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INTRODUCTION.

The following exercises may be profitably studied in either of two ways: First, following literally the
directions laid down in the book, working out everything both theoretically and practically. Second, omitting the
theoretical part and only practising the numbered exercises in strict accordance either with the rules here given
or with others which possibly some teachers may prefer to substitute in their place. Occasionally, even the order

_ of succession may be changed to meet the requirements of exceptional pupils, though the author’s experience has
induced him to present the present arrangement as being the best in general application.

The title, Head and Hands, suggests that the prime object of these exercises is to promote intelligent
study, in technique as well as in all to which it leads, rather than the merely mechanical work which, because
it is such, so rarely produces results at all commensurate with the time and labor bestowed. The former at once
invests preliminary work, which is too often regarded as irksome, with a degree of interest quite surprising to those
who first try it, and develops executive skill far beyond any attainable by unintelligent practice. Part Ome contains
only what is indispensable to the merest amateur, while Part Two leads on to more difficult execution.

The exercises themselves will be found to include much that is already common property among teachers,
together with some new points and suggestions intended to increase the value and results of practice. For more
advanced technical work the student is referred to the justly celebrated exercises of Carl Tausig, Theo. Kullak,
Adolph Kullak, Schmitt, Hummel, Knorr and others.



PART ONE

Before beginning these exercises, the student must be shown the proper position of the fingers, hand,
wrist and arm, together with pure finger-movement; and these must be rigidly insisted on in strictly legato
passages. In all these, the teacher will of course adopt his own theories. Plates and rules illustrating the author’s
views may be found in his Foundation Studies in Pianoforte Playing, Op. 35. The cut below gives a position at
once favorable to flexibility, agility and stremgth, the three indispensables to all pianoforte execution.

Emery’s Legato Monitor.
Patented Feb. 21, 1882,

The simple device here shown, the Legato Momitor, will be found a valuable aid in overcoming
that nearly universal fault, a jarring wrist, which destroys all semblance of legato effects. In the succeeding
exercises, the wrist must be kept flexible, though quiet; never stiff and rigid, as this inevitably produces
a hard, unmusical touch. )

The printed directions as to force and rapidity must be strictly followed. The metronome signs are to be
interpreted thus: — M. M. stand for Maelzel’s Metronome, an invention for measuring (or indicating) the rapidity
of the performance. The signs J = 112 mean that, in the music following them, one hundred and twelve quarter
notes, or their equivalents in other notes (as fifty-six half notes, or two hundred and twenty-four eighth notes, etc.)
are to be performed in one minute. & = 72 show that seventy-two half notes, or their equivalents, occur in one
minute. In technical exercises the metronome may be used in either of two ways: — letting it beat a few measures,
enough to fix the movement firmly in the student’s mind, and then stopping it before beginning to play (as is
its proper use in musical compositions), or allowing it to beat steadily while one practises. In the latter case
one should also play part of the time without the metronome, as constant reliance upon any mechanical aid is
to be avoided.

If the student has no metronome, let the general directions, »Slowlye, >Somewhat quicklye, »Very faste,
»As fast as possiblee, etc., be carefully observed. In every case, the proper tempo will be secured by occupying
exactly one minute in going over the amount of music occupied by the given number of the specified notes, or
their equivalents. When the metronome is used, the bell must always ring on the first count of each measure.

A. P. 8. & Co. 599.



FOorR FLEXIBILITY.

Count, either aloud or mentally, to insure slow, steady playing at first. When any finger is to play, it
must rise when the note before its own is played, mot waiting to rise after the previous finger falls. Do not hold

two keys down at once.
Keep the wrist flexible but quiet — never rigid.

Right hand alone, slowly and softly, lifting the fingers high. M.M. J-.-eo.
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Left hand alone, slowly and softly, lifting the fingers high. M.M. J:co.
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FOR STRENGTH.

Nos. 3 and 4 must not be played faster than the tempo here given. The accented notes must be noticeably
loud and all the others very soft. Play with the fingers only, not with the hand and arm. Lift the fingers very
high but never in a wrong position.

Right hand, slowly. All but the accented notes soft. J:uz.
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Left hand, slowly. All but the accented notes soft. J:uz.
= — o — S p— > ' = ,
0 rd ] i R
4, et ] o i e o e
1 | L | S | | 1 1 1 1 1 ! { 1 1 1] {
12 * Z 3 T T T T T 1 T ]
o ——— : = = = = ———
. [N )
- 7 i T i T —1 J
1 I 1 ! | 1 1 L 1 1 1 R 1] 1 1 1 1
> | =1 11 L L U T !

A.P.S. & Co. 599



[-§

FOR AGILITY.

If one practises without a metronome, in all these exercises for agility the first tempo may be regarded
as meaning Somewhat quickly; the second, Quickly; and the third, Very quickly. Each tempo must be perfectly
mastered before the next is attempted: the fastest may need to be delayed until Part One has been learned in
the slower tempi. '

Nos. 5 and 6 clearly but softly, no accent being allowed.

