too se-
;:;4361)8'1 c;)ndemned. (The pupil should read and inwardly. digest Note 78,
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485. May the Damper Pedal and the Soft Pedal be used together ?

They may ; instead of being antagonistic as is commonly supposed,
they frequently require to be used at the same time.

NoOTE 165.—~The supposition that the Daumper Pedal and the Soft Pedal
are antagonistic, undoubtedly arises from the name “Loud Pedal,” com-
monly given to the Damper Pedal, and as Loud is opposed to 8oft, the
idea readily obtains that the two pedals ure similarly epposed.

NotE 166.—“I believe that we are indebted to Mr. Wu. H. SHERWOOD for
suggesting and teaching the simplest and clearest method of marking al
effects that has yet come into use. This plan consists simply in writing a
perfectly straight line ascending obliquely from the spot on the paper cor-
responding to the time at which the pedal should be pressed and ending
where the al should drop. 8uch a mark may be written in or below the
bass, or if the ggdal has more especial reference to notes in the u‘?per parts,
attention can called to that fact by writing the line near those notes.
‘We may express by it that the pedal is to be taken just before, exnctlg'owlth,
or at.any space after a given note. We may show that the al is to drop
and instantly and suddenly rise again by makln% a little o% in the line,
and if it ever should be required to write the dpeda for a very long passage
where the line could not conveniently extend, a very rare and improbable
situation, we have still the expression ‘Sempre pedale’ open to use. ‘Noth-
ing could be simpler or more {)erfect. and it is certainly to be hoped that
composers and publishers will speedily adopt this notation and adhere to
it exclusively.”—HENRY G, HANCHETT. From an essay in the Art Jour-
nal on * The Proper use of Pedals.”

NoTE 167 —The ordinary artistic use of the Damper Pedal may be repre-
sented as follows :—

EX.415. FIRST PHRASE OF “ OLD HUNDRED.”
g _anyylats. o RRe8UlL. literally.

. ;L;Ezgﬁ%%; ="
B — =" T, A=
SN e

Pea -t,s-:e!rd_tg'-rs'_to'-;c!-:f-

This example is represented in g measure, for the purpose of an-
alyzing the alternate use of the fingers and pedal. The result is the
legato blending of tone from one chord to another without blurring.

Again:—

EX. 416. FROM THE FIRST OF MENDELSSOHN'S 8ONGS WITHOUT WORDS.

e & - -

—
Ped.__, _;_v_.-._;_r;_; .v_;_; -rz_.._; - rx___ 3_5.;

ete.
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There are two modifications frequently pradtical, viz:—
1st. In case of Arpeggio chords, as follows:—(From Schumann's

Nocturne in F.)
Ex. 417.
5 !?_tf - .- - "
0 ’ ‘_a = “ — F——® . p—
Schumana - — — ta——9———4f
writes ¥ [t b [ d

(con pedale) B Dt £ .

In this case it is desirable to make the lowest and highest tones of
each chord strongest. (In all such cases, I should try to make the
fundamental base tones stronger than intermediate parts—a good rule
for ordinary harmony any way.)

2nd. Modification :
Ex. 418.

PR — *—mT I
"ﬁ«—-— e g ———etc
i t——
Allegretto. i
e sepeee
R e e

poa. Y T &

(The above is from Chopin's Prelude in A flat, Opus 21, No. 17.)

In the case of extended arpeguio chords, we need the pedal down at the ou‘set
before losing the tone of the first notes played. ‘I'his necessitates raising the
pedal before the time of such chords (Seo the oblique lines in Example 417.)

In the second examﬁle, the strongly accented Lass note can be made to con-
tinue sounding through several abrupt changes of the pedal, which will, however,

uickly clear up the blurring of the sofuy j layed upper tones and chiords. (sSee
ixample 418.)—W. H. 8,

NoTE 168.—For the study of the pedals, the student will find Liszt’s trans-
criptions of Schubert’s Songs; Chopin’s Nocturnes; Moscheles’ Studies, Op.
70; Mendelssohn’s Songs Without Words; Thalberﬁ‘s Fantasias, and Art
of i;}l:lglng; and Beethoven’s Sonata, Op. 27, (Moonlight Sonata,) of great
assistance. :

REMARK 17.—Pedal Notation as in Ex. 416. *‘‘This method of indicating the
use of the pedal a.[]’peared in 1875, in a work of Hans Schmidt, of Vienna, entitl. d
*The Piano-Forte Pedal.” 1n 1882, L. Kohler published a treatise on * The Piano-
Forte Pedal, itz Notation and Artistic Use.' in which the same notation is used.
b“tkwnh?tu‘lt aciknowledgment or allusion to Schmidt's carlier and completer
work.”—A. R. P.
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CHAPTER XXV

A CHAPTER OF ADVICE AND CAUTION.

o

The question is frequently asked of the author: ‘ How young should
a child begin to study instrumental music ?”’

As soon as 8 child can count to eight, can distinguish the right hand
from the left, knows black from white, knows the letters of the alphabet
as far as G, oan understand the relation of a whole to a half or a half
to & whole, that child is old enough to commenee (in & small way) the
study of the piano or organ. The ozt illustrious players are generally
those who began very young. ’

However, it should be kept in mind that young children should not
he fatigued by long lessons or long practice; a few minutes eich day,
during the first year, will be quite sufficient; gradually increasing the
length of both 1-ssons and daily practice during the first three or four
years. Some children will comprehend a lesson clearly and quickly,
and will, consequently, progress rapidly; such should not be held back;
but others, on the contrary, may require many lessons on a single prin-
ciple; such should not be discouraged by expressions of contempt or
impatience, for it should be remembered that in all branches of art
and literature, many who at the beginniug have appeared dull and
even stupid, have nevertheless subsequently distinguished themselves.

The importance of a correct beginning cannot be 100 strongly urged;
heuce, in the purchase of an instrument, superiority of tone and excel
lence of action should be considered of first importance, and the price
to be paid as secondary. ‘¢‘The better the instrument, the more it will
aid the pupil’'s progress. If means be scanty, as is often the case,
better endeavor to save in some other way, than use a bad instrument
for the sake of economy.” Itisscarcely necessary to say that the pupil's
musical feeling and geal for study, are greatly increased by an instrument
of fine tone and action. In selecting an instrument, do not be deceived
by filigree mouldings and a beautiful polish, for such things, however .
they may enhance the value of the instrument as a piece of furniture, do
not add one whit to its real excellcnce, which consists of pure guality as
regards fone, and superior workmanship as regards action. I ouce
witnessed the sale of & piano, which would have been very sad, had it
not been so superlatively ridiculous. A man and his wife wished an
instrument for their daughter; they were shown one which was rmade by
one of the best makers. It had an exquisite tcne and delightful action,
but was plain; the case was not even veneered, but was grained in close
imitation of rosewood. The manufucturers, Lowever, had spared no
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expense upon its ¢ true inwardness.”” By its side stood an instrument
which was evidently litile better than so much kindling-wood ; as far
as tone was concerned it could hardly be called a piano, but it had a
deep polish, elaborately carved legs, plinth-mouldings, inlaid name-
board, and that abomination—pear! keys. The dealer offered this bauble
for $100 less than the other, and although the daughter, who was
something of a player, urged them to take the plain instrument, they
po-itively purchaged the trinket, and, I presume, congratulated them-
selves upon getting a beautiful instrument.

The importance which our great musicians attach to proper instruc-
tion at the begiuning is shown by the following extracts :

¢ We must play with the fingers bent, and the sinews free from all
stiffness. He who plays with the fingers stretched out, and the sinews
stiff, experiences, besides the.paturally consequent awkwardness, a
particular evil, inasmuch as he removes the fingera too far from the
thumb (which should always be as near them as possible) and takes
from it all possibility of doing its duty.” —EMANUEL Baca.

“Let the fingers and thumb be placed over the keys, always ready
to strike, bending them more or less, in proportion to their length,
and accommodating them to the exigencies of the black and white
keys.”’ —CLEMENTI.

«The second, third. and fourth fingers must be bent 8o as to bring the
thumb and the fifth finger on a line; each finger must be placed over
its respective key and remain in that position, whether used or not.”’—
J. B. CRAMER.

¢ Excepting in extensions, the fingers must neither stand too far
apart, nor be drawn too closely together; each finger should lie
naturally over its proper key.” —HuMMEL.

«Keep the keys down the full lepgth of every note, for when the
contrary is required, it is indicated by a particular sign. All unnec-
essary motion must be avoided.” —CLxMENTI.

“The extremities of the fingers (but not the nails) must strike the
keys; their motion should be so smooth as not to be noticed.”—
CrAMER.

“The quickness of motion lies only in the joints of the fingers,
which should move with lightness and freedom. The fingers should
not change their naturally bent position. The touch or mode of striking
a key must be decisive and equal. All pushing and thumping are to
be avoided. The fingers must not rest longer on the keys than the
prescribed time.”’ —HUMMEL.

«Each finger must be lifted exactly at the same instant in which the
next finger strikes its key. In scale passages, the fingers, when not
playing, must be held exactly over the middle of one of the five con-
tiguous keys. When one finger strikes, the others must not move, and
each finger, after being used, must return to its previous situation.”—
CzerNY,
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¢« We should especially accustom children, when necessary, to stretch
the hand as much as possible, instead of jumping backward sn 1 for-
ward with the whole hand, in doing which, amoreover, the fingers are
often drawn together as in a lump.”’ —EmaxvuzL Baca.

‘“Apropos of Stein’s little girl, whoever oan see and hear her play,
without laughing, must be like her father—stein (stone). When she
has a passage to execute she lifts her srm into the air, and if it requires
any particular emphasis, it is done with the arm. and not with the
finger, and in the heaviest and worst poasible manner. When a passage
occurs which ought to flow as emoothly as oil, and, of course, requires
that the fingers should be changed, she gives herself no concern on
that point, but lifts her hand and hegins again quite at her ease. She
might become clever; she possesses talent, but on this plan she will
never acquire rapidity, because she pursues the very best method
to make the hand heavy. The most necessary, difficult, though the
principal thing in music, namely, the time, she will never acquire,
if ghe is accustomed from infancy to play out of time. 1 have talked
with her father on this subject and have made a eonvert of him.”—W.
A. MozagrT.

¢ On commencing a new piece, and particularly a study, the player
is recommended :

1st. To play the piece slowly, and with great care, and pay strictest
attention, not to omit a single note or accidental.

2d. Whenever the fingering is marked, not to deviate from it.*

8d. To give each note in the division of & measure its proper value,
and make one band correspond strict/y with the other. .

4th. To practice separately, again and again, and always with a
distinct touch, such passages, measures, and even single notes, as preseat
any difficulties of execution.

6th. To play the piece over several times for the express purpose of
fully understanding and executiag all the marks which relate to char-
acter, expression and style.””—MoscHRLES.

“Some persons play stickily, as if they had glue between their
fingers. Their touch may be called too long, for they let the notes last
beyond their time. Others play too rhortly, as if the keys were red-
hot That is also bad; the medium is better. All sorts of touch are
good when in the right place.” —EMANUEL BacH.

““The style of a performance should be a true image of that of the
composition. It is necessary, therefore, to study the character of a
piece before we attempt to execute it.”'—CLEMENTI.

““ Unbecoming habits should be carefully avoided, as holding the face
too close to the book, biting the lips, nodding the head to mark the
time, opening or di-torting the mouth, eto., etc., as they are prejudicial
to health and contrary to gracefulness of demeanor.” —HuMMEL.

* A teacher may sometimes discover a different mode of fingering, which will
produce an equally good effcct, and at the same time be more peculiarly adapted
to the hand of the pupil.
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¢« The player must possess saoch ocontrol over hiz fingers as enables
him by the weight and pressure of their extremities to produece every
shdde and gradation of tone from the most delicate to the most power-
ful.’”’—MoscHELES. .

“We must not rest until we have succeeded in aecquiring fire
without violence, power without harshaess, sweetness without languor.
The pianist must endeavor to make his hands so independent of each
other that he may be able to play the loudest and most impassioned
pessages with one, while the other plays with the greatest softness and
tranquility. Sometimes it is even necessary to employ two contrary
expressions with the same hand. Learn to diversify your expression,
let the melody predominate, and do not allow the accompanying parts
to stifle it.””—KALKBRENNER. )

«To obtain great exeoution, comb’ned with fulness and variety of
tone, all stiffness must be avoided ; suppleness of the wrist, and elasti-
city in the pliancy of the fingers, are indiepensable. Avoid the affec-
tation and bad taste of constsntly retarding the tones of the melody
after those of the accompaniment, thus producing the effect of a con-
tinuous syncopation which the composer never intended. In a clow
melody, with notes of long duration, it is expedient, at the commence-
ment of a phrase, to attack the singing part after the base, but with a
difference almost imperceptible.

¢ One of the most important recommendations we can urge, is that
each tone be held (the keys képt down) its full value, unless the con-
trary be indicated. For this purpose, fingering of substitution must be
employed, especially in music of several parts.

¢ To avoid burrying, and playing over fast, is much more difficult
than is generally imagined.

¢« Let us advise all young performers to refrain from all unnecessary
motion of the body, and preserve an easy deportment of the arms; not
to place themselves in too high a position in respect to the key-bhoard ;
let them listen well to their own performance, question themselves, be
severe in judging of themselves. In general they work too much with
their fiugers and not with sufficient intelligence.””—S8. THALBERG.

¢ Many players, in scale practice, allow the first finger of the right
hand ascending, and the first finger of the left hand descending, to
linger on its key ; great care must be taken to avoid this fault. Care-
fully avoid exaggeration of feeling and expression ; too strong accentaa-
tion; waat of rhythmical feeling; indistinctness in execution ; changing
the time; hurrying, dragging, slurring, thumping, want of evenness in
the movement of the hands; swinging the body about; flinging the
hands into the air; interpolation of strange passages; failing to heed
the composers’ marks of expression ; unuecessary doubling of the notes
when they are written single; and, not least of all, playing arpeggiando
when the chords are to be struek simultaneously.

“Two faults which cannot be too carefully guarded against, are:
(1) Practicing a rapid movement in too quick & tempo; and (2) Playing
the easy passages of a work as frequently as the difficult ones; this is
not only a waste of time, but prejudicial to true musical development ;
yet many players find it difficult to rid themselves of these bad habits.
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¢ A man’s merit oousists only in the amount of industry and exertion
he bestows upon the object he desires to attain. He that is gifted by
nature with talent or genius, has no right to look upou these gifis as
his own desert, but as an obligation, which Heaven has jmposed upon
him, to cultivate them so far as to enable him to perform all that may
be reasonably expected from the talent he possesses.”’—Louis Praioy.

Msny players who are deficient in precision, correctness, and clear-
ness, attempt to conceal their want of skill by means of the Damper
Pedal. This vile practice cannot be too severely condemned. - The
pupil should never use this pedal until it has been carefully studied
under the guidance of an intelligent teacher.
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CHAPTER XXVIL

TECHNICAL EXERCISES, STUDIES, SONATAS, Etc.

—

For technical exercises, which are thoroughly systematic in design,
and exhaustivein treatment, we would heartily recommend Dr. Mason’s
<« Piano-Forte Technics.” If others are wanted, Plaidy’s ‘¢ Technical
Studies,” and Czerny’s ¢ Forty Daily Exercises,’’ will be found useful.