Right hand. First J:uz. Afterward J= 138. Last J= 160.
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Sz, ==
. e e SR s e

2 e _Amm:

e

FOR STRENGTH AND FLEXIBILITY.

Nos. 7 and 8 strongly accented on the first of each group, with the finger, only. Observe that the dotted
quarter in the metronome mark equals one group.

Right hand. Slowly. Fingers very high. o-=6o.
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FOR STRENGTH AND AGILITY.

All soft except where accents are marked.

Right hand. o'~=120. J~=u4. J-:ne.
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For finger exercises with a moving hand sec Part Two, No. 152.
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STACCATO.

The general, technical definition of staccato is detached, in contradistinction to legato, which means
smoothly connected. Staccato is of three kinds: — staccato, demi-staccato and slurred staccato, the last, when
found in pianoforte music, being called portamento. The effect desired is sometimes denoted by the printed word
staccato, but oftener by points or dots immediately over or under the notes.

written should be held only ome fourth of their
usual length.

Staccato is marked by sharp points, and notes so}

the notes are then held only ome half of their
usual length.

Demi-staccato is marked by small dots, and]

Slurred staccato or portamento is marked by
dots (rarely by points) and a curved mark
called a slur; in which case the notes should
be held three fourths of their usual length.

) m—  man e

Here the notes are neither really short
nor connected.

The demi-staccato mark is used more than the full staceato; but as in rapid passages its effect is
unavoidably the same, it is not improper in such cases to call it staccato and to play it so.

As the only result of either form is to shorten the notes, no effect of force is thereby intended: therefore
one should never play a note more loudly simply because it is staceato than if it were legato. The too general
practice of tapping staccato notes is incorrect, except where several follow in rapid succession. Preparatory exercises
now follow, showing a general subdivision into slow staccato and rapid staccato.

Slow Staccato.

By slow staccato is meant very short, detached notes that do not come in rapid succession: this applies
also to single staccato notes, or chords.

Place the hand in the same position as for legato playing, close over the keys — not held high above
them. The finger that is to play first should rest lightly on the key, at the beginning of the passage, give a sharp,
sudden pressure, and the whole hand should then spring elastically upward as though trying to toss something
backward. The wrist must be very flexible and may rise slightly with the hand, in order to avoid a stiff motion
and a hard touch. Do not tap the keys. The hand must rise quickly and fall slowly. A note marked to be held
(ten.) is not necessarily loud.

Right hand. Softly. Do not hold the notes at all, except those marked #7., aud avoid tapping the keys.
od 3 2 5 . 4 3 2 ten.
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Left hand. Softly. Wrist flexible. Do not tap the keys. ‘on
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Staccato thirds, sixths, octaves and chords are played in substantially the same way as the foregoing.

See Nos. 105, 106 and 107.
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Rapid Staccato.

By rapid staccato is meant detached notes coming in rapid succession. Such notes are usually marked
demi-staceato though intended to be played as if marked staccato. The motion necessary to play these passages
is readily acquired by moving the whole hand with a flexible, hinge-like wrist, as though one were fanning the
keyboard with the hand. care being taken to keep the fingers bent as in legato playing. Here a gentle tapping
of the keys is unavoidable; but the rapid succession of notes prevents the hand from rising very high and thus
generally renders the contact of the fingers with the ivory inaudible.

Right hand. Rapldll but softly, geutly tapping the keys 2
1411 5 . . .4 3 1

Right h.lnd .4Play 4w1t11 the whole hand gently tappmg

3 2 .

) T e

Left hamd. Let the whole hand tap rapldly .

When rapid and slow staceato are intermingled, as in Nos. 19 and 20, play each in strict accordance
with the foregoing directions. Preserve regular counting from beginning to end. The words Rapid and Slow refer
to the two kinds of staccato and not to the counting.

Rapid. Slow. Rapid. Slow. Rapid. Slow. Rapid.
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Slurred Staccato, or Portamento.

This rarely occurs except in rather deliberate, singing passages. In the following, play the exercise first
as smoothly as possible with one finger; then produce a similar audible effect with the upper fingering. The
notes must be neither connected nor staccato.

ng‘ht hand. Slowly. , 32
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SLURS.

The following rules for slurs are for pianoforte music exclusively, as they would often be unreasonable or
impossible if applied in music for other instruments or for voices.

A long slur extends over .any number of notes or chords more than two and is also called a legato mark.

A short slur embraces only two consecutive motes or chords. These may be on different degrees of the
staff, or they may stand on the same degree, the second note being marked demi-staceato to show that it is not
tied. A short slur produces four effects: — 1st, it causes ‘some accent on the first note (with exceptions); 2nd,
it connects the first note smoothly with the second; 3rd, it makes the second note soft; and 4th, it reduces the
length of the second note onme half, quite the same as though it were marked demi-staccato. In the study of
miscellaneous compositions for the Pianoforte, the student needs many additional rules for both long and short
slurs, only a few of which here follow as being indispensable to early study.

Rules for Short Slurs in Pianoforte Musie.

Rule 1. When a slur connects but two notes or chords of equal rhythmic value — two quarters, two
eighths, two sixteenths, etc., — the first is accented more or less, according to the force of the passage in which
it stands, and the second is soft and but one half its usual length (except when as long as a half note or when
tied to a following note). In slow, or cantabile, movements the second note must not be made too short.

A, Written. Played. B. Written. Played. C.Written.Played. D.Written. Wrongly played.
> — <~ 7 > ° -

At A the slur? caﬁe accents to fall naturally upon the first and thn'd co>unts, while at B they transfer
the accents to the second and fourth counts, thereby producing a syncopated effect. .= Some writers regard the
slur at € as a tie: but a careful study of its use in standard compositions fully sustains the view that both notes
should be played precisely like the example at A, or any other two slurred notes. The first slurred note must
not be played longer than its printed value, as shown at XD, above. ’

Of the following fingerings, use the lowest first, playing the whole exercise before taking the upper. Accent
the first note under each slur and play the second softly and as short as though marked demi-staceato.

Right hand. ‘:—% -%—-5-; 3
Slowly 3 a4 313 43
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Rule 2. When the second of two slurred notes of equal length is as long as a half note, or longer, it
is usually played more softly than the first, but held its full value: likewise when it is tied to a following note.
Written. Played. Written. Played. Writt/e_u — Played.

! 1 {lr 4 1 g’ r () S —= lq L% : = £
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The slurred notes in Nos. 27 and 28 are alternately loud and soft; but the second under each slur must
not be shortened. Play slowly.
" Right hand. Slowly.

X 2‘ _p—
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Rule 8. When two slurred notes are of unequal length, the longer is usually (though not always) the
louder, unless the contrary is plainly marked; but the second is generally shortened.
Written. Played. Written. Played.
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Right hand. g “——g- Z ;* ;
Moderately,. 2 8 4 53
3 24 32 3
[ ]
[ ]
2. ; Eebinbsy
© f ! g = z :4 ~ o= E &
3 s —
Left hand. 2 it
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This last application of slurred effects gives great delicacy and sprightliness which would be impossible

4
were the notes written fa@—F==—T—=r— etc.; but substantially the same effect as in Nos. 29 and 30 would
0} S-SV ¥V

follow, were the passage written z&w ete.
Explanation of Major and Minor Seconds.

The lines and spaces of the staff are called degrees: hence, the staff consists of nine degrees, five lines
and four spaces. When two notes stand on the same degree, whether sounding alike or not, they represent what
is called a prime, as shown in the table below. When standing on contiguous degrees they form seconds. When
occupying three degrees, from lowest to highest inclusive, they form thirds; and so on. The difference in pitch
between two notes is called an interval; and intervals as large as ninths, with all smaller ones, are used in
Harmony, as more particularly described in the author’s Elements of Harmony, pp. 5 and 6. Still larger intervals
are recognized in pianoforte exercises for expanding the hand or acquiring skill in playing skips.

The differences in pitch which are often called tomes and semitones are also called respectively steps and
half steps. In ascertaining the name of any interval, counting the degrees tells us its general name and counting
the steps gives its particular name. For example: — as F and G (see table of seconds, below) occupy but two
degrees, they are called seconds. The same is true of F and Gb, also of F and G§. Further, as from F to G

v A.P.S.& Co.599
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is one step, the interval is a major second; F to Gb, a halt step, forms a minor second; and F to G¥#, a step
and a half, forms an augmented second. F to F¥, although as truly but a half step as F to Gp, does not
occupy two degrees and is therefore not a minor second (a diatonic semitone) but an augmented prime (a chromatic
semitone). From this it is plain that both a certain number of degrees and a proper number of steps are necessary
to the correct formation of each interval.

Primes. Seconds. Thirds.
"Perfect Augmented!' Msj. Min. Aug. ''Maj. Min. Dim.!4th. 5th. 6(t‘h. 7th. Sth. 9th. 10th. 11th. 12th,
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Various sub-divisions of other intervals will be explained in the proper place.
In order clearly to understand the formation of scales, the student should now fill out with a lead-pencil
the following forms.
A major second occupies two degrees and contains ome step.
Write a major second above each of the following notes by writing on the next higher degree and inserting
an accidental before the upper note wherever one may be needed in order to separate the two notes the proper
number of steps. It is but a half step from B to C; also from E to F.

A Major Seconds.
] 1| 2 i 1L 11 1l |

1 I ] [
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Observe the change of clef.

Major Seconds, P le) be}’.Q. bho Fbe— ; ! ’ ﬁ ﬂ
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Write major seconds below the following notes,

Major Seconds.
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A minor second occupies two degrees and contains one half step.
Write a minor second above each of the following notes.

Minor Seconds,
% it i i = 2 () '\}Jﬁge - - ﬂ
%ﬂF —e_—_—_:]k‘— 6—-—-]%’ ¢ © ; ]
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Write minor seconds helow the following notes.

Minorv Seconds. . o
T O " - h ] -~ % W‘
’. " 1
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Minor Seconds.
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SCALES.