The following list of «Studies,” together with the graded series of
<< Sonatas,” is by ERNEST Pavusz.

Among the studies for beginners, we recommend : —

Brunner, C. T., Op. 412.

Chwatal, F. X., Op. 105.

Czerny, Carl, Up. 139.

Schmitt, Aloys., Op. 16.

Clementi, Muzio, ¢ Preludes and Exercises.”’
Koéhler, L., Op. 161; Op. 60; Op. 162.
Berens, H., Op. 61; Op. 78; Op. 79 (for children).
Gurlitt, C., Op. 60, 51, 62, and 53.

Krug, D., Op. 218.

Enckhausgen, Op. 63.

Czerny, C., Op. 863.

Duvernoy, J. B., Op. 176.

Lemoine, Op. 87.

Czerny, C., Op. 299, “¢School of Velooity.”
Bertini, H., Up. 100.

Heller, 8., Op. 47,

Laschhorn, A., Op. 66.

For more advanced performers:—

Heller, 8., Op. 45; Op. 46.
Krause, A., Op. 2.

Bertini, H., Op. 29; Op. 82.

Czerny, C., Op. 740.

Grund, C., Op. 21.

Clementi, Toccata in B flat.

Pollini, F., Toccata in G major.
Ooslow, G., Tocoata in C major.
Czerny, C., Op. 92, Toccata in C major.
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Mayer, Carl, Toccats in E msjor.

Moscheles, I., Op. 73.

Bach, J. 8., Fifteen Inventiones ; Fifteen Symphonies.
Muller, A. E Caprices §1—15)

Cramer, J. B. ¢« Studio.’

Clementi, M., ¢ Gradus ad Parnassum.”

Mayer, Carl, Op. 200; Op. 119.

Kestler, J., Op. 20.

Déring, Op 24; Op. 80, * Rhythmical Studies.”
Kéhler, L., Op. 128 ¢« New School of Velocity.”
Losohhorn, A., Op. 67.

For very advanced performers :—

Kahler, L., Op. 112,

Cszerny, C:, ‘ The School of the Legato and Staccato.”

Heller, 8., Op. 16.

Seeling, H., Op 10.

Hiller, F., Op. 15.

Taubert, W., Op. 40.

Goldschmidt, O., Op. 18.

Bennett, W. 8., Op. 11.

Berger, L Op 12; Op. 22.

Moscheles, L, Op. 70.

Kalkbrenner. F., Op. 145.

Chopin, F., Op. lO; Op. 25.

Moscheles, I., Op 95.

Henselt, A., Op. 2; Op. b.

Schumann, R., Op. 18; Toccata, Op. 7.

Déhler, T., ¢ Twelve Studies.”

Thalberg, 8., Op. 26; ¢ Three Studies.”’

8chumann, R., ¢ Paganini's Caprices,” Op. 8; Op. 10.

Mendelssohn, F., Op. 85, ¢Preludes and Fugues;’ * Three
Studies ;” ¢ Three Preludes.”

Bach, J. 8., “ Forty-eight Preluds and Fugues.”

Lisat, F., ¢ Three Studies;" ¢ 8ix Caprices de Paganini ; ¢ Etudes
d une éxecution transcendante.”

¢« New Gradus ad Parnassum; One Hundred Studies by different
Composers.”

For those who are beginning the study of sonatas, the exce'lent easy
sonatas by A. Krause, Taubert, and C. Reinecke, offer valuable material,
after which the following may be taken up in the order in which they
are here given :—

Emanuel Bach (Edition of Leuckart in Leipzig, or in Farrenc's
“Trésor du Pianiste.””)

Sonatinas by Clementi.

Sonatinas by Kuhlau.

Sonatas by Haydn.

Sonatas by Mozart. As the number of Mozart's Sonatas differ
in the various editions, the thematic beginning is here
given:—
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Allegro con spirito.
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Sonatas by Clementi.

Sonatas by Dussek.

Caprices by A. E. Miiller.

Sonatas by J. N. Hummel.

Sonatas by Beethoven, Nos. 19, 20, 25, 9, 10, 1, 2, 3, 6, 5, 7, 8,
4,11, 15, 12, 18, 14, 16, 17, 18.

Sonatas by C. M. von Weber, Nos. 1, 4, &, 2.

Sonatas by Franz Schubert, Nos. 8, 4 2 6 7,1,8,6, 0,

Sonatasby Beethoven, Nos. 22 21, 24 28 27, 26, 28, 80, 81, 2 29.
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CHAPTER XXVIIIL

y

PLAN FOR PIANO FORTE CLASSES.

T

«A class should consist of three pupils, who are to study the same
piece and to share an hour's. lesson at one Piano-forte. The three
pupils should be as nearly equal in musical capability as possible. Each
pupil is to be twenty minutes at the piano, during which time the other
two are to observe carefully all that is dene and said, and when neces-
sary, to ask any further explanation they may think needful.

In order to thoroughly equalize the progress of each pupil, care must
be taken that whatever new music is read, or whatever pieces are
played by a particular pupil at one lesson, shall be read and played by
the others at succeeding lessons. When the new lesson is first read,
the teacher is to mark the fingering, and anything else that may be
necessary on the musio of the pupil then at the piano; after the hour's
lesson, and before separating, the other two pupils are to transoribe
all such fingering, etc., on their own copies. Among the advantages
of this plan are:— -

1. The expense is only oue-third that of private lessons.

2. The pupils obtain all necessary fingering and explanations as
effectually as by private leseons.

3. The fact of each pupil having to play in the presence of the two
others must necessarily assist in the acquirement of that self-possession
indispensable to an intelligible performance of a piece.

4, All the advantage to be gained by hearing the teacher play the
pieces that are studied can be at once equally obtained by the three
pupils.” —AGUILAR. .

«The learners of the second chapter should be the téachers of the
first, while the master should occasionally inspect their examples—it is
also recommended that an examination of the whole school should take

lace at stated periods. Pupils of talent should be removed to the
gigher classes as soon as the master finds them qualified, without wait-
ing for those who are less rapid in their improvement. The exerocise
of each should be appointed by the master. They may be selected
either from. the Primer, or by makiug the pupils explain the lesson
about to be played, pointing out the notes from which the fingers should
be raiced, and those which are to be held down; manner of counting,
the reasons for the fingering, etc. The younger pupils should be at-
tended at their daily practice by one of the older ones, who is to be
appointed by the master.”” —Burrows.
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CHAPTER XXIX.

2 ot

SIXTY-EIGHT RULES FOR YOUNG BEGINNERS.

B ROBERT SCHUMANN.

1. The most important thing is to oultivate the sense of Hearing.
\Take pains early to distinguish Tones and Keys by the Ear. The bell,
the window-pane, the cuckoo,—seek to find what tones they each give
out.

2. You must sedulously practise Scales and other finger exercises.
But there are many persons who imagine all will be accomplished if
they keep on spending many hours each day, till they grow old, in
mere mechanical practice. It is about as if one should busy himself
daily with repeating the A-B-C as fast as possible, and always faster
and faster. * Use your time better. :

8. “Dumb piano-fortes,”” so oalled, or key-boards without sound,
have been invented. Try them long enough to see that they are good
for nothing. You cannot learn to speak from the dumb.

« 4. Play in time! The playing of many virtuosos is like the gait of
a drunkard. Make not such your models.

5. Learn betimes the fundamental laws of Harmony,

6. Be not frightened by the words, Theory, Thorough Bass, Counter-
point, ete.; they will meet you friendlily if you meet them so.

7. Never dilly-dally over a piece of music, but attack it briskly;
and never play it only half through!

8. Dragging and hurrying are equally great faults.

9. Strive to play easy pieces well and beautifully ; it is better than
to render harder pieces only indifferently well.

10. Always insist on having your instrument purely tuned.

11. You must not only be able to play your little pieces with the
fingers; you must be able to hum them over without a piano. Sharpen
your imagination so that you may fix in your mind not only the Melody
of a composition, but also the Harmony belonging to it.
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12. Accustom yourself, even though you have but little voice, to
sing at sight without the aid of an instrument. The sharpness of your
hearing will continually improve by that means. But if you are the
possessor of a rich voice, lose not & moment’s time, but cultivate it,
and congider it the fairest gift which heaven has lent you.

13. You must carry it so far that you can understand a piece of
music upon paper.

14. When you are playing, never trouble yourself about who is
listening.

15. Always play as if a master heard you.

16. If any one lays a composition before you for the first tlme, for

. you to play, first read it over.

17. Have you done your musical day’s work, and do you feel ex-
hausted? Then do not constrain yourself to further labor. Better
rest than work without joy or freshness.

18. Play nothing, as you grow older, which is merely fashionable.
Time is precious. One must have a hundred lives, if he would ac-
quaint himself only with all that is good,

19. Chxldren cannot be brought up on sweetmeats and confectionery
to be sound and healthy men. As the physical, so must the mental
food be simple and nourishing. The masters have provnded amply for
the latter; keep to that.

20. A player may be very glib with finger-passages; they all in
time grow commonplace and must be changed. Only where such
facility serves higher ends, is it of any worth.

21. You must not give currency to poor compositions; on the con-
trary, you must do all you can to suppress them.

22, You should neither play poor compositions, nor even listen to
them, if you are not obliged to.

28. Never try to acquire facility in what is called Bravura. Try in
a composition to bring out the impression which the composer had in
his mind ; more than this attempt not; more than this is caricature.

24. Consider it a monstrosity to alter, or leave out anything, or to
introduce any new-fangled ornaments in pieces by a good composer.
That is the greatest outrage you can do to Art.

25. In the selection of your pieces for study, ask advice of older -
players; that will save you much time.

26. You must gradually make acquaintance with all ihe more im-
portant works of all the important masters.
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27. Be not led astray by the brilliant popularity of the so-called
great virtuosi. Think more of the applause of artists than of that
of the multitude.

28. Every fashion grows unfashionable again; if you persist in it for
years, you find yourself a ridiculous coxcomb in the eyes of everybody.

29. It is more injury than profit to you to play a great deal before
company. Have a regard to other people; but never play anything
which, in your inmost soul, you are ashamed of.

30. Omit no opportunity, however, to play with others, in Duos,
Trios, etc. It makes your playing fluent, spirited, and easy. Accom-
pany a singer when you can.

81. If all would play first violin, we could get no orchestra together.
Respect each musician, therefore, in his place.

82. Love your instrument, but do not have the vanity to think it the
highest and only one. Consider that there are others quite as fine.
Remember, too, that there are singers, that the highest manifestations
in Musioc are through chorus and orchestra combined.

83. As you progress, have more to do with scores than with virtuosi.

84. Practise industriously the Fugues of good masters, above all

" those of JoHN SEBASTIAN Bacu. Make the * Well-tempered Clavi-

chord” your daily bread. Then you will surely be a thorough
musician.

85, Seek for your associates among those who know more than you.

86. For recreation from your musical studies, read the poets fre-
quently. Walk also in the open air!

87. Much may be learned from singers, male and female; but do
not believe in them for everything.

38. Behind the mountains there live people, too. Be modest; as
yet you have discovered and thought nothing which others have not
thought and discovered before you. And even if you have done so,
regard it as a gift from above, which you must share with others.

39. The study of the history of Music, supported by the actual
hearing of the master compositions of the different epochs, is the
shortest way to cure you of self-esteem and vanity.

40. A fine book on music is THIBAUT Ueber Reinheit der Tonkunst
(*“On Purity in the Musical Art”). Read it often as you grow older.

41. If you pass a church and hear the organ playing, go in and
listen. If it happens that you can occupy the organist’s seat yourself,
ry your little fingers, and be amazed before this omnipotence of

'usic.
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42. Improve every opportunity of practising upon the organ; there
is no instrument which takes such speedy revenge on the impure and
the slovenly in composition, or in playing, as the organ.

43. Sing frequently in choruses, especially on the middle parts.
C'his makes you musical.

44. What is it to be musical ? You are not.so, if, with eyes fastened
anxiously upon the notes, you play a piece through painfully to the
end. You are not 8o, if, when some one turns over two pages at once,
you stick and cannot go on. But you are musical, if, in a new piece,
you anticipate pretty nearly what is coming, and in an old piece,
know it by heart: in a word, if you have music, not in your fingers
only, but in your head and heart.

45, But how does one become musicalf Dear child, the main thing, a
sharp ear, and a quick power of comprehension, comes, as in all things,
from above. But the talent may be improved and elevated. You will
become so, not by shutting yourself up all day like a hermit, practising
mechanical studies; but by living, many-sided musical intercourse;
and especially by constant familiarity with orchestra and chorus.

46. Acquire in senson a clear notion of the compass of the human voice
in its four principal classes; listen to it particularly in the chorus;
ascertain in what interval its highest power lies, and in what other
intervals it is best adapted to the expression of what is soft and tender.

\ 47. Listen attentively to all Songs of the People; they are a mine
of the most beautiful melodies, and open for you glimpses into the
character of different nations.

48, Exercise yourself early in reading music in the old cleffs.
Otherwise, many treasures of the past will remain locked against you.

49. Reflect early on the tone and character of different instruments :
try to impress the peculiar coloring of each upon your ear.

50. Do not neglect to hear good Operas.

51. Reverence the Old, but meet the New also with & warm heart.
Cherish no prejudice.against names unknown to you.

52. Do not judge of a composition on a first hearing; what pleages
you in the first moment is not always the best. Masters would be stud-
ied. Much will become glear to you for the first time in your old age.

53. In judging of compositions, distinguish whether they belong to
the artistic category, or only aim at dilettantish entertainment. Stand
up for those of the first sort; but do not worry yourself about the others!

54. «“Melody” is the watchword of the Dilettanti, and certainly
there is no music without melody. But understand well what they
mean by it; nothing passes for a melody with them, but one that is
easily comprehended or rhythmically pleasing. But there are other
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melodies of a different stamp; open-a volume of Bach, Mozert, or
*

Beethoven, and you see them in a thousand various styles.  *
* * * P T 2 T T *

55. If you can find out little melodies for yourself on the piano, it
is all very well. But if they come of themselves, when you are not
at the piano, then you have still greater reason to rejoice, for then the
inner sense of music is astir in you. The fingers must make what the
head wills, not vice versa.

56. If you begin to compose, make it all in your head. When you
have got a piece all ready, then try it on the instrument. If your
musie came from your inmost soul, if you have felt it, then it will take
effect on others.

57. If Heaven has bestowed on-you a lively imagination, you will
often sit in solitary hours spellbound to your piano, seeking expres-
sion for your inmost soul in harmonies; and all the more mysteriously
will you feel drawn inte magic circles, as it were, the more unclear
the realm of harmony as yet may be to you. The happiest hours of
youth are these. Beware, however, of abandoning yourself too often
to a talent which may tempt you to waste power and time on phan-
toms. Mastery of form, the power of clearly moulding your produc-
tions, you will only gain through the sure tokenm of writing. Write,
then, more than you improvise.

58. Acquire an early knowledge of directing; watch good directors
closely, and form a habit of directing with them, silently, and to your-
self. This brings clearness.