Pure scale passages are such as progress diatonically; that is, with neither skips nor repeating notes.
An entire scale is usually understood to extend at least one octave above or below the starting-point. Although
a scale-passage may properly begin on any note belonging to that scale, only one tone, or some octave of that
tone, will sound like the patural end or close of the whole. This closing note is called the Keynote, and the scale
is said to be in the key of that note. For example: — when there are no sharps or flats, the scale will naturally
end on C and is then said to be in the key of C. If one sharp, F§ be used, the scale of G will be produced;
if one flat, Bp, be written, the result will be the scale of F. The keynote is also called the Tonmiec.

Scales appear in three general divisions: — major, minor and chromatic; but keys are only major or
minor, the most recognizable difference being that the major is more cheerful than the minor, if other things are
the same. But one piece played brilliantly in a minor key may be more cheerful than another performed more
tenderly in a major key. The same piece played or sung in the same style in major and minor would show the
plaintive effect of the minor. Major and minor scales, also, present this contrast, owing to a difference in their formation.

The major scale consists of a series of notes progressing diatonically at intervals of major and minor
seconds; the latter coming only from the third to the fourth degrees and from the seventh to the eighth, counting
from the keynote upward, as shown by the following major scale of C — usually called the scale of C major: —

g 1 2 3 4 3 6 7 8 iﬂ
Y © Maj.second. Major. Minor. Major. Major.  Major. Minor.

The above notes in a reversed order give the descending scale of C major.

If any other note than C be taken as the first of a scale, some of the notes must be affected by sharps
or flats in order to preserve the above succession of intervals. Keys having many notes alike are said to be
mutually related; those having but one or two notes in common are said to be mutually remote. In writing new
scales we take either the fifth or the fourth of each for the first of the next, as this requires but one note to
be changed for each new scale, thus producing a succession of closely related scales.

The student should now write a major scale, ascending and descending, from each of the following notes,
using accidental sharps or flats wherever they may be needed to preserve the same order of intervals as found

in the scale of C major. Each scale is a fifth above (or a fourth below) the one before it.
2 3 4 5 6 7 8 8 7 6 5 4 3 2 1

Al
C. =5 e e e =
e oo ——— ———
Maj. Maj. Min. Maj. Maj. Maj. Min Min. Maj. Maj. Maj. Min Maj. Maj.e
1 2 3 4 5 6 7 8 8 7 6 5 4 3 2 1
G_ % A <
v Maj. Maj. Min. Maj. Maj. Maj. Min Min. Maj. Maj. Maj. Min. Maj. Maj.
A
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A A4 s ]
e
i 4 [
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v a4
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The following scale of G§ major is rarely seen, the same audible effect being produced by a simpler
notation, giving the scale of Ap major. Compare the two scales when they are played. F x (double sharp) is a

half step higher than F
p higher than Fi,

A 4 5 6 7 8 8 7 6 5 4 3 2 1
G#.W#ﬂ_ﬁw

oy Pa
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The following scale of Fp major, which would come next, is seldom written, the simpler scale of E major
giving the same effect. Play the two and compare them. Bbp (double flat) is a half step lower than Bb.

[ | l‘lr\
1.1 I hoy 789 vy 7 Pa L 1
fl 1 hhres /AN ) vy 7 v I 8%
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See the author’s*Elements of Harmony, pages 8—11.
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Signatures of Major Keys.

When certain notes (letters) are to be sharp or flat throughout the whole piece (with perhaps some
exceptions) they are not written as accidentals, but the sharps or flats are placed on the proper degrees at the
beginning of each staff and are called the Signature.

The key of C major has a blank signature .

The key of G major has the signature of one sharp.

L 4

The » » D » > » two sharps. .

v

L

The » » A . » » » » three

The » » E > >  » » » four >

The » > B » » » » » ﬁve »

The » » F# » » » » » SIX »

The > > C¢ » > > » » seven
The > » F » » s » » one flat
The » » Bp > » » » two flats

The » » Ep » > » » » three

¥

The » > Ap » s > » » four

The » > Db » » » » > five »

The » » Gb > » » > » six »

The > » Cp » > » » seven »

A P.S. & Co. 599.



Major Keys. Number of Sharps or Flats. Order in which they stand on the staff.

c .. .... None. . . . . . ..

G ...... One sharp . . . . . Fg

D ...... Two sharps . . . . . F§ CE (not C§ F¥)

A ... Three » . . ... F§ Ct G¢

E ...... Four > . . ... F¢ C% G¥ D§

B ...... Five » . . ... F§ C§ G# DE A%

F¢ . .. ... Six s L. .. Fg C4 G¥ Df A Ef
cg...... Seven » . . . .. Fg C§ G§ D A# E Bg
F ...... One flat . . . . . . Bb

Bh...... Two flats. . . . . . Bp Ep (not Ep Bp)

E ... ... Three > . . . . . . By Eb A

Apb . ... L. Four > . . . . .. By Eb Ap Db
Dh...... Five > . . . . .. Bb Eb Ap Dp Gb

Gr ... ... Six s ... .. By Ep Ap Db Gp Cb
Ch...... Seven » . . . . .. By Eb Ab Db Gb Ch Fp

After the foregoing shall have been committed to memory the student should answer questions similar
to these: — What is the sigﬁature of D major? Answer. Two sharps, F and C. Of F major? Of F§ major?
Of Gh major? Of G major? Of Ap major? Of A major? etc. The sharps or flats must invariably be named
in their proper order as given in the table — not Two flats, E and B, but B and E.

Before entering upon scale-practice, the fingers should be trained to good positions on black keys — the
same as on white keys — by playing exercises Nos. 1 to 12, inclusive, transposed to the five notes shown in the
following keys.

1. Either. . 3. 4, 5. 6.

A L | |
Right hand.% g;%l::ﬂ:‘—*—,:ﬁ': = = ﬂmﬂ
1. 2. Eil:her. 3. 4. o 5. 6. .,
Left hand, by —owgle o IF Teahh e = w
T 0 e S

Transpositions into keys which will bring the thumbs and fifth fingers upon black keys are not needed

PRACTICE OF MAJOR SCALES.

The daily-study of scales is urged, not merely that one may learn to play scales well, but because scale
practice tends to perfectly equalize the strength of all the fingers and to improve the touch, even for music
containing no scale passages. As soon as the notes and fingering are thoroughly learned, this practice is specially
serviceable in enabling the student to play rapidly without thinking of notes or fingers, as is fully illustrated in
the author’s Special Stndies in Presto Scales, Op. 20. But the preliminary exercises and also the scales themselves
must be taken slowly at first, in accordance with the following.

) Rules for Scale Practice.

1. Hold the arms slightly away from the sides, in order to connect the notes without turning the hands
whenever the thumbs and fingers cross each other.

2. Play with the fingers only, keeping the wrists flexible but quiet — never rigid.

3. Do not hold two fingers down at once: watch the fourth and fifth, particularly.

4. Connect the notes smoothly (especially those marked thus e or thus =) so that the crossing of
thumb and fingers shall produce no different audible effect. ‘

A.P.S. & Cn. 599
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Preparatory Scale Exercises.

Right hand. Fingers crossing the thumb. . Slowly.

| I, 1

I 1 !
1 1
2 2 2 2 2 1 g' | — - ——t

BE
ag

11

. G otrs '

32T o ¢ 1 4 r— 1|
q X L 2 X ]
33' — IT Tr }? 1 ITﬁl 1 » 1 T 1 I 1 -ﬁ
T 1 T T ™ T
l 1 1 i)
1 1 Pl | 1 iﬁ -~ 1 : 5
. -{ 4 T — > -
o T ——a T—] T’
Left hand. Fingers crossing the thumb. - Slowly.
e T LT e
0 1 L
34. e ta e e e TR
2 ll 2| 2 1 I2 2 * 2 | '
SIOWIY' \ . 1 | 1 1 f_—l —— r_’_pj
o PR L | 1N N | R | N 1| ”)
0 1 p XN S /I ) mear = 3 .
35. $ S LA iﬂt i S e P
32,1 3 3 Ig g ! 3 [ I
Slowly. | —— L —
° S i 1 1 1 N 1 1 1
| 1 1 i ) R
36. =1 e F ===
¥ T34 4 1 4 2
— ! ! I ! ' !
Q—E—T—P:%— F!I_u' - i jut 7 =
— 1 1 1 —— +—*— —t— - +
T { — T N
Right hand. Thumb crossing the fingers. - Slowly.
112 4 12 1 l - T |
e —3 - ) S—— p - — i y Y= y
M e e e et e phae
() = PE 03 i--" | 1 L ] L ] '

[ ]
=
=3
9
i
=4
[

!
L i
:
-

N

i
Slowly, . .
38 gﬂ“ 3 7 ) T y ! > 20 - T
: EmimEsa T
1 ]
¥e gue “ 9ol —

il \
Slowly. o 1 2 3l 11 4 a4l
29— % n
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Left hand. Thumb crossing the fingers. - Slowly.
B2 o £o , P ) o 1 —— —— ——
O 1 ! y 1 A -
40 e e = :
- —— - s+ o 1% S — 1 — ST 1 1 1 -
Slo“lv M T L
—1 — —
5 g" 'E" ,E’ FW I 1 1 T ] I 1
W 1T Zawren mj 7 T #" T N :
41 y 2 ST T 7 30 - y | Za ) /R ) 7] 7 30
%—e—q—r—a—'——i—e—aJﬂ s T e T T 1 a1l —e ] ! o1 7w e
4 4 5 -} J[ 1 ?
Slowly. — . ' '
Q | Y ] 1 3 1 3 i \ {
0 g F ' l g F _F ' l L ) r ]
42' c: — . T ‘—x-{ ] -y l' S
1 T 3 & T '3!4 1, " T 2 4, 1 41
|
e, et —— =
1| 1 ! 1 1
haL l +, o 7 A ¥ 2
Right_hand, Both forms of crossing. Slowly.
Y g ,,iEe T ]
43%" = F’h e e e |
| - =
Left hand. Both forms of crossuu_r Slowly. . s 1
1 S N
44.Fe— T;ii@i-—p# e e = |
L 1 1 1 d_‘ e ﬁrr ! 11 1 | + _‘Lij i l |
;E =Fe 13 % 1 3 g1 ' 1a 3 7 j;l- =
2 2 ‘ 4 4 3 2 .g;