659. Look about you well in life, a8 algo in the other arts and sciences.

60. The Moral Laws are also those of Art.

61. By industry and perseverance you will always earry it higher.

62, From a pound of iron, bought for a few pence, many thousand
watch-springs may be made, whereby the value is increased a hun-
dred thousand fold. The pound which God has given you, improve it
faithfully.

63. Without enthusiasm nothing real comes of Art.

64. Art is not for the end of getting riches. Only become a greater -
and greater Artist; the rest will come of itself.

65. Only when the form is entirely olear to you, will the spirit
become clear.

66. Perhaps only genius understands genius fully.

67. Some one maintained, that a perfect musician must be able, on
the first hearing of a complicated orchestral work, to see it as in
bodily score before him. That is the highest that can be conceived of.

68. There is no end of learning.
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CHAPTER XXX.

LETTERS ON THE ART OF PLAYING THE PIANO-FORTE.

" By CARL CZERNY.

LETTER 1.
First Rudiments of the Piano.

WaeN I, some years ago, had the pleasure of being personally nc-
quainted with your family, I discovered in you so decided a talent for
music, that I am rejoiced to hear you are now really about to devote
yourself to the delightful art of playing the piano-forte. Your mem-
ory, at that time, easily retained any agreeable melody which you
heard ; you manifested a natural feeling for time and musical expres-
gion; and, added to this, your fingers and hands possessed all the
natural qualities so necessary for playing the piano-forte—flexibility,
quickness of movement, and lightness, without being either too weak
or too stiff. .

- 8o decided a disposition and inclination for this fine art could not,
in truth, remain long dormant; for no art is more noble, nor more
surely indicative of general mental cultivation, than music. By it we
can command, not only for one’s self, but for many others, a dignified
and appropriate amusement; and, where great progress has been
made, we also insure a degree of distinction in the world, which is as
agreeable to the amateur as to the professional artist.

The first principles, namely, a knowledge of the keys and the notes,
are the only really tedious and unpleasant points in learning music.
When you have once conquered them, you will every day experience
more and more delight in continuing your studies.

Consider the matter as if you were for a time compelled to wend
your way among somewhat tangled and thorny bushes, in order to
arrive at last at a charming prospeet, and a spot always blooming in
vernal beauty. .

The best remedy against this disagreeable necessity is, to endeavor
to fix these preliminary subjects on your memory as firmly and quickly
as possible. Such pupils as manifest, from the very outset, a desire
and love for the thing, and who strongly and rationally apply their
memories to the matter, will acquire a perfect knowledge of the keys
and notes in a few weeks; while others, frightened at the apparent
tediousness of the acquisition, often lose several months in attaining
the same object. Which, then, of these two ways is the better?

Before anything else, I earnestly entreat you to acquire a graceful
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and appropriate position when sitting at the piano-forte. The seat
which you use must be just so high that the elbows, when hanging
down freely, may be a very little less elevated than the upper surface
of the keys; and if your feet should not reach the ground, have a
dwarf stool or ottoman made of a proper height to place them upon.
You must always seat yourself exactly facing the middle of the key-
board, and at such a distance from it that the tips of the elbows may
be a little nearer to the keys than the shoulders.

Equally important is a graceful position and carriage of the head
and upper part of the chest; it must neither be stiff nor bent.

It is not merely that an awkward position is disagreeable and ridic-
ulous, but it also impedes, if not prevents, the development of a free
and elegant style of playing.

The fore part of the arm (from the elbow to the fingers) should
form a perfectly straight horizontal line; for the hand must neither
rise upwards like a ball, nor be bent so as to slope downwards.

The fingers are to be so bent that the tips of them, together with that
of the thumb, when extended outwards, may form one right line, and
8o that the keys may always be struck with the soft and fleshy tips of
“the fingers, and that neither the nails nor the flat surface of the fingers
ghall touch the keys. In striking the black keys, the fingers must be
stretched out a little more; but even in this casc they must always
remain sufficiently bent.

The percussion on the keys is effected solely by the fingers, which,
without any actual blow, must press each key firmly down; and in
doing this, neither the hand nor the arm must be allowed to make any
unnecessary movements. The thumb should always strike the key
with its external narrow surface, and, in go doing, it must be but very
little bent.

The white keys are to be struck on the middle of their anterior

broad surfaces, and the black keys pretty close to their nearest ex-
tremities or ends.
- You must take great care that you do not strike any key sideways
or obliquely, as otherwise a contiguous and wrong key may chance
to be touched ; and, in music, nothing is worse than producing wrong
tones.

While one finger strikes, the other fingers must be kept close to the
keys, but always bent, and poised quite freely in the air; for we must
" not touch any key before the moment in which it is to be struck.

The most important of the fingers is the thumb; it must never be
allowed to hang down below the key-board, but, on the contrary, it
should always be held over the keys in such a way that its tip may
be elevated a little higher than the upper surface of the black keys;
and it must strike from this position.

To observe all these rules exactly, it is requisite that the elbows
should never be too distant from the body, and that the arms, from
the shoulder downwards, should hang freely, without being pressed
against the body.

The knowledge of the notes is a mere affair of memory; and for
every note, you must endeavor to find and strike the proper key, on
the instant and without the least hesitation. In music this constitutes
what is called reading the notes; and when you shall have acquired
this readiness, you will have overcome the most difficult thing which
elementary objects in music will be likely to present to you.
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At first you will naturally learn only the notes in the treble clef,
and for this purpose we may employ the following means:

First. When you look at & note, you must name it aloud, and then
seek for and strike the key which belongs to it.

Secondly. When you strike at hazard any white key on the treble
side of the key-board, you must name it aloud, and seek directly for
the note belonging to it.

Thirdly. After having struck any white key at hazard, you must
describe aloud, in words, what line or what space represents it.

Fourthly. You must often play through, slowly, some of the easiest
pieces for beginners, note by note, and with great attention, naming
each note as you proceed.

Fifthly. I must also recommend you to adopt the following expedi-
ent: singe you are nlready much advanced in writing, you must learn
to write music. The little trouble that this will cost, you will find
amply recompensed by great advantages. Notes are much easier to
write than letters; and, if you daily devote a quarter of an hour to
this task, in & couple of weeks you will become sufficiently expert
at it,

Your teacher will give you the instructions requisite for this pur-
pose; and when you have been in this way accustomed to place the
notes as they come, exactly on or between the lines, copy out daily
one of the easiest elementary lessons, and then write in letters over
each note its proper denomination ; after which, play the piece over
slowly.

When, in this way, you have learned to know perfectly all the de-
grees in the treble olef, and are able to play slowly, but correctly,
with both hands, little pieces in the treble clef, then take the bass
notes, and proceed with them just in the same manner.

You must practise each piece, paying the strictest attention to the
fingering indicated, till you are able to execute it without stopping or
stambling. Each day you should read through a couple of fresh little
pieces, to accustom the eye and the fingers to the various and ever
new passages which are formed by means of the notes.

At first, after each note, we must also look at the key which is to
be struck; but afterwards, when we have attained a tolerable cer-
tainty in finding the keys, it is better to fix the eye on the notes rather
than on the keys.

And now allow me in this letter to offer this last very important
remark: the best knowledge of the notes avails us very little, if, at
the same time, the fingers do not begin to develop that degree of flexi-
bility which is requisite for striking the keys, and for playing in gen-
eral. I, therefore, most earnestly recommend you to practise daily,
with untiring diligence and the greatest attention, five-finger exercises
in both hands, which your instructor will explain to you, in order that
your fingers may speedily acquire that pliability, independence, and
volubility which are absolutely necessary to playing.

Do not be alarmed at the little trouble and application that this may
require; try three or four times every day, for at least a quarter of
an hour each time, to play through the exercises with attention. In
fact, it is a8 impossible to play the piano-forte well with stiff and un-
tractable fingers, as to dance well with stiff and untractable feet.
Volubility of finger is one of the chief requisites in piano-forte playing.

It is very proper that your teacher gives you an hour’s lesson every
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day. If, in addition to this, you daily dedicate another hour—or, if
possible, two hours—to practising by yourself, you will in a few
months have forever conquered all that is difficult or tedious in the
elementary branches of playing; and you will each day see augmented
the pleasure which the delightful art of music so richly bestows on
its votaries.

LETTER IL
TWO MONTHS LATER.
On Touch, Tone, and the Mode of Treating the Piano-forte.

I HAVE just received your welcome letter, and learn from it that
you have already made considerable progress in reading the letters,
and that you are able to play several of the first and easiest little
pieces, somewhat slowly, perhaps, but still intelligibly.

Continue daily to decipher a eouple of new little pieces, and at the
same time to practise still more those which you have already learned,
80 that these latter ones may go off quicker and quicker, and that you
may each week study at least two fresh pieces. For, as you have an
earnest wish to attain to a high degree of excellence in piano-forte
playing, you must look upon all that has been given to you as yet only
a8 a means to that end, and, indeed, as that means which will conduct
to this end as quickly and as agreeably as possible.

I could not refrain from laughing a little, if I may be allowed to
tell you so, at your complaining to me how much your master vexed
and tormented you with finger exercises, with rules relating to touch,
to the position of the hands, to clearness, volubility, etc.

*“Ah!” you exclaim, in & manner quite touching, ‘‘ must all this
really be so?”

Yes, such is indeed the case; and here I cannot assist you. Your
teacher is quite right in being 8o strict as to all these points, and I
will explain tho reason why. From every musical instrument we may
produce either a fine tone or a detestable one, according as we handle it.
The same excellent violin which, in the hands of a clever player,
sounds so delightfully, will, when handled by a clumsy person, yield
disagreeable sounds. It is the same with the piano-forte. If it is not
properly handled by the player, or if we nmierely thump and bang the
keys, the best instrument will sound hard and unpleasant. On the
other hand, if we employ too little force, or do not know how to use
this power in a proper manner, the tone will be poor and dull, and
the performance unintelligible, and without soul or expression.

The interior mechanism of the keys is such that the strings will
only sound well when we

First. Strike each key perpendicularly ; that is, straight downwards,
and exactly in the middle, and therefore not sideways nor obliquely.

Secondly. When, after the percussion, each key is so firmly pressed
down as to cause the full tone of the instrument to be audible.

Thirdly. When, before the percussion, we do not raise the finger too
bigh; as, otherwise, along with the tone there will be heard the blow
on the key.

Fourthly. When the band and arm, even when striking with eonsid-
erable force, do not make any jumping, chopping, or oscillating move-
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ment ; for you will find that the fingers cannot possibly play pleasantly
aud tranquilly when the hands and arms are unsteady.

Fifthly and Lastly. When the player observes all these rules in rapid
runs, or even in skips and extensions, as strictly as in slow and quiet
pnssages.

All the finger exercises, and particularly the scales, have na other
end than to accustom the fingers to the application of these rules so
thoroughly, that the player shall practise all that he studies in future
strictly according to the principles we have given.

“Ah! the scales,”’ you write to me; *‘that is truly a tedious story!
Are these things, then, really as necessary as my teacher gays?”’

Yes, these scales are the most necessary point of all, not only for be-
ginners, but even for pupils who are much advanced ; and, indeed, the
most expert players do and must constantly have recourse to and prac-
tise them. Permit me to demonstrate this to you, as I know that you
have a good understanding, and are fond of reflecting.

You know already that the pasgsing of the thumb under the other
fingers, and of the three middle fingers over the thumb, is absolutely
necessary, and that it is the only means by which we are enabled 1o
strike a long series of keys quickly one after the other.

But this passing of the thumb and fingers, even in the most rapid
passages, must-be effected in a manner so natural, equal, and unla-
bored, that the hearer shall not be able to distinguish the smallest
interruption or inequality. This, however, iz almost the greatest dif-
ficulty in piano-forte playing; and it is possible only when neither the
arm nor the hand makes the smallest movement upwards or sideways,
and when the joints of all the fingers attain gradually and by long
practice go great a degree of flexibility and address, that in a rapid
run over the key-board one is almost tempted to think that the player
has at least fifty fingers on each hand. To attain this highly necessary
property, there is no other means than the most diligent, uninterrupted
daily practice of the scales in all the keys,

But these scales have many other various uses. There are few
musical compositions in which they are not introduced by the author
in some shape or other. In every piece, whether written to-day or
one hundred years ago, they are the principal means by which every
passage and every melody is formed. The diatonic scales or the
chords broken into arpeggios, you will everywhere find employed
innumerable times. .

You will now easily imagine what an advantage it gives a player
when he is perfectly acquainted, in all the keys, with these FuNpA-
MENTAL PASSAGES, from which so many others are derived ; and what
a command over the entire key-board, and what an easy insight into
any musical piece, be gains thereby.

Further, no property is more necessary and important to the player
than a well-developed flezibility, lightness, and volubility of the fingers.
This cannot be acquired in any way so quickly as by the practice of
the scales. For, if we were to try to attain those qualities by the
merely studying of different musical compositions, we should spend
whole years to accomplish our purpose. Many beautiful pieces require
to be executed in a very quick degree of movement, and with great
volubility of finger. But how tiresome and detestable would these
same pieces sound, if played slow, stiff, and unequal! And even those
compositions which are slow on the whole. still .contain many occa-
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sional runs and embellishments which require great rapidity of finger.
All these he has already conquered who is able to play the scales well
and with sufficient quickness.

At present you cannot form an idea of the beauty and effect which
is produced by a puve, clear, rapid, and strictly equal execution of such
runs; they are musical rows of pearls, and many great artists are
more particularly distinguished on account of their peculiar excel-
lence in the performance of them. You will no doubt have already
remarked that correct fingering is a very important part of piano-forte
playing, and one which costs every pupil a good deal of labor. Now,
the soales contain all the principal rules of fingering, and they are in
themselves sufficient, in almost all cases, to show the pupil the right
path. What do you say to all these advantages? Is it not well worth
the while to occupy yourself seriously with these same tiresome scales ?

I must now tell you in what wey you ought to proceed to do this,
for, if studied in a wrong manner, the scales may prove as injurious
as they are capable of being serviceable when properly practised.
You know that the five fingers are by no means equal to each other in
natural strength, Thus, for exawple, the thumb is much stronger
than any of the other fingers; the first finger is much stronger than
the little finger; and the third finger, on the contrary, is, with almost
every person, the weakest of all. The piinist, however, must know
how to employ these various degrees of power, 8o that in playing the
scales all the fingers may strike their appropriate keys with perfect
equality of strength ; for the scales sound well only when they are played
in every respect with the most ezact equality.

This equality is threefold, namely :

First. Equality of atrengtk

No one note ought to sound in the smallest degree louder than ‘an-
other, whether it be struck with the thumb, or the first, second, third,
or little finger.

Second. Equality in point of quickness.

Each note must follow the preceding one strictly in the same degrce
of movement, whether we play the scales slow or quick.

Thirdly and Lastly. Equality in holding the keys down.

No key must be held down for a longer or shorter time than the
rest; that is, each finger must only keep its key pressed down tiil the
following one is struck, and it must then be taken up exactly at the
very instant that the next finger comes in contact with its key. This
must, of course, also be observed in passing the thumb under the middle
fingers, or in passing the latter over the thumb.

If we offend even against only one of these three principal rules, the
equality and beauty of the runaredestroyed, and the utility of the
practice lost. Each scale, therefore, must be practised, first with the
right hand only, and then with both hands, and, at first, extremely slow,
always consulting the judgment of your teacher, or taking the counsel
of your own good ear, as to whether the fingers sufficiently observe
all the rules.

From week to week you must increase the degree of rapidity, till
at last all the fingers are in a condition to fly over the keys with light-
ness, firmness, and distinct and beautiful execution. Every day, when
you seat yourself at the piano-forte, let the scales be, for one-half hour,
the first thing which you attack; as by this means the fingers will be
got in readiness for everything elso



Chapter X4'X.] PALMER'S PIANO PRIMER. . 167

LETTER III
TWO MONTHS LATER.
On Time, Subdivision of the Notes, and Fingering,

THE intelligence of your further progress rejoiced me very much.

Your fingers already begin to develop a well-regulated flexibility ;
your touch and execution are no longer heavy and sluggish ; the finger
exercises, the runs, and scale passages go off tolerably quick, light,
and equal; and lastly, you already play several dozen little pieces
without faults, and generally without stumbling. You see that a rea-
sonable degree of diligence and obedience to the precepts of your
teacher will soon be rewarded by the most pleasing results.

The difticulty which the observauce of the §. q b, X, and H) still
causes you, will soon disappear, if you firmly apply your memory to
this point, and if you constantly take good notice of, and learn to
quickly vetain, the marks of transposition which are indicated at the
beginning of each piece, as well as those which occur accidentally in
the measure.

But the time and the subdivision of the notes cause you much trouble,
and we will therefore treat a little on this subject to-day.

The subdivision of the notes in music is a thing so certain and so posi-
tively determined, that we cannot well commit a fault against it, f we
give to each note and rest its exact value, and if, in so doing, we consull the
eye rather than the ear. For the eye always sees aright when it is sup-
ported by the memory; but the ear by itself may very often be de-
ceived, particularly in beginners.

The duration of the notes is, a8 you know, expressed by the fingers
being held down on the keys; that of the rests, on the contrary, by the
fingers being kept off the keys, and free; and we must take care not to
confound these two things, for each note must be held exactly as long
as its prescribed value requires, and the key must not be quitted either
sooner or later. Simple and easy as this rule appears, it is often
sinned against by much better players than yourself. This arises from
the circumstance that most persons are neglectful on.this head when
they are first taught; partly out of carelessness, and partly also be-
cause the holding down of the keys appears tiresome and inconven-
ient, or, on the contrary, sometimes because the fingers are too unapt
and sluggish to quit the keys at the right moment.

Those who hold down the keys too long, accustom themselves to a
lingering, adhesive, indistinct, and often discordant manner of play-
ing. Those who quit the keys too soon, fall into an unconnected,
broken style of playing, which is without melody, and which at last
degenerates into mere hacking and thumping the keys. That both
modes will conduct us into the wrong path I need not further explain
to you.

Tyhe art of subdividing the notes consists in introducing the quicker
notes, exactly at the right moment, among the longer ones.

But, as groups of notes occasionally occur which must be played
very quick, if we are to observe the exact movement and the length of
the measure, you will see how necessary it is that the fingers should
early be accustomed to play with readiness and rapidity. For withous
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this, even with the best knowledge of the subdivision of notes, we are
at every moment in danger either of lagging behind in the time, or
of scrambling over these quicker notes in any way we best can.

You perceive here, again, that the diligent practice of finger exer-
cises and scales is of the highest importance ; for the quick perception
of the different values of the notes requires only a practised eye, while
for the rapid and correct execution of them, we also require a well-prac-
tised finger.

It is of great advantage to you that in every piece your teacher
either counts aloud each separate measure, or beats the time with a
pencil or bit of stick, by which you are compelled to continue always
in the right time,

Equally useful is it, that you have already studied several easy
pieces a8 duets for four hands, occasionally playing the lower or bass

art.
P The two following capital points are most essential, and must not
be overlooked

First, Strictness in taking the right keys.

For false letters produce intervals which generally sound very dis-
agreeably, and strike as unpleasantly on the ear as a spot of ink on
a white frock does on the eye.

Secondly. Correctness in keeping time. - -

For, without time, music is unintelligible, and lost on the hearer.

To correctness in playing belong attention, tranquillity, a good position
of the hands, correct fingering, and the requisite habit of striking
every key in the middle of its breadth, so as not to touch any contig-
uous key.

To keeping time belong also the following points:

At the first deciphering of a new musical piece, the beginner cannot,
of course, easily play in time, since he must bestow great attention
on taking the notes correctly. and on the fingering, and must stop at each
wrong taken key to set himself right. As soon, however, as this is
amended, he must endeavor to play through the piece; at first slowly,
indeed, and then continue to practise it, till he can go through it as
quickly as the coniposer has indicated.

If you can accustom yourself, while playing, to count aloud, it will
be exceedingly advantageous to you. Beating the time with the foot
cannot well be recommended, because it often settles into a bad habit.

When long rests occur in both hands, counting mentally or aloud is
exceedingly necessary; for you know that, in every musical compo-
sition, each measure must occupy exactly the same portion of time as
the others, whether it consists of notes or rests.

Hitherto I have only spoken of that sort of keeping time in which
we neither come to a stand-still, nor omit, nor pass over anything.
But there is another sort of keeping time, in which we may observe
all this very correctly, and yet commit errors against time.

These faults consist in this—that, in the course of the piece, we
either continually play quicker and quicker, or slower and slower; or
else, that we sometimes play too quick, and then again too slow.

Into the error of accelerating the time, just such young and lively
persons ag yourself are most apt to fall ; and who knows whether I
have not guessed right when I imagine that you sometimes begin a
piece which goes oft pretty fluently, at first very quietly and sagely;
but then, becoming excited as you go on, you play quicker and quicker,
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and, at last, finish with such rapidity as if your fingers were holding
a runaway pony? Have I not guessed rightly ?

To avoid this, you must practise even those pieces which you already
play well, as composedly and as attentively as when you first began
to study them; and in so doing, you must not allow the fingers to
indulge their own fancies, or to be in the least degree inattentive.

The opposite fault of kanging back, or dragging in the time, gener-
ally proceeds from our having begun too fast; and by that means
stumbling against difficulties which we cannot overcome in that quick
degree of movement.

Hence this capital rule: never begin a piece quicker than you can with
certainty go on with it to the very end.

There are exceptions to this rule, which you will be taught by and
by, when you learn the higher branches of expression and execution.

You will already have remarked how necessary correct fingering is
in playing. A single ill-chosen finger may often cause the complete
failure of a whole passage, or at least make it sound coarse, unequal,
and disagreeable. As doubtless you have studied all the elementary
pieces exactly with the fingering indicated, your fingers ave, to a
certain degree, already accustomed to a regular system of fingering.
But as, in other compositions, you may, by and by, be often in doubt
on this head, I will impart a few rules on this subject, as to what
must be observed or avoided in every regular system of fingering.

First. When several keys are to be played one after another, either
in ascending or in descending, and five fingers are not sufficient for
this purpose, the four longer fingers must never be turned over one
another; but we must either pass the thumb under, or pass the three
middle fingers over the thumb.

Secondly. The thumb must never be placed on the black keys.

Thirdly. We must not strike two or more keys one after another
with the self-same finger; for each key must always retain its own
finger.

Fourthly. In runms, the little finger should never be placed on the .
black keys.

Fifthly. In chords and wide extensions, however, the thumb, as
well as the little finger, may occasionally fall upon the black keys.

Sizthly. The fingering given for the scales must be resorted to
everywhere, and as much as possible.

Seventhly. At each note that we strike, we must consider whether,
for the following notes, the appropriate fingers stand in readiness.

In general, that mode of fingering must be chosen by which we may
most easily and naturally be able to maintain a tranquil and fine posi-
tion of the hands, a firm and perpendicular percussion, as well as a
correct holding down of the keys, and a beautiful and connected per-
formance of the melody and of the scales and runs.

I am so convinced that an exact observance cf what I have hitherto
laid down will, in a short time, enable you to conquer all elementary
difficulties, that I trust, in my next intelligence from you, to receive
the assurance of this being the case.
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LETTER 1IV.
THRER MONTHS LATER.
On Expression, and Graces or Embellishments.

11ave I not already told you that the sealous practice of all the
finger exercises, and the quickly studying of a good many musical
pieces, would soon bring you very forward? You write me that your
fingers have already acquired very considerable facility and certainty ;
that you now begin to study pieces of more importance, development,
and difficulty ; that you are already able to play, at sight, many short,
easy movements, intelligibly and without stopping; and that even
keys with a good many sharps or flats do not easily confuse you.

You are now arrived at the epoch where the art begins to proffer
you true, noble, and intellectual pleasures, and in which the new and
continually more and more beautiful compositions with which you
will now become acquainted, will give you an idea of the inexhaust-
ible riches and variety in music.

But do not neglect to still continue practising, with equal or even
greater zeal, the finger exercises, and especially the scales in all
the keys. .

The utility of this accessory practice is infinite; and, in particular,
the diatonic and chromatic scales possess peculiar properties, which
even the most skilful players have yet to fathom. I also request you
most earnestly, while you are studying new pieces, not by any means
to forget those already learned, not even the earliest ones.

New pieces serve but little if, on their account, the preceding ones are
Jorgotten. )

For the adroitness and expertness of the fingers, the eyes and the
ears must of necessity repose firmly and fundamentally on the expe-
rience which we have already gained; while these qualities are to be
enlarged and refined by new acquisitions. 1f, for example, you forget
a piece which it took you three weeks to learn, these three weeks are
as good as lost. You should therefore retain, as a sort of absolute
property, all the pieces you have ever learned ; keep them safely, and
never lend or give them away.

“Yes,” you say, “if it did not take up so much time to continue
practising what I have already learned, and also to study new pieces.”

You cannot imagine what may be effected in one single day, if we
properly avail ourselves of the time.

If, with a fixed determination to excel on the piano-forte, you dedi-
cate to it, daily, only three hours, of which about half an hour shall be
appropriated to the exercises, as much more to playing over the old
pieces, and the remaining time to the study of new compositions,
this will assuredly enable you, by degrees, to attain a very command-
ing degree of excellence, without necessarily obliging you to neglect
your other pursuits,

Your instructor has already accustomed you to observe, in general,
the marks of expression; as, forte, piano, legato, staccato, etc. The
mare you begin to overcome all the mechanical difficulties of piano-
forte playing, the greater attention you must give to this important
subject—ezpression.

Expression, feeling, and sensibility are the soul of music, as of



[

Chapter XXX.] PALMER’S PIANO PRIMER. ’ 171

every other art. If we were to play a piece of music with exactly the
same degree of forte or piano throughout, it would sound as ridiculous
as if we were to recite a beautiful poem in the same monotonous tone
in which we are used to repeat the multiplication table.

In every composition, the marks of expression, f., p., cres., dim.,
legato, staccato, acceler., ritard., etc., are so exactly indicated by the
composer, that the performer can never be in doubt where he is to
play loud or soft, increasing or decreasing as to tone, connected or
detached, hurrying onwards in the time, or holding it back.

The same exactitude with which you are obliged to observe the
notes, the marks of transposition, the fingering, and the time, you
must likewise employ with regard to the marks of expression.

But the most difficult part of the business is always to observe the
proper medium at each mark of expression; for you already know
that there is great diversity in the shades and degrees of forte, piano,
legato, staccato, accelerando, and ritardando.

The utmost fortissimo should unever degenerate into mere hammer-
ing and thumping, or into maltreating the instrument.

Similarly, the most gentle pianissimo ought never to become indis-
tinct and unintelligible.

You possess an excellent piano-forte, by one of our best makers;
and you will already have remarked that the most gentle pressure
of the finger on a key produces a perceptible alteration and modifica-
tion in the tone; and that we may play with great power, without any
excessive exertion, and without using any unnecessary and ridiculous
movements of the hands, arms, shoulders, or head. For, unhappily,
many, even very good pianists, are guilty of these and similar con-
tortions and grimaces, against which I must warn you.

Many, too, have the detestable habit, when they wish to strike a
note with peculiar emphasis, of elevating their knuckles so much that
the hand seems to form waves, like troubled waters.

Others endeavor to manifest their feelings by widely jerking out
their elbows; or they mark the commencement of every measure by
making & low bow with their head and chest, as if they were desirons
of showing reverence to their own playing. Others, after every short
note, suddenly take up their hands as far from the keys as if they had
touched a red-hot iron. Many, while playing, put on a fierce and
crabbed countenance; others, again. assume a perpetual simper, ete.
One of the worst faults is carrying to excess the ritardando, and
accelerando, so that we are often several minutes without knowing
whether the piece is written in triple or in double time. This pro-
duces nearly the same effect as if some one were addressing usin a
strange, unintelligible language.

To all these faults we may accustom ourselves, in the zeal of prac-
tice, without knowing it; and when, to our mortification, we are made
to observe them, it is often too late wholly to leave them off.

Do not suppose, however, that you are to sit at the piano as stiff
and cold as a wooden doll. Some graceful movements are necessary
while playing; it is only the excess that must be avoided.

When we have to pluy in the highest or lowest octave, a gentle in-
clination of the body is at oncé necessary and appropriate. When we
have to play difficult passages, chords struck loud and short, or skips,
the hands are and must be allowed a moderate degree of movement.
As we must sometimes look at the notes, and sometimes at the hands,
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a slight movement of the head is, if not neeessary, at least very ex-
cusable. 8till, however, you should accustom yourself to look rather
at the notes than at the fingers.

But the elegant deportment of polished life must always be trans-
ferred to the art; and the rule applies generally, ‘‘that every move-
ment which conduces really and essentially to our better playing is
allowed ; ”” here, however, we must avoid all that is unnecessary and
superfluous. ) .

At present it would be too early to direct your attention to certain
more refined rules of expression. In the meantime I beg of you to
observe, in the strictest manner, all that each composer has indicated
on this head in his works; and to try to execute each piece in a pure
and flowing manaer, and in the time indicated by the author. Towards
effecting this last object, Maelzel’'s metronome will afford you very
great assistance in most modern compositions.

The graces—namely, the trill, the turn, the appoggiatura, etc.—are
the flowers of music; and the clear, correct, and delicate execution
of them, embellishes and exalts every melody and every passage.
But when they are played stiff, hard, or unintelligibly, they may
rather be compared to blots of ink or spots of dirt.

The trill is peculiarly important; and to & pianist, the elegant,
equal, and rapid execution of it is a8 much an ornament and a duty
as the equal and pearly execution of the scales. ln the right hand,
at least, it ought to be played alike well with all the fingers. The
equality of the trill can only be attained by lifting up both fingers
to an equal height, and striking the keys with equal force. You
ought to devote a few minutes daily to lthis particular praotice.

LETTER V.
' TWO MONTHS LATER.

On the Keys, on Studying a Piece, and on Playing in the Presence of
Others. .

You are now well acquainted with all the twenty-four keys, and
with the scales and chords belonging to them, and it is with pleasure
I learn that you even now daily play through all the scales and pass-
ages in them as diligently as you formerly did those in the twelve
major keys; and that you acknowledge the many advantages of these
exercises, by which also you save yourself the labor of wading
through so many tedious éludes, or professed studies.