When the studeut shall have learned perfectly the six following ways of playing the scale of C major, the
other major scales must be practised in the same way - each being thoroughly mastered before the unext is attempt

ed.
Right hand. Two octaves, clearly but with no accent. Fourth finger on B. _ Slowly. J =2, 4 5 4
A . 31 — 3 2 5 = £
45. €= 2 7+ F -
g % &
AP 3 3 1. 2 1
E e |
i /)
L 1 = P2
o [/ o 3
©

:Fe
=
|

P
Left haud. Two octaves, clearly but with no accent. Fourth finger on D. _ Slowly. 4I=uz. ~
0 /)
48, o= = 5 £ — 1t
= = =% s :
S 4 1. I 2. |
o 5 -
= === = =
- Ta + 4 ~ 1
3 1 T 3 s s # = z s =

In the following scales, the accented notes must he noticeahly loud and all the others very soft. Keep the
proper fingering.
Right hand. Accent the first of every two notes, two octaves. The accented notes must not be any longer than

—u12. > 4 -y
the others. - Slowly. J 12 -~ - 2 > =z 2 5
<& x =) s
47 %l = B
[ ] U = T
>
P '? o > 3 . > 2 1, T2, 1
1= 5 %
2 — g 7 — = :L j
OV Pa —
) k > = < =3
= —
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Left hand. Accent the first of every two notes, two octaves. All the notes must be of equal length.

Slowly. J:uz. >
- = > > o = iq. 1Ma, |
“: 7 ’l F IC 1 “ el /) i $ L]
48. 2= DEE e i =
3 > 3 3 % >3 é[.,'. T —
7T = ~"Z737%7 =
>

Right hand. Accent the first of every three uotes, three octaves. Afterward no accent, faster. . Not too fast

.=76. Faster ¢.=100. 1. 'r2 l

e
% > —
123 > oo = FHPF#‘P L \ =
A 4 B - 0 i S L "F!‘
4 IR I - @'; HMIIFI' T O i 0 . 0
[J) T

L 1 A +T{ = ; $ !

—1

>ff
,l Left h.lml. Accent the first of every three notes, three octaves. Afterward no accent, faster. - Not too fast
=76. Faster .=100.
> -~ > o 1.
s =

= 1
PR o7 F - i

50 ) - o " .
. | IR 1 1 1 A | L]
. ! = _al’ | L elr e 1 1

>3 = 4 3 — = d' >d.

g >

=
|
4]
11
1 ]

Right hand. Accent the first of every four notes, four octaves. - First, rather qulckly J 100. Afterward,
quickly o= 126

>_o® ,

| 4 -
Ny [ [ 4 "---
. el Y g

Left hand. Accent the first of every four uotes, four octaves. This may be played one octave lower if desired.
First, rather quickly @ =100, Afterward, quicklv J- us.
=

-‘-—-—--- '-
— MR —— 7T . "--__
-~ —— "'---‘ ) o 0 |
T &
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Summary of Scale Practice.
A. Each Hand Alone.

1. No accent, slowly and clearly, two octaves; to learn the notes and fingering.

2. Accent the first of every two notes, two octaves. Slowly.

3. Accent the first of every three notes, three octaves. Not too quickly.

4. No accent, three octaves. Quite fast.

5. Accent the first of every four notes, four octaves. Rather quickly. Afterward, quickly.

6. No accent, four octaves as rapidly as possible.

For still further development of scale-practice, see tables B, C, D, E, F etc., just after No. 186 in Part Two.

The following shows the proper fingering of the major scales, each of which should now be practised in
the six ways given in C major. The left hand fingering is below the notes, the right hand being above.

C major. G major.

4 p 3
ﬁn - : — = e e e e
1 3 > - = @ - x o — @- y
L o 1 < 5 z
5 4 s Lo
D major. 1 ” H A myjor. 1 s © ,
% 1 e " i i S S " S———— —=
T 3 - 3 >y { - i k 3 Al E 4
5 4
E mujor a1 B major. Left 4th finger on the extreme, lowest B.
ﬁ —s——t—5 o @ '—T—ﬁi%ﬁ & —g
A" 'l} L4 i 3 = —#— 34— "
oJ s 2 v 1 2
A
N F# major. g 1 l? g . C¥ major. .
h» 2 P S
= " k= 2
: 8 ALE = i 83—
e) 4 = .g. 1 4
F major. Right 4th finger on the extgne, hfhest‘ F. | B) major. . ,
1 k3 o 1 7 x
%P 4 e —— —— | — C e e —" a— ——
[ — — . S— — r 3
(3] 5 4 r L ? 4
3 . 4
' Eb major. 3 A A‘[) major. 3 1 o, e &
T S—— C T —S— S—— & m—
3 + - [ T — Py n x
o B4 1 2 -3
pb myjor, . 3 | Gb major. 3 1 -
=25 e i —
1 4 %