One of the most necessary acquirements for a pianist is to be
equally practised and ready in all the keys. There are many who are
as much startled at a piece having four or five sharpe or flats for its
signature as though they saw a spectre. And, nevertheless, to the
fingers all keys are in reality of equal difficulty; for there are as
difficult compositions in C major as in C sharp major. Only that the
eye aud the memory must be early accustomed to this great number of
marks of transposition. -

As, in such unusual keys, the black keys must be principally em-
ployed, and as they are narrower than the white ones, and therefore
less certain as to the striking of them; it is absolutely requisite, on
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the part of the player, that he should keep his hand particularly
firm, and somewhat higher than usual over the keys, and employ a
very decided touch, in order to acquire the same degree of certainty
as on the white keys. ’

You complain that the studying of difficult pieces still costs youn
much time and labor. There is a certain remedy against this, which
I may call the art of studying, and which I impart to you, as far as it
can be done in writing.

There are pupils who study such compositions attentively enough,
it is true, but go slowly, and with such frequent interruptions, that
these pieces become tedious and disagreeable to them before they
have half learned them. Such pupils often take half a year to learn
a few pieces tolerably; and by this wasteful expenditure of time
always remain in the background.

Others, on the contrary, try to conquer everything by force; and
imagine that they shall succeed in this by practising for hours, labo-
riously indeed, but in an inattentive and thoughtless manner, and by
hastily playing over all kinds of difficulties innumerable times.
These persons play till their fingers are lamed; but how ? confusedly,
over-hastily, and without expression; or, what is still worse, with a
Salse expression.

We may escape all this by keeping the right medium between these
two ways. When, therefore, you begin to learn a new and somewhat
difficult piece, you must devote the first hours to deciphering the notes
strictly and correctly in a slow time. You must also fix upon the
fingering to be employed, arid gain a general insight over the whole.
This, in a single piece, can at most require but a few days. Then the
whole piece must be played over quietly and composedly, but at the
same time attentively, and without any distraction of ideas, till we
are enabled to execute it without trouble, and in the exact time indi-
cated by the author.

Single passages of great difficulty may be practised apart. Still,
however, they ought to be often repeated in connection with the rest
of the piece.

All this, too, may be completed in a few days. But now begins the
time when we must also learn to play it with beauty and elegance.

Now all the marks of expression must be observed with redoubled
attention; and we must endeavor to seize correctly on the character
of the composition, and to enforce it in our performance according to
its total effect.

To this belongs the very important quality, that the player should knotw
how to listen properly to himself, and to judge of his own performance with
accuracy. He who does not possess this gift, is apt, in practising alone,
to spoil all that he has acquired correctly in the presence of his teacher.

But I must once more remind you that we can only study new
pieces quickly and well when we have not forgotten those already
learned. There are, alas! many pupils who play only that piece well
which they have just been taught. All those acquired before are
neglected and thrown aside. Such pupils will never make any great
progress. For you must own that those persons who play fifty
pieces well are much more clever than those who, like & bird organ,
can only play two or three pieces in a tolerable manner; and that the
first, by a proper employment of our time, is very possible, I believe
1 have already said to you.
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Your teacher has acted very properly in early accustoming you to
play occasionally before others. At first this, as you write me, was
very disagreeable to you, and you felt much frightened in so doing.
¢ But now,” say you, ‘I think nothing of it; nay, it generally gives
me great pleasure, particularly when all goes off well.” And there
you are quite right. To what purpose do we learn, but to give
pleasure, not only to ourselves, but also to our parents and friends?
And assuredly there is no higher satisfaction than in being able to

. distinguish one’s self before a large company, and in receiving an
honorable acknowledgment of one’s diligence and talent.

But, to bring matters to this point, we must be thoroughly sure of
our business; for want of success is, on the contrary, as vexatious as
tormenting and disgraceful. Above all, you must select, for this
purpose, such compositions as are fully within your powers, and re-
specting the good effect of which you can entertain no doubt. Every
difficult piece becomes doubly difficult when we play it before others,
because the natural diffidence of the performer impedes the free de-
velopment of his abilities.

Many half-formed players imagine that everything will be right, if
they do but step forward at once with a difficult piece by some cele-
brated composer. But by this means they neither do honor to the
composition nor to themselves, but merely expose themvelves to the
danger of exciting ennui, and, at best, of being applauded from
politeness and compassion.

Many, otherwise very good players, have in this manner, by an
unsuitable choice of pieces, lost both their musical reputation and
all future confidence in themselves.

When playing before others, you should particularly endeavor to
execute your well-studied piece with tranquillity and self-possession,
without burrying. without allowing your ideas to wander, and more

ypecially without ing o a stand-stil; for this last is the most un-
pleasant fault which we can commit before an audience.

Before you commence, the fingers must be kept quite warm: you
must avoid any inconvenient mode of dress; and you should, if
possible, always play on a piano-forte with which you are well ac-
quainted; for an instrument, of which the touch is much lighter or
much heavier than that which one is accustomed to, may very much
confuse a player.

But it may often happen that you are suddenly required, in the
company of intimate acquaintance, to play over some trifle to them.

It is very necessary, therefore, that you should study and commit to
memory a number of easy but tasteful pieces, so that, on such occa-
sions, you may be able to play them by heart: for it appears rather
childish to be obliged, for every trifle, to turn over one’s collection of
music; or, when in a strange place, to be always obliged to draw
back, with an excuse ‘‘ that you cannot play anything by heart.”

For this purpose, short rondos, pretty airs with variations, melodies
from operas, nay, even dance tunes, waltzes, quadrilles, marches, etc.,
are perfectly suitable; for everything does credit to the player which is
well played.

The playing before others has also the great advantage that it
compels one to study with unusual zeal, for the idea that we must
play before an audience, spurs us on to a much greater measure of
diligence than if we play only to ourselves.
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LETTER VL
On the Selection of Compositions most Suitable for each Pianist.

IN the choice of, musical pieces, we should always bear in mind the
following points:

First. That we ought always to proceed from the more easy to the
more difficult as to execution..

Secondly. That, as far as possible, we should make ourselves ac-
quainted with the works of all the great composers, and not by any
means tie ourselves down to any favorite author.

Thirdly. That, by degrees, we should also thoroughly learn the
classical and truly valuable works of the earlier composers.

Every distinguished composer requires to be played in a style
peculiar to bhimself. With many, there predominates a brilliant,
showy, and strongly marked manner; with others, an expressive,
quiet, counected, and gentle style of playing is most generally called
for; others, again, require a characteristic, impassioned, or even
fantastic or humorous expression; aud, in many compositions, a
tender, warm, playful, and pleasing mode of execution is most suit-
able. Lastly, there are pieces which include all these different
styles, and which therefore compel the player to adopt corresponding
alterations of manner in his performance. Thus, for example, I/am-
mel’s compositions require an extraordinary and pearl:like mode of
execution, which is produced by a lightly dropping of the keys. In
Beethoven’s works this style will seldom be suitable, as in them great
characteristic energy, deep feeling, often capricious bumor, and a
sometimes very legato, and at others a very marked and empbatic,
style of playing are requisite.

A piece which is played too fast or too slow loses all its effect and
becomes quite disfigured. Where the time is not marked according to
Maelzel’s metronome, the player must look to the Italian words which
indicate the degree of movement, as allegro, moderato, presto, etc., and
likewise to the character of the composition, and gradually learn by
experience to know their real significations.

No less important is the proper mode of treating the pedals. By a
proper employment of the forte or damper pedal, the player is ena-
bled to produce effects which would seem to require that he should
have two pairs of hands at his command. But, used at an improper
time, this pedal causes an unpleasant and unintelligible noige, which
falls on the ear as disagreeably as writing on wet paper falls on the
eye. : :

yI have already explained how important to the pupil is a gradual
and easy progression, as to difficulty, in the selection of pieces in-
tended for him; and I shall now add a few words more on this head.
Every composer, as well as every player, founds his art and his sci-
ence on what his predecessors have already done; adding to that the
inventions of his own talent. By these natural steps in advance, it is .
evident that the compositions of the present distinguished pianists are
in many respects much more difficult than those of times gonme by;
and that whoever desires to study them must already possess great
knowledge of music, and a very considerable degree of execution.
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Many pupils, however, as soon as their fingers have acquired some
little facility, are led astray by the charms of novelty, and run into
the error of attacking the most difficalt compositions., Not a few who
can hardly play the scales in a decent manner, and who ought to
practice for years studies and easy and appropriate pieces, have the
presumption to attempt Hummel’s concertos or Thalberg’s fantasias.

The natural result of this over-haste is, that such players, by omit-
ting the requisite preparatory studies, always continue imperfect, lose
much time, and are at last unable to execute either difficult or easy
pieces in a creditable manner.

This is the true eause why, although so many talented young per-
sons devote themselves to the piano-forte, we are still not so over and
above rich in good players, as, beyond all doubt, was the case for-
merly ; and why so many, with the best dispositions, and often with
enormous industry, still remain but mediocre and indifferent per-
formers.

Many other pupils run into the error of attempting to decide on the
merits of a composition before they are able to play it properly. From
this it happens that many excellent pieces appear contemptible to
them, while the fault lies in their playing them in a stumbling, incor-
rect, and unconnected manner, often coming to a stand-still on false
and discordant barmonies, missing the time, etc.

You have no doubt frequently been placed in this situation, and,
perhaps, you have sometimes impatiently thrown aside a piece which
did not much promise to please you. In this manner you must, in the
sequel, have often lost that exquisite enjoyment which the ingenious
and elaborate works of the great masters offer to you, if you have the
patience to overcome the difficulties generally inseparable from them.

Here more particularly belong compositions in what is called the
strict style; as, for example, the works of Handel, Bach, and other
masters of this stamp. For the execution of such pieces, generally
written in several parts, and in the fugue style, and of such single pas-
sages in the same style as we often meet with in the most modern com-
positions, there are required a strict legato, and a very firm and equal
touch; and also a clear enunciation of each single part; and for the
attainment of all this, the employment of a peculiar mode of finger-
ing, which, in general, deviates very much from the usual one, and
which chiefly consists in quickly and adroitly substituting one finger
for another on the same key, while it is held down, and without sound-
ing it anew.

By this substitution, the five fingers are in a manner multiplied ad
infinitum, and we are enabled to play each of the four parts, of which
such passages in general consist, as smoothly, connectedly, and in as
singing & manner as though we had so many bands.

Letters VIL., VIIL, 1X., and X. are devoted to Thorough Bass and
extemporaneous performance.
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CHAPTER XXXI.

BURROWES' GUIDE TO PRACTICE.

INTRODUCTION.

TaE course of practice recommended in the following remarks can-
not be expected to coincide with the views of every instructor, cr be
equally applicable to all pupils; the point sought to be established is,
that the pupil should have a regular system to go by, and in whatever
particular this may differ from the views of the teacher upon the vari-
ous points connected with the mode of practicing, he can easily point
out the difference he wishes to be made; at all events, if this work
serve no other purpose, it will have the effect of bringing the subject
of practice more particularly into notice, and, in default of better in-
structions, be at least some guide to the pupil, and prevent much of
that waste of time which daily occurs with those who, even with the
greatest diligence, do not combine method. It may be said that every
instructor is the best judge, and gives his own directions as to what
and how his pupil shall practice. To a certain extent, this is true;
but, upon the principle that « everybody's business is nobody’s busi-
ness,” it may frequently be left undone; besides, if it be done, a mas-
ter cannot constantly repeat the same thing, and pupils do sometimes
forget. -

o master disputes the utility of the daily practice of Exercises and
Scales, but many pupils have a great disinclination thereto; and,
though it is not to be doubted that every one will practice them to the
extent he may be desired, still, as that which is done willingly, and
with a conviction of its being conducive to improvement, will always
be not only more pleasant, but much more satisfactory in its results,
than that which is done as & mere task, the author assures all pupils
that more improvement will be made in one month by those who prac-
tice them daily than will be made in six or even twelve months by
those who do not. ' .

The greatest performers never discontinue the practice of Scales
and Exercises.

It is scarcely necessary to remark that practice, to be efficient, must
be upon a good principle. Practice upon a bad principle, or, what is
more common, without any principle at all, will but confirm error,
and render it more difficult to conquer. It is, therefore, essential to
prevent any bad habit from being acquired; and the very first time a
child puts its fingers on the keys, it should be taught to do so in a
proper manner. This opinion is much at variance with common prac-
tice, which is, to let a child learn any how at first, and, when it he-
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contracted all sorts of bad habits, to give it a good master, who bhas
not only to teach, but also to unteach, if, indeed, that can ever be
done. A child’s learning anything may be compared to the winding
of a skein of thread, which, if it have never been tangled, may be
easily, though perhaps in some instances slowly, wound; but if it be
tangled, not only will the trouble be increased tenfold, but the chances
are that it will be broken in many places, and consequently never per-
fect. Some pupils have naturally, that is to say, without any instruc-
tion as to how it should be done, a better mode of touching the keys
than others, as some persons are naturally more or less graceful in all
they do, while others are more or less awkward; but it is not sufficient
that anything be well done; it must be done well upon principle.
Those who have what may be termed a natural good touch will have
less difficulty to contend with; but they must not be allowed to be
ignorant of the principle upon which they do well. It is not, however,
in the province of these remarks to give a detailed explanation of the
principle upon which different passages should be played. This can
only be properly and progressively done by a good instructor.

One thing cannot be too strongly impressed on the mind of the pupil,
which is the necessity of patieuce and perseverance in thoroughly un-
derstanding and playing corvectly, though perbaps not fluently, the
early exercises, as upon these will depend all the future progress. If
there be but two notes to be played, still, those two notes must be well
done, and it is not sufficient that the pupil be able to do them well once
or twice, but he must practice doing so; and the rule for going forward
must never be when anything has been played a certain number of
times, or when it is merely correct, but when, by repetition, it has
become habitual to do it well. As an incitement to perseverance, it
may be remarked, that those who understand and do play even two
notes well may soon, with the same application, play four, and so on;
whereas those who pass over the first two notes, or anything else,
without being thoroughly understood and sufficiently practiced, will
never make any satisfactory progress.

For the sake of giving precise directions, it has been assumed that
every pupil should practice TWo HOURS A DAY; and it may be with
truth said, that those who expect to make any efficient progress should
do this at the least. Those who adhere strictly to the directions for
the two hours may, it is conceived, from the habits acquired thereby,
be safely left to their own discretion for any additional time.

ON PRACTICE IN GENERAL.

Fixed hours should be appointed for practice. It is not enough to
say that a pupil should practice two or more hours a day, but the time
for so doing should be fixed; every day’s experience shows that what-
ever is left to be done at an uncertain time is frequently left undone,
or at best done but imperfectly.

The first portion of every hour’s practice should be devoted to Exer-
cises or Scales.

Practicing a passage, exercise, or scale, does not mean playing it
through once, twice, or thrice, but a careful repetition of it twenty or
thirty times successively; and the practice of the same should be re-
sumed daily till it be executed with correctness and precision, and
with as much fluency as the progress of the pupil will admit.
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The degree of rapidity with which anything is played may be con-
ceded to the age or ability of the pupil; but respecting the principle
upon which it is played, there must be no compromise. A pupil,
therefore, must not conclude anything to be sufficiently practiced until

Not one wrong key is struck.

Not one wrong finger used.

Not one finger down when it ought to be up, or up when it ought to
be down.

The hand held in a proper Sosition throughout.

The piece or passage played in proportion, and without looking at
the fingers.

Nothing which fails in any of these particulars can be termed cor-
rectly done.

RULES TO BE OBSERVED AT PRACTICE.

L.—Never pass a mistake.

Whenever a wrong key is struck, a wrong finger used, if a finger
be down or up when it ought to be otherwise, or if the passage be not
played in proportion, recommence the passage, and continue to do so
till it be done correctly. Passing on, intending to rectify the mistake
at another time, will only serve to confirm the error, and render it
ultimately more difficult to conquer.

II.—Practice slowly at first.

Avoiding mistakes is better than having them to rectify. Practice,
therefore, slowly at first, and when the passage is done correctly, in-
crease the rapidity to the desired degree. It is certain that that which
cannot be done correctly slow will not be correct when done fast..
The rapidity may render the incorrectness less observable, but it will
not be the less bad.

IIL.—Ascertair the nature of the difficully.

When any passage is found to be difficult, the first point is to ascer-
tain exacﬂg where, and in what particular, the error or the difficulty
consists. Suppose, for instance, in a passage of twenty notes, the
difficulty lies in the execution of two or three notes only; in that
case, practioe those two or three notes till they be done with readi-
ness, and then practice the whole passage.

IV.—Practice with each hand separately.

It may be sometimes advisable to practice a passage with each hand
separately. It may be relied on, that if a passage be not played cor-
rectly with one hand at a time, it will not be well done with both hands
together.

V.—Select passages for practice.

As all parts of a piece will not require the same degree of practice,
select those parts in which there is any difficulty, and practice them.
Much time is saved by this method. For example, suppose in a page
of forty measures there are two which will require practicing fifty
times, or more, to do correctly ; it is obvious that it will be less trou-
ble, and take less time, to practice the two measures fifty times thar
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the whole page fifty times; besides which, any difficulty will be much
sooner surmounted by being played fifty times guccessively, than if it -
be played the same number of times, with forty or fifty measures in-
tervening between each repetition.

VI.—Practice in small portions.

When a piece contains no decided comparatively difficult passage
requiring to be practiced as above, still, it is desirable to practice it in
small portions, rather than straight through from the beginning to
the end. For instance, suppose two pages containing eighty measures
are to be practiced ; the pupil will be much more familiarized with
the piece by playing portions of eight or sixteen measures, as may be
convenient, each twenty times, than if be play the whole eighty meas-
ures straight through twenty times.

VII.—Caution required in selecting passages.

In sglecting passages for practice, it i3 desirable not to begin or end
always at the same place, unless it be a completely detached passage;
otherwise a habit of hesitating or stopping at a particalar place will
be contracted, which may be afterwards difficult to overcome.

VIIL.—Ezxtend and reverse passages.

It is frequently useful to lengthen or extend a passage to a greater
compass than may be required in the piece, or, in fact, to make an
exercise of it. For example, if an arpeggio extending two octaves
require practice, it will be good policy to practice it to the extent of
three or four octaves.

It is also desirable, when the passage will admit of it, to practice
both ascending and descending, although only one way may be re-
quired in the piece.

IX.—Repeat correctly siz successive limes at least.

No passage that has been badly played should be considered as suf-
ficiently practiced when done once or twice right; six sUCCEssivE
times, without error, is the least that can be depended on.

If, on resuming the practice of the same on another occasion, it
should be incorrect (as will frequently be the case), it should be prac-
ticed till it be done TWELVE suCcCEessivE times without error, and 8o on
till it can be with certainty played correctly.

X.—Practice piece as a whole.

After practicing in detail as above described, the piece must be
carefully practiced as a whole from beginning to end. If, in doing
this, any mistake should occur, the best remedy is to recommence the
whole page or two (nothing fixes the attention so much as this), and
continue to do so until

Not one wrong key be struck.

Not one wrong finger used.

Not one finger be down or up when it ought to be otherwise, and
1mtil the whole be played through in proportion.
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XI.—After correctness, practice for fluency.

Practice, besides being necessary for insuring correctness in any
piece or passage, is afterwards requisite for the purpose of gaining
more fluency or more finish in the manner of executing it.

XIL—Practice till perfect.

Lastly, it may not be amiss to remark, that although it is desirable,
both by diligence and method, to accomplish as much as possible in
the shortest time, still, a pupil should remember that, when any piece
is played, nobody inguires how often it has been practiced, or how
long tﬁe performer has been learning it—the only point is, whether it
be well or ill done. No stated number of times can, therefore, be
fixed upon; but 8 PIECE S8HOULD BE PRACTICED TILL IT BE PERFECT.

POSITION OF THE HAND AND ARM.

The hand and forearm should be in a straight line from the elbow
to the middle joint of the second finger, keeping the wrist neither
raised nor depressed. The fingers are to be kept moderately bent,
and apart (directing particular attention to the second and third
fingers, which are more apt to be too close together than the others),
80 that one finger may be over the centre of each key; and the thumb
must always be kept over a key. It is of the highest importance to
attend to the keeping of each finger over the centre of a key, for
many persons, notwithstanding they may encompass five keys from
the thumb to the little finger, by keeping the other fingers at unequal
distances, play indistinctly. For example, supposing the right thumb
to play C, instead of striking F distinctly with the third finger, they
strike both E and F with the third finger. Errors of this sort are not
at all uncommon, particularly in arpeggio passages, and should be
guarded against from the first, by acquiring a habit of keeping each
finger over the centre of a key.

OF THE MANNER OF TOUCHING THE KEYS, OR PUTTING
DOWN AND RAISING THE FINGERS.

This is a point not generally sufficiently attended to, but it is one
of the greatest importance, and should be thoroughly understood and
put in practice at first; for the want of a proper manner of putting
down and raising the fingers throws great additional difticulty in the
execution of everything that is played, and not only adds difficulty,
but gives a bad effect, however perfect the performance may be in all
other respects. If the attention be strictly directed to this at first,
the proper manner of putting down and raising the fingers will become
a habit, and will cause no trouble afterwards; whereas, if this be
neglected at first, and the pupil be allowed to practice upon a bad or
upon no fixed principle, bad habits will be acquired, and become more
or less confirmed, in proportion to the degree of practice, and which,
if ever they be overcome, must be so at the expense of much labor
and time. It is, therefore, essential to prevent any bad habit being .
contracted.

The rule is simply to hold the finger down on one key till the next
is down, but NOT LONGER; or, a8 it may be otherwise expressed,—



182 PALMER'S PIANO PRIMER. [Chapter XX XL

Two keys which are to be played successively must not be held down
together, neither must one be raised till the other is down. In order
to direct the attention particularly to this point, it may be as well to
remark, that if the finger be held down too long after the following key
is struck, it may be 8o in a greater or lesser degree. For instance,
suppose C D are to be played successively; C may be held during the
whole, or half, or a quarter of the time after D is down, either of
which is wrong, though not equally so. 1t is not unusual with those
who have a bad touch, when five successive keys are played, to find
the whole five down at once; 8o that the first is down four times longer
than it ought to be, and the others proportionably so.

It may be remarked, that those who hold the fingers down too much
in some places generally raise them too soon in others. Raising the
finger from one key before the next is down must equally, as a general
rule, be guarded against, as it gives a broken and disjointed effect.

Let it not, however, be conceived that either holding one key down
after the next is struck, or taking one up before the next be down, is
wrong, if marked to be so played. What is intended to be impressed
on the mind of the pupil is, that the general rule must be to

Hold one key till the next is down, but NOT LONGER.

And no exercise, passage, or lesson should be played in which this
cannot be strictly attended to, until a perfect habit of playing upon
this principle is acquired; after which the exceptions, such as raising
the fingers at the rests, repeated notes, and those marked to be played
staccato, etc., must be learned.

" OF PRELIMINARY EXERCISES.

It is important, when striking a key with one finger, to do so with-
out moving the others. To acquire the power of doing this, exercises
in which some fingers are held firmly down while the others are mov-
ing must be practiced. These exercises are termed ¢ preliminary,”’
because they are to be practiced before, and because they differ in
principle from all others in this respect, viz., that, for the purpose of
acquiring for each finger a free action, independent of the others,
those fingers which are not employed in playing are to be held down ;
whereas the general rule in all other exercises is, to hold none down
but what are actually employed in playing.

The daily practice of these, for a short time previous to other exer-
cises, will always be highly beneficial.

OF LOOKING AT THE FINGERS.

It is essential that the pupil should acquire the power of playing
without looking at the fingers. To accomplish this, a little time should
occasionally be devoted to this object exclusively.

It must be obvious that the object of all exercises for this purpose
will be defeated, if they be played till the pupil remember them;
therefore, the same must never be played twice in one day.

Besides those which are expressly intended (by divecting the atten-
tion for the time being to that object solely), to teach the pupil to play
without looking at the fingers, it must be borne in mind that all the
other exercises should be played at first, and afterwards practiced till

‘ey can be executed without once looking at the fingers after first

icing the hand. .
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OF THE PRACTICE OF EXERCISES.

The greatest difficulties arise from a. want of attention to the po-
sition of the band, and the manner of putting down as well as taking
up the fingers at the proper places. The attention of the pupil must,
therefore, be directed to these points in the practice of exercises until
it becomes habitual both to hold the hands well and touch the keys in
a proper manner. Exercises are classed for different purposes, such
as the practice of single notes, double notes, arpeggios, etc., ete., and,
as passages similar to all exercises will be found in lessons, they will,
after being practiced and mastered as exercises, not appear us diffi-
culties when they occur.

_ORDER OF LEARNING AND PRACTICING THE SCALES.

When the pupil is sufficiently advanced, the Scales should be learned
and practiced daily.

On Mondays, or any fixed day of the week, learn one Major Scale,
taken in regular order, and its relative Minor, and practice the same
six times, or more, every day during the week; but if, at the week's
end, they are not done correctly, and with as much fluency as may be
desired, the same must be practiced for a week, or as many weeks more
as may be requisite, before proceeding to the next.

The Scales should be practiced in several different ways.

First mode of going through the Scales.

Practice with each hand separately, ascending and descending six
or more times without intermission,

It may not be useless to remark that, in whichever mode they be
practiced, the following points must be attended to:

The Land must be held in & proper position throughout.

As one finger goes down, the former must be raised, so that always
one, and only one, key be down at a time.

In passing the thumb under the fingers, or fingers over the thumb,
great care must be taken to do so with as little motion of the hand as
possible.

When this is thoroughly, though perhaps slowly, accomplished, the
pupil may proceed upon the same principle to the Scale next in suc-
ceesion, until all have been gone through with.

When all the Scales have been practiced through in this manner, it
will, most probably, be desirable to recommence, and go through the
same course again, before proceeding to the next mode.

Second mode of going through the Scales.

Practice with both hands together, ascending and descending eight
or more times successively. The same directions as to position -of the
hand, correctness, and repetition, if necessary, of the same Scales,
must be attended to in this and succeeding modes, as are recommended
in the first mode of practicing the Scales; also, the repetition of the
whole course, if necessary.

Third mode of going through the Scales.

Instead of ascending and descending as before, practice each Scale
#ix or more times, ascending only, and then as many times descending
only, with each hand separately.

Practice progressively with increased rapidity.
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Fourth mode of going through the Scales.

Practice each Scale eight times, or more, ascending only, and then
as many times descending only, with both hands together.
Practice progressively with increased rapidity.

Fifth mode of going through the Scales.

Practice each Scale in thirds eight times, or more.

To play a Scale in thirds, begin with the right hand on the third of
the scale, with the finger that would have been upon it had the scale
been commenced on the key tone, playing at the same time with the
left hand in the usual manner.

Sizth mode of going through the Scales.

Practice each Scale in sixths eight times, or more.

To play a scale in sixths, begin with the left hand on the third of the
scale (viz., a sixth below the right hand), with the finger that would
have been upon it had the scale been commenced with the key tone,
playing at the same time with the right hand in the usual manner.

ON THE PRACTICE OF OLD LESSONS.

It is desirable to keep up the practice of the old lessons, but it is
presumed that a little time will suffice for that purpose, if they have
been properly learned ; therefore, at the 8ECOND HOUR’S PRACTICE, On
Tuesdays, Thursdays, and Saturdays, practice an old lesson; if it be
done properly, proceed to another; butif not, resume the practice of
the same on the appointed days, till it be perfect.



CHAPTER XXXII.
PRONOUNCING DICTIONARY OF MUSICAL TERMS.

IN the preparation of this Dictionary we have not aimed at complete-
ness; we have merely tried to furnish a list of such technical words and
phrases as the piano and organ pupil will most frequently need.

Note.—As most of the words in this vocabula

are from the Italian language, it be-

comes necessary to exPIain a few peculiarities which form an important feature in the

of that

iz., ¢

ds like &, as capo (kapo), except before e

pr 4
and 7, whenitis like ck in ckat, as vivace (v&-va'-tché), velocita (va-16-tche-ta') ; gas in go

(gavdt), except before ¢ and 7, as giusto (joos'-to), leggere (lej-3a’-re); s
nglish s £ sounds like

vowels sounds like 5, as amoroso (Am-5-r0’-20), otherwise like
s in flits, as messo (mat’-so); French »n has the sound of # in baxnk.

A, (It. 3h.) The name of a pitch; 7.

prep. to, by, at, in
Ab, (It. prep. dhb.)

Abbandeno, (It.
With abandon.

Abbreviations.
Accel., accelerando.
Accom., accompani-

ment.
Adgo., or Ado.,ada-

gio.

Ad. lib., ad libitum.
. %ﬁ., affettuoso.

'’ ot., all’ ottavio.
Allo., allegro.
Aligtto., allegretto.
Andno., andantino.
Andlte., andante.
Arc., arco.

Arpio., arpeggio.
A. T., a tempo:
Coll’ 8va, coll’ ot-

tava.
C. D., colla destra.
C. S., colla sinistra.
Cad., cadenza.
Cal., callandro.
Cho., chorus.
Clar., clarinetto,
Claro., clarino.
Cresc., crescendo.
D., destra ; droite.
D. C., da capo.
D. S., dal segno.

, with.

From, of.
2-bdn-do’-n3,) Comn.

a

Riten., ritenuto.
S., or sin., sinistra.

Schers.,scherzando.

Seg., segue.

Sesm., sempre.
.ifx., sforzando.
Smiors., smorzando.

., dimi

Dol., dolce.

Espruv., espressivo.

F., forte.

F. F., fortissimo.

F. P., forte-piano.

Fs., Fs., forzando;
sforzando.

G., gauche.

f:. 4 left hand.
eg., legato.

Len., lentando.

Lo., 0., loco or
luogo.

Marc., marcato.

M. D., mano destra;
main droite.

Mes., mezzo.

M. V., mezzo voce.

P., piano.

Ped., pedale.

P. F., piu forte.

Pisz., pizzicato.

P. P., pianissimo;
piu piano.

R. H., right hand.

Rall,, rallentando.