A C,l) major. Left 4th finger on the extreme, lowest ch.
1 ' A

T—
- 1 2
4 3
Whatever may be the fingering of the middle parts of scales, when the lowest note falls on a black key,
the right hand should play that note with the second finger; and if the highest note comes on a black key, the
left hand should there use the second finger. This is shown by the right hand fingering in the flat keys above
and is better than the regular fingering given in parenthesis. The fifth finger seldom appears in scales, save as

the lowest in the left hand and the highest in the right, in several keys.
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The following table, showing the only notes played by the fourth fingers and played by no others, (except
when they are the lowest or highest notes as explained above) should be committed to memory.

Left fourth finger on Major Scales Right fourth finger ox
D......... cC ......... B
N G ......... F§

E ......... D......... Cé
B ......... O G#
Fg . ... ... .. E......... D§
Lowest Band F§ . . . . . . . . . B......... Ag
F¢......... Fg. ... . ... A}
Fg¢ . .. .. .. .. C¢ . . ... ... A¥
G ... .. ... F ......... Bb and highest F
Eb . .. ... ... Bb. . ....... Bp
Ab ..o Eb......... Bp
Db . . . .. ..., Ab . ..o By
Gh......... Db. ... .. ... Bb
Gh. .. ... ... Gh. ... ..... Bb
Lowest Chand Gh . . . . . . . .. Ch......... By

MINOR SCALES.

The minor scale most closely related to any major is called its relative minor; and the major is called
the relative major (of its minor). The minor scale has its tonic, or keynote, on the third note of the descending
major scale — in other words, the relative minor begins one step and a half (a minor third) below its relative
major. A major key and its relative minor have the same signature. Three varieties of the minor scale are
used: — the harmonie, the melodic and the mixed; and all of these are found in compositions by the best writers.

The Harmonic Minor Scales.

The harmonic minor scale has only its seventh degree chromatically raised, both in ascending and (with

but few exceptions) in descending, as here shown: —
Harmouic minor.

D = 8 8
L1 2 3 ¢ 5 6 41 & & .1 6 5 4 3 2 1
P \ . - — — Oy
A minon <3y —© o
e
Maj. Min. Maj. Maj. Min. Aug. Min. Min. Aug. Min. Maj. Maj. Min. Maj.

Here the major seconds come from the first to the second degrees, from the third to the fourth and from
the fourth to the fifth; minor seconds come from the second to the third, from the fifth to the sixth and from
the seventh to the eighth; and an augmented second (three half steps), from the sixth to the seventh.

An augmented second occupies two degrees and contains ome step and a half.

Write an augmented second above each of the following notes.

Angmented Seconds.

tl Fas
P EK‘HV I
£y - (W) . kil bef 0 ] g
NV 1 L > ~7 h ~F [ W )

g o o ©
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4 (4 Pal ) u
qr < XY = i 3oL W ]
s b Xy | 1
£ 11Ref 0]

[ s

¢

¢

Write augmented seconds below the following notes.
A Augmented Seconds.

¢
)

1] 1
v 174 N ) 12

[ Q)

)
¢
p
—*

ANB %4 Y

Q)-QH,G [3) o

A H
313# b(\ #r(‘ W:m ) Xy o - o - ﬂ
Z ) o

Pa
o [ %)
1L

o

Write, now, an harmonic minor scale, ascending and descending, from each of the following notes, inserting
sharps, flats and double sharps wherever needed.

1 2 3 4 5 6 7 8 8 7 6 5 4 3 2 1
A minm-.:\# g —O——— —— ' —O—y n
© Maj. Min. Maj. Maj. Min. Aug. Min. " Min. Aug. Min. Maj. Maj. Min. Maj.
Al 2 3 4 5 6 7 8 8 7 6 5 4 3 2 1
[ N ] S
E mium-.% a
U - . . . e
Maj. Min, Maj. Maj. Min. Aug. Min. Min. Aug. Min. Maj. Maj. Min. Maj.
/)
B miuou-.# © O
Y o

] ¢y
F# minm-.qiﬁ“ #9—_# -

W

L
u kel 'l,'?
L
Iy My
c4 minm% # 9
Jie -2

The three following scales require a double sharp, each.

L) o #o
G# miuorm@g} }0—1

l)# mium-.% - %_—%} “

o 7®© #

A feo e
A# mimw.% #u A0 1
oJ
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D minor. % i © 1
¢ © ©
% ==
G minor. —— “'}ﬂ
[))
Lo}
C wminor. % o p—
Y & L J
4 oo
F minor. %ﬁi — ]
)
A 1 []
Bb mmon% PO P e
Y b b
N l l
78y /AN )
E!’ mino; : H
A [70- be-
A‘) minm@; [ Q) :I(i ﬂ
)

The following shows the proper fingering of the harmonic minor scales, the interval of the augmented

second requiring special care. The fingering for the left hand is below the notes: for the right hand, above.