Rf., Rfs. rinfor-
zando

Decres., decrescen-
do.

Rit., ritardando

Sost., sc
S.S.,

Stacc., staccato.

senza Sordini.
S. T.,senza Tempo.

between two

String., stringendo.
Sym., symphony.
,‘., tasto; tutti ; tem-
Ten., tenuto. .
7., trillo. (po
Trem., tremolando.
7. S., taslo solo.

U. C., una corda.
Unis., unison.

Var., vanazione.

V. 8., volti subito.

(The above list contains all the abbrevia-

tions which are in common use.

For the

definitions and pronunciations of the words,
see under the words themselves throughout

the Dictionary.)

A capella, (It. & E-pel-I5) In church

style—i. e.,
paniment.

e voices without accom-

A eapricio, (It. i ca-pre’-tchs.) At
caprice; at pleasure.

Aceelerando, (It. 3-tchel-a-rdn’-ds.)
Accelerating the time.

Aeecentuato (It. i-tchen-t
cented.

Aeciaceatura, (It. at-tchack-a-too’-
rd,) from acciacare, to crush. A short ag-
Poggiatura (f.w. )which is crushed against
the principal note, as it were (7. ¢., both
struck at the same instant), but which is
i rel d and the principal key
held ; of great service in organ music in
giving the effect of an accent, or sfor-
zando, to either single tones or chords.

Aeeompa’namenw, (It. a-kom-
pan-yd-min’-to.) Accompaniment.

a’-10.) Ac-

ate, 2h, all, &t, away; eke, &nd; Ire, It, bjrd; ode, on, Or, word; &dze; late, hit,
’ byrn; @ French ‘sound.
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Adagile, (It. d-di'jo.) Slow; a slow
movement.

Ad?lulmo‘. (It. @-dd-jees’-mo.) Su-
perlative degree of adagio.

Ad libitam, (Lat. ad lib/-I-tum.) At
pleasure.

A dar, (It. @ door.) Key of A major.

Affettunoso, (It. i-f8t-00-3-26.) Affec-
tionately, tenderly. Com Affet

dantino—are all performed in the same
time—viz., |=7s.

Anima, (It. an’-2-mid.)
anima, with animation.

A piacere, (It. & p2--tcha’-re)) At
pleasure ; however, rallentando(g¢.v.) is
usually implied.

A'.p.u.lol}nt., (It. @-pis-se-5-nd’-td.)

Life. Com

'y

with feeling.

Agilita, (It. a-jil’-1-td.) Agility, spright-
iness, quickness.

Agitato, all. 4j-1-t3’-t0.) Agitated, rest-
ess ; usually implies hurrying.

Al, AllL, Allg, (It dl, @-1d.) To the;
in the style of.

Alla Breve, (It.) measure, usually
marked C.

Alle{retto (It, al-le-gra’-to.) A little

quick ; not so quick as allegro.)

Allegro, (It. al-1ay’-gr5.) Cheerful, joy-
ful; a time mark indicating a quick
movement.

Al segno, (It. sin’-y3). From thesign;
return to the sign and proceed to the
word Fine. See Dal Segno. .

Alt. (It. 8lt.) High;as, 4 in alt, the A
represented by the first added line above
of treble staff.

Alta,or Sva, (It. 3l'-t3, or at-ti’-vi.) An
octave higher than written.

Amabile, (It. a-mi’-be-1a.) Lovingly;
gentle; tender.

A moll, (Ger. @ mdll.) Key of A mi-
nor.

Amoroso, (It. im-5-r5’-256.) Inaloving
style ; with warmth.

Andante, (It. in-ddn’-ta) Literally,
going at a moderate pace ; the name of a
moderate movement.

Andantino, (It. in-dan-tee’-no.) Di.

minutive of Andante; and, as Andante !
means, literally *“ going,”” its diminutive '

must mean ‘‘going a little,” ** rather
going’’—i. e., not going quite so fast—
and consequently indicates a slower
movement than Andaste. Andantino is,
unfortunately, defined in two opposite
ways—by some as faster than Andante,
by others as slower, resulting from the
ambiguity of its literal meaning—viz.,
¢ rather going.”” Most modern lexicog-
raphers, including Grove, Stai and
Barrett, define it as ““slower than Ax-
dante.’”” Webster and Worcester both
agree in defining it ‘‘ less slow than An-
dante.””  As a proof of the uncertainty
with which this term is used, turn to the
oratorio of ‘ Elijah.”” The three move-
ments—viz., “ If with all your hearts,””
marked Andante con moto ; ** The Lord
hath exalted thee,”” marked Andante;
and-‘* Oh rest in the Lord,”” marked 4-

P Applied by Cranz, the
publisher, to Beethoven’s sonata op. s57.
iatara, (It. ip-podg-ja-too’-

r";,; from ag; iare, ‘to lean upon’’(Ger.

Vorschlag, Vorkalt; Fr. Port de Voix).

A melodic ornament, both vocal and in-

str 1. It consists in ding or
delaying a tone by means of a tone intro-
duced before it, its time, whether long or
short, being always taken from the value
of the principal tone. The long A. re-
ceives half the time of the following note,
and is expressed by a grace note; the
short A. is crushed against the following
tone, and is expressed by a grace note
with an oblique dash through the stem.
The short A. is synonymous with acciac-
catura (¢. v.).

Ap tara, Double, consists
of two short notes before a note of mel-
ody, one below and the other above the
principal note. The first may be at any
distance from the principal note, but the
second should be only one degree re-
moved. They have no fixed duration,
but are generally slower when applied to
a long note. In all cases the time of both
is taken from the principal note.

Ardito, (It. ar-d¢’-t5.) Ardor; warmth.

Aria, Italian for air or melody (ar-id.)
Arietta, a little air.

Ar| glo, (It. ir-padg’-j6,) from arpa,

th':ehsarp. The tones of a chord per-

formed in succession instead of simul-
taneously. A broken chord.

As, (Ger. 3s.) A flat (Ap).

Assal, (It. 3s-s3’-8.) Very—e. g., alle-
£7o assai, very fast.

A tempo, (It. 3 t2m’-p5.) In time; a
term denoting a return to the original
time after a change has been made. More
correctly written a tempo primo, in the
time of the first movement.

A tre, (It. @ trd’.) For three.

A tre mano, (It. 3 trda ma’-n3). For
three (Fr. a tre mains).

Attacca, (It. dt-tik’-kid.) Attack; as,
attacca subito, attack the next quickly.

Atto, (It. dt/-t5.) Act.

B, seventh tone in the key of C; Ger. H
(ha@h) ; in German the name B indicates
the key of B flat.

Baritone elef. The bass clef applied
to the third line.

Bass clef. The sign of the bass staff.

A

ate, ah, all, at, gway; eke, &nd; Ire, It
» ah, s gWay y byrn; & f

bijrd : ode, 8n, Or, word; &Gze; late, hiit,
rench sound.
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It fixes middle C on the first added line
above.

.Basso eontinuo, (It. bis-so kon-té-
noo’-6.) Synonymous with zkorough
bass (g.v.).

B dur, (Ger. bay d5or.) B major.

Bellexza, (It. bellat'si.) Beauty of
tone or expression.

Beo'::i Bene, (It. ban, bi-n¢.) Well,

good.

Bis, (It. bese.) Twice. *

Breve. A double whole note; only used
in church music.

Brilliante, (It. and Fr. bril-ydn’-ta.)
Brilliantly.

Brio, (It. bre’-8.) Spirit, vigor, force.

€. The name of a pitch; key-tone or
tonic of the lonic scale of the church
modes ; the sign of quadruple measure.

Cadenza, (It. ki-dén’-tsi.) A more or
less elaborate flourish of indefinite form,
introduced i diately preceding the

Con Elegansa, (It.cl-a-gint’-si.) With
elegance.

Con Energieo, (It. &n-er-gee’-cd.)
With energy.
Con Espressione, (It
ou’-né.) With expression.
Con Fueeo, (It. foo-agw’-c6.) With fire.
Con Fuaria, (It. foo’-ri-d.) With fury.
Con Grazia, (It. grit’-si-d.) Withgrace.
Con Impeto, (It. im-pat’-t3). With
impetuosity.

Con Justo, (It. joos’-td.) With exact-
ness.

Con Moto. With motion.

Con Preeisione, (It. pri-tche-z&-5'-
né.) With precision.

Con Sordini, (It. kdwn sér-dee’-nee.)
With mutes.

Con Spirite, (It. spere-t) With
spirit.

Contralto, (It. kén-trdl’-t5.) The lowest
female voice. The usual conipass is from

es-pres-si-

entire close, or of an important section
of the composition. In instrumental
music cadenzas are sometimes continued
through several pages.

Calando, ([t. killin’-ds.) With de-
creasing force.

Cantabile, (It. kin-td’-be-1a,) from
cantare, to sing. In a graceful singing
style.

Capo, (It. kd’-ps.) Head or commence-
ment.

Carrlcclo. (It. ka-pré’-tchd ) A freak,

whim, or fancy. A composition irregular
in form.

Capriccloso, (It. ki-pré-tché-s'-z0.)
Capriciously.

Choir Organ. The part of the organ
used to accampany solos.

Chorale, (k3-ril.) A slow sacred tune.

Chromatic. Literally colored. The
tones intermediate between the diatonic
tones of a key.

Chromatic Seale. A scale in which
all the tones, intermediate and diatonic,
occur 1n successive order.

Clef, (Fr. kief.) Literally a ke?. A char-
acter used at the beginning of a staff to
determine the pitches.

Coda, (It. ko'-dd.) A phrase added to a

position as a lusi

Commode, (It. kém-md’-do.) Easily,
at will, without haste.

Con, (It. kdwn.) With; as, con brio, with
spirit.

Con Delicattezza, (It. del-l&-ci-1&v-
sd.) With delicacy.

Con Disperasione, (It. d&s-par-rit-
$8-0’-né.) With desperation.

Con Dolore, (It. d6-16r'-ré.) With sad-
ness.

G or Ff§ below to C or D above.

Con Variazione, (It. vi-re-dt-s&-5'-
né.) With variations.

Con Velocita,(lt. va-16-tche-td’.) With
velocity.

Corda, (It.) String or cord; as, wna
corda, with one string—i. e., with soft
pedal.

Corona, (It. kér-r6’-nd.) The Hold (™).

Crescendo, (It. krés-shan’ds.) With
increasing power.

Da, (It. di.) From; also compounded
with lo; as, dal, dallo, from the.

Da eapo, (It. di kip-o.) From the be-
ginning.

Da ca al Fine, (It. il fee’-nay.)
From the beginning to the word Fine, or
end. .

Dal segno, (It. dil san’-yo.) From the
sign.

Damper Pedal.
‘“loud redal." A mechanism which
raises all the dampers at once, thus al-
lowing the strings to continue to vibrate.

Dampers. Cushions of felt resting on
the strings of the piano forte to prevent
vibration.

Decrescendo, (It. da’-cri-shin’-ds.)
A gradual decrease of power.

Diminuendo, (It. dim-in-oo-én’-ds.)
(Dimh):ishing in power; decrescendo
g.v.).

Dolce, (It. dol-tchay.) Sweetly; also
the name of a soft, string-toned organ
stop.

Doleissimo, (It. dol-tché’-si-ms.) Su-
perlative of dolce.

Doloreso, (It. d5-16-r8’-z6.) Grievingly.

Dl?mlnant. Literally ruler; five of the

ey.

Improperly called

ate, ih, all, &t, gway; &ke, &nd; Ire, It, bjrd; &de, &n, Or, word; 53ze; late, hit,
byrn; i French sound.
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Deoppel Fleote, (Ger. dop-pel flo-ta.) !
An organ stop composed of wooden stop- |
ped pipes with two mouths. |

Doppio, (It.) Double; as, doppio move- |
mento, doubly as fast or twice as fast; |
doppio pedale, with double pedals.

Dot. A point placed after a note or rest |
which adds one half to the rhythmical
wvalue of the note or rest; a second dot
adds half as much as the first. |

Double Bar. A broad bardrawn across
the staff to indicate the ending and be-
ginning of the music which is applied to
a line of words ; in instrumental music it |
denotes the end of a strain. !

Deuble Flat. Two flats before a note, |
indicating that a tone two ‘hilf-stegs be- |
low is to be used—e. g., if in the key of !
D flat major flat B were wanted, it would '
be extrmsed by B double flat (Bph), and |
would be produced on the piano or organ
by pressing the A key.

Doublets. ‘I'wo equal tones performed
in the time of one pulse.

Dreoite, (Fr. drwit.) Right; as, main
droite (mang drwit), right hand.

Dar, (Ger. d5or.) Literally hard. Ger-
man name for major mode.

Dynamies. That department of musi-
cal science which relates to, or treats of,
the force of musical sounds. The dynamic
degrees range from f), which is the soft-
est possible, through p. m. and /. 10 //.,
which is the loudest possible. .

E dur, (Ger.) The key of E major.

E moll, (Ger.) The key of E minor.

Energico, (It. en-ér-gé¢’-co.) Energetic.

Es (Ger. as.) E flat. Es moll, E flat
minor.

Etude, (Fr. 4’-tood.) A study, in con-
tradistinction to an exercise,

Extravagansa, (It. gint’si.) A car-
icature.

Fantasia, (It. fin-ti’-2¢3) A fantasy.

Figured Bass. A bass with figures
which indi the a panyi
mony ; thorough bass (¢. v.).

Finale, (It. fe-nd"-1.) } 1) 14

Fine, (It. fee'ne.) } T .

Form. The shape or structure of a com-

osition ; the arrangement of musical
ideas into phrases, sections, periods, etc.

Forte, (It. for-t¢.) Loud; the fourth
degree of power.

Fortissimo, (It. for-tees’2-ms.) As
loud as possible; the fifth degree of
power,

Forzando, (It. fort-sin’-ds.) Sudden
force.

Fugue, (fig.) A composition in contra-
pgllal style, in which a subject, taken by
one part or voice, is answered by other
voices according to certain rules.

ying har-

Fuaeeo, (It. foo-3’-kd.) Fire, energy.

Furiose, (It. foo-r2-d’-25.) Furiously.

Gavotte, Gavote,or Gavot, (Fr. ga-
vot'.) It. gavotta. Derived from the Ga-
wvoto, a pegple inhabiting a mountainous
district in France called Gap; abriskkind
of daunce or tune, the air of which has two
lively strains, each of which is repeated.
The dance was difficult and complicated,
hence it became more popular as an in-
strumental piece.

Glocoso, (It. j5-kd’-z0.) Jocosely.

Glusto, (It. joos’-td.) Exact; as, Zempo
£gissto, in exact time.

@Glissando, (It. glis-sin’-ds.) Playing
a rapid passage on the piano by sliding
the tips of the fingers along on the keys ;
a rapid slur in violin playing.

Grandioseo,(It.grin-de-¢’-z5.) Grandly,

Grave, (It. gra'-va.) Grave; solemn.

Gravita, (It. gri-ve-td’.) Gravity ; ma-
es

Jesty.

Graszia, (It. grit’-se-d.) Grace ; elegance.

Graszlose, (It. grit-se-6’-z0.) Grace-
fully.

Gruppetto, (It. groo-pét’-to.) Literally,
a little group ; a turn.

Gusto, (It. goos’-to.) Taste; as, coke
gusto, with taste.

G‘b:to.o, (It. goos-t8’-2z0.) Same as

ve

al 3

H, (hi.) The German name for B. What
tiley call B (bay) is our B flat.

Half-Step. A term of measurement
being the smallest now in use; itis equai
to an augmented prime and a minor
second.

H dur, (Ger. hd d3or.) The key of B
major.

Impeto, Impetueso, (It. ¢m-pa’-15,
&m-pia-t0o-6'6.) Impetuously.

In Alt. Tones above the fifth line treble

staff. .

Indeelso, (It. &n-di-tche’-zo.) Inde-
cision ; unsteady.

In Tempo, (It. &n t2m’-p5.) In time.

Interval. The difference of pitch be-
tween two tones; also their effect when
produced simultaneously.

Introduction. A short preparatory
movement.

Intreit, (Fr. ing-trwi.) Entrance; a
hymn or anthem sung or chanted while
the priest enters within the rails of the
altar ; now used as a name of any vocal
composition appropriate to the opening
of church service.

Inversion. Literally the act of tumn-
ing over or backward.” In music it has
five significations—viz. : 1. In counter-
point it signifies the repetition of a
thase or passage with several intervals.

I. In doubl point it indi

ate, dh, all, &t, gway ; &ke, &nd; Ire, It, bjrd : dde, dn, 8r, word; OGze; late, hiit,
byrn; @ French sound.
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that the upper part is placed below the |
lower, or vice versa. 1ll. lntervals are
said to be inverted when the lower tone
is so changed as to become the higher.
IV. A chord is_inverted when any tone |
other than its fundamental is taken in|
the lowest part. Pedal point (organ
Ppoint) is said to be inverted when the
sustained tone is transferred from the
bass to an upper part.

XKey. A family of tones.

Key-tone. The tonic; the tone from

189

Noeturme, (Fr) A night-piece or ser-
enade.

Nomn, (It. nén.) Not.

O, (It. 5.) Or.

Obligato, (It. ob-le-gi’-t3.) Lhemlir
bound ; obligatory, must not be omitted.

©Oectave.. Eight degrees or tones from
any given tone, either above or below.

Octet. For eight voices or instruments.

Pedal. Pertaining to the foot; hence, a
lever operated by the foot.

which all other tones are rech d

Knee-stop. An orgap-stop work'ed by
the knee.

Largo. Slow.

Leading-tone. Seven of any key;
minor second below the tonic.

Legatisslmo, (It. la-gi-tés’-&-mo.)
Superlative of legato.

Legato, (It. 1a-gi’-t5.) Connected : each
tone of a phrase being continued until
the next is heard.

Leit-motif, (Ger. lit-mo-teef.) The
guiding theme.

Lentando, (It. 1&n-tin’-d5.) Slacken-
ing the time. Same as rallentando(g.v.).

Lento, (It. lin’-t3.) Slow.

Loco. As written ; used after 8va.

M. Mezzo (q. v.), metronome (g. v.),
mano (g. v.).

Ma, (It. md.) But.

Main, (Fr. miang.) The hand.

Mano, (It. md’-no.) The hand.

Mediant. The third above the tonic.
Three of the key.

Meno, (It. ma’-n5.) Less.

Metronome, (mét'-r6-ndm.) An in-
strument for measuring time. A clock-
work, to the pendulum of which is at-
tached a sliding ball. The frequency
of the pulsations is ascertained by pla-
cing the top of the ball opposite the fig-
ures on the ﬁraduatcd scale—e. g., if the
top of the ball be placed at 6o, the metro-
nome will give 6o ticks to the minute,

Mexzo, (It. mat'-sd.) Half, medium.

Moll, (Ger. mdl.) Soft; minor.

Molto, (It. m5l’-t6.) Much ; very much.

Moreeau, (Fr. mor-s6’.) Short musical
piece.

Morendo, (It. md-rin’-d5.) Dying
away; is rare{i' used except in slow
movements, and usually indicates dimin-
uendo and rallentando combined.

Mosso, (It. md’-s5.) Motion ; as, meno
mosso, less motion.

Moto, (It. m3’-t5.) Movement.

Natuaral. A character used to cancel
the effect of a previous flat or sharp.
Hence cancel is rapidly supplanting nat-

ural as the name of the character.

Pe s (It. p&n-sd’-20.) Pensively.

Pesante, (It. pa-zin’-t2.) Ponderous;
heavy.

Phrase. A short tone-chain which
makes sense, but not complete sense.

Piaeere, (It. pé-a-tchd’-ré.) Pleasure;
fancy.

Piano, (It. pg-d’-nd.) Soft; gentle.

Piu, (It. p¢’-00.) More.

Pixzicato, (It. pet-seé-ki’-td.) Literally
pincked; the strings of the orchestra
snapped with the fingers.

Placido, (It. pli-tch&’-do.)

pleasant.

) of | 1. Literally sidewise, slanting.
Olg church modes in which the melody
was confined between the dominant and
its octave.

Plagal Cadence. Acadencein which
the final tonic chord is preceded by the
sub-dominant.

Poco, (It. po’-ks.) Little.

Polacea, (It. ps-li-ki.) A Polish dance
in 3-4 measure.

Polka. A Polish dance in 2-4 measure,
the third 8th-note being accented.

Polonaise, (pol-6-naz’.) A movement
of three quarter-notes in a measure, with
the rhythmical caesura on'the last; also
a dance adapted to such music; a po-
lacca (g. v.).

Portamento, (It. por-ti-man’-to.) A
carrying of the voice, or gliding from one
tone to another,

Postludium, (It. pdst-loo’-dé-im.) A
concluding voluntary.

Potpourri,(Fr. ps-poor-ee’.) Literally
a mixture ; a piece of music made up of
different airs strung together ; a medley.

Precipitato, (It. pra-tche-pe-ti'-t.)
In a precipitate manner ; hurriedly.

Precisione, (It. pra-tche-z2-5-né.) Pre-
cision ; exactness.

Prelude, (It. pra’-lood.) A short intro-
ductory piece.

Presto, (It. pras’-t5.) Quickly.

Prima, (It. pré’-mi.) First.

Prima Vista, (It. vés’-ti.) At first
sight. :

Prima Volta, (It. vol’-ti.) The first
time.

Placid ;
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Program. An order of exercises.
Quadralets. Four equal tones per-
formed in the time of one pulse.
Questa, (It. quas’-ti.) This; that.
Quintolets. Five equal tones per-
formed in the time of one pulse.
Rallentando, (It. ril-én-tdn’-d3.)
Gradually slower and softer.
Recitativo, (It. ri-tché-ti-tee’-vd.) A
musical declamation.
Redowa, (réd’-6-wi.) A Bohemiandance
in2-4 and 3-4 measure, alternately.
Refrain. The chorus of a song; that

which is repeated at the end of each
1

stanza; a ritornello (¢. v.).
Religiose, (It. ré-le-je-.3-25.) Relig-
iously ; devoutly.
Retard. Gradually slower.
R. H. Right hand. .
B%n.r(:rlpndo. (II.L rén-fort-sin’-ds.)
. €.,

; str g: -
coming stronger and stronger.
Ritardando, (It. ret-ir-din’-ds.) De-

laying the time gradualily.

Ritenuto, (It. ré-ien-0o’-t6.) Kept
back ; detained. Differs from ritardando
in that it is done at once, instead of being
done gradually.

Ritornello (It. rit-6r-nal’-16.) An in-
terlude; a short period following each
stanza, often consisting of the burden of
the song.

Romansa, (It. r6-mint’si.) Literally
romance. Ashortlyric tale set to music;
a song or short instrumental piece in bal-
lad style.

Rondo. A round. A composition in
which the first strain is repeated at the
end of each of the other strains.

Rubate, (It. roo-bid’-t3.) Literally rob-
bed, stolen ; as, fempo to, borrowed
time—7. ., some tones held longer than
written, while others are proportionately
curtailed. )

Scena, (It. sha’-nd.) A scene or portion
of an opera.

s«rl!llerzando, (It. skért-sin-do.) Play-

ully.

Scherso, (It. skért’-s3.) Play; sport.

Scordato, (It. skor-dd’-t5.) Outoftune;
false.

Sempre, (It.sém’-prd.) Always.

Sengza, (It. sént’sd.) From the Lat.
sine, without; as, senza organo, with-
out organ.

Septolets. Seven equal tones perform-

in the time of one pulse.

Sextolets. Six equal tones performed
in the time of one pulse.

Sforsa, (It. sfort’-si.) Forcing or forced.

Sforzando, (It. sfort-sin’-do.) See
above.

Si-bemol, (Fr. s2-b&-mol’.) B flat.
Signature. Sharps or flats placed at
; ¢ beginning of a piece to indicate the
ey.

Y

Sinistra, (It. sin’-Is-trd.) The left hand.

Slur. A curved line connecting two or
more notes, to show that they are to be
sung to one syllable or played Zegato.

Smorzando, (It. smort-sin’-do.) Lit-
erally quenched; extinguished ; w-
ing gradually fainter and softer; dying
away.

. Sonata, (It. s3-nd’-td.) An extended

position, usually isting of three
or four movements.

' SOprano, (It. s-pri’-nd.) The highest

female voice. .

Sordiuo, (It. sér-d¢’-nd.) A mute.

Sostenuto, (It. sds-t¢n-00’-td.) Sus-
taining the tone.

| Soto Voee, (It. s5-t6 vd’-tche.) Under
the voice—i. e., in a very soft voice.

Spiritoso, (It. spér-rg-16-25.) In a
spirited manner.

Staceato, (It. sti-kid’-18.) Literally de-
tached ; distinct ; separated.

Stretto, (It. stra-td’.) Literally close,
pressed. That part of a fugue in which
the subject and its answer are brought
closely together.

Stringendo, (It, strin-jan’-d56.) Lit-
erally to urge, to press; hastening the
time.

Sub-bass, (sib-base’.) Low bass; the
16-feet pedal stop of an organ.

Subdominant. Four of the key.

Subite, (It. s00-b#’-t3.) Quickly.

Submediant. Six of the key.

Subtonie. Seven of the key; the lead-
ing-tone.

Suite, (Fr. sweet.) A form consisting
of several movements, usually five, out
of which grew the sonata (g. v.).

Supertonie. Two of the key.

Suspension. The withholding of one
or more tones proper to a chord while
retaining a tone or tones of the preced-
ing chord, thus producing a momentary
dissonance.

Symphony. The most important of
all instrumental forms ; a sonata for full
orchestra.

' Syncopation, from the Lat. syncope
(sIn’-ko-pee), to strike,sto cut off. e
displacement of the usual accent, either
by cutting it away from the commonly
accented pulse, and driving it over to
that part of a measure not usually ac-
cented, or by prolonging a tone begun in
a weak pulse past the instant when the
usual accent should occur.

Taee, (It. ti’-tcha.) Same as facet (¢.v.).

Tacet, (Lat. ta’-set.) It is silent; a di-
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rection for a vocal or instrumental part to
be silent.

Tarantella, (It. tir-in-tal’-li.) A pecu-
liar Italian dance in 6-8 measure ; named
after the spider called tarantula, whose
bite is popularly supposed to be cured by
music.

Tasto Solo. Without harmony; all
parts in unison.

Tempo. Time; movement.

Tenor. The highest male voice.

. Tenor Robusto, (It. r5-boos’-t3.) A

strong tenor voice.

Tuta la forza, (It. toot’-ti 1d fort’-sd.)
With all force ; as loud as possible.

Tutte corde, (It. toot-ta kir-di.) All *
the strings ; discontinue the soft pedal.

Tatti, (It. too’-t8.) All; used after solo

assages to indicate that all are to join

in the performance.

Un, Una, (It. oon, oon’-a.) A; one.

Una corda, (It. 0o’-nd kdr-dd.) Lit-
erally one string ; a direction to use the
soft pedal.

Veloee, (It. vé-16’-tcha.) Rapidly.

Velocissimo, (It. vé&-15-tchee’-see-mo.)

Tenuto, (It. tén-noo’-t3.) S ined ;
held.

Terzetto, (It. tart-sat’-t5.) Ashort piece
for three voices.

" Thema, (It. ti"mi,) Theme, (Fr.

tim.) Theme. A simple tune on which
variations are made ; the principal me-
lodic subject.

Thorough Bass. A species of musi-
cal shorthand, invented by Ludovico
Viadani early in the seventeenth century.
It consists of the bass lgam, with figures
added which indicate the accompanying
harmonies.

Tieree, (Fr. térs.) A third.

Tierce de Picardie. The major
third used in the final chord of a minor
composition. So called from having been
first used in the province of Picardy.

Tonfe. The key-tone; the tone from
which all other tones are reckoned.

Tre corda, (It. tra kor-di.) Literall
three strings; discontinue the soft pedal.

Tremando, (It. trd-min’-ds.) Trem-
bling ; vibrating.

Tremolo, (It. trd’-ms-15.) A note or
chord made to quiver orishake.

Tremulant. The name of an organ-
stop which causes the tones to tremble.

Triad. A chord consisting of three tones
—viz,, a fundamental with its third and
its fifth.

Trill. A rapid alternation of two con-
tiguous tones of the key; a shake.

Triplets. Three equal tones performed |

in the time of one pulse,

Tromba, (It. trom’-bi.) Trumpet; a
reed-stop in the organ.

Taba, (It. too’-bd.) Bass trumpet; a
powerful reed-stop in the organ.

Tarn, a grupetto (g. v.).

Very rapidly.

Vibrato, (It. ve-bri’-ts.) A tremulous
quality of tone.

Viola, (It. vé-5-1i.) See under Fiolon-
cello.

Violim. See under Violoncello.

Violonecello, (It. ve-5-ldn-tchal’-15.)
Literally, the little iolono. The string
family may be classified as follows :

1. Violin ... Treble.

2. Viola.............Tenor.

3. Violoncello ....Bass.

4. Violene..........Double Bass.
These form the guartet of strings, and
if a 2d violin is added, they are stiﬁ(called
the guartet of strings.

Violono, (It. v&-5-16’-n3,) or Violone.
See under FVioloncello.

Virtuoso, (It. v&r-too-8’-28.) A skill-
ful performer upon a special instrument.

Vivace, (It. vé-vi-tcha) Quickly;
sprighll,y‘ '

Voee, (It. vo'-tcha.) The voice.

Voece di Petto, (It. vo’-tcha dé pét’-13.)
Chest voice.

Voce di Testa, (It. vd'-tcha d& 1&’-13.)
Head voice.

Volti Snbite, (It. vol'-t& soo-b&e’-t5.)
Turn quickly. )

Vox, (Lat. vox.) The voice.

Vox Angeliea, (Lat. vox an-g&l'-l-ci )
Angel voice. An organ stop of 8-feet
tone

Vox Celeste. (vdx sa-lést’,) or Voix
Celeste (vwi.) Celestial voice. An
organ-stop producing a wavy effect.

Vox Humana, (Lat. vox hoo-min’-
ni.) Literally the human voice. An
organ reed-stop made to imitate the hu-
man voice.
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