A minor. 4 1 Y ] E minor
Ho & . 1
— e — ——— —+ =
h @- + —8 + > w— & 4+ %
& ¥ e *
]
“. l L]
B minm . F# n/l:l)ur 2 3
P -3 Eé@ 3 1 [ ) o :#, 3
AN i 3 3 ; '# f 3 ) — 4- 3 -
oJ F * L - % 4
4 3
. s .' 4
C# minor. G;# (4}“‘"; 3 1 .2 >
—y ﬂ_-_____ 23 Fa—
g ® # : % —~
3] - 3 o
3
1
. 4
D# miunor , g 1 . (A) mmm s 1 s &
A — 3 i ri
. — - S— — =
z 1 1
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G minor.

¢
@ =
g
2
@
i
"

-L Q=
4N
<;’1;_

UL Y Ar
i
[ JC
N
[ 3 L
i
-L.»
4

] 4
A L C wminor. . . 1 F minor. . . L3 ; -
-‘r . g . I @ ‘pl; |”w x - o r‘ H. T L 3
3 @ r & 39— i i 3 - 4 3
[} - 2 1 i 5 Z
Bb minor. Eb minor. 3 1
Ny - " b1 < ——t- &
25 —— 5 . T e — Y &:—‘.-—
R S — . i + : UE g, S ———
e -;- - g 2 S 1 4
1
2 Al) minor. . :
., A (8) (@) M -0
2 Ly 4 3

r 2
Ed 'z

ry) 3
Each of the foregoing scales should now be practised in the six ways shown in C major, the following

table being committed to memory.
Left fourth finger on ~ Harmonic Minor Scales.  Right fourth finger on

B ......... A ... ... ..GE
Fg . . . . .. .. E oo Dg
Lowest Band F§ . . . . . . . .. B ....... . Ag
F¢ . . . . .. ... F¢ . . . . . .. . G#
F¢ . . . . .. ... cg . ... ... .. Dg
cg...... oo GE L A¥
F¢ . . . ... ... D . . . . .. ... A%
Fg . . ... Lo AL Aé
E ...... ...D oo Ct
. G .. ... ... F§
D ......... cC ....... .. BY
G . ... ..... F ......... Bb and highest F
Gh . . . . ... Bb. .. .. .. . . Bb
Gh . . .. ... E ... .. . .. By
Dpb. ... ..... Ab ..o Bp

The Melodic Minor Scales.

The melodic minor scale has its sixth and seventh degrees chromatically raised in ascending; and these
are restored, to correspond with the signature, in descending,thus: —

A minor. (%) =4
© Maj. Min. Maj. Maj. Maj. Maj. Min. Maj. Maj. Min. Maj. Maj. Min. Maj.
Here the minor seconds come, in ascending, only from the second degree to the third and from the seventh
to the eighth; and, in descending, from the sixth to the seventh and from the third to the second — all the others

being major seconds.
Write, now, a melodic minor scale, ascending and descending, from each of the following notes.
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1 2 3 4 5 6 7 8 7 6 5 4 3 2 1

O [ ] #9 “ I b e [N ] rFay
3 — -~ L - t;ll
. [ %)

Maj. Min. Maj. Maj. Maj. Maj. Min. Maj. Maj. Min. Maj. Maj. Min. Maj.

¢

A minor.

E minor.

P
-

Maj. Min. Maj. Maj. Maj. Maj. Min. Maj. Maj. Min. Maj. Maj. Min. Maj.

B minor.

F} "‘i“°"% o ﬂ

18

BNL e, &#Ip

L)

C# miuor.%

=

)
G# miuor.@ r

o)

D# minm'.%”

e 20

11—t

/)

A minor%ﬁu

D wminor.

(8]

e
L)
D)
G minor. % r
J
fa)
=

C minor.

w oW Wl

>
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F wminor. % — ﬂ
()

Bb minor.%= ﬂ

Y ho
Eb minor; g — a
Ab minm% DXy J

The fingering of the melodic miuor scales here follows. Observe the difference between ascending and
descending fingering in many scales.

A minor. 4
[J)

q
-
¥

E minor.

B minor,

[ Y.
-
)

etc.

=
-~
w
s
=
-
L Y
[ Y

< 4
3] 3 etc.
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D minor.

G minor.

€ minor.

F minor.

Bb minor o r— +—3 > - — 3 : -
Y * ? etc
I . L etc. 3 .
) L T = L3
Eb minos - —a—= —— +—3
z 1 * a1 3 etc.
o 2ctc. 2 L 3 )
Ab minoig fos—>- 2 e —" > .: -
1 et
Commit to memory this table of fingering and practise each scale in the six ways first given in C major.
Left fourth finger on Melodic Minor Scales. Right fourth finger on
B ......... A Lo Up on G§, down on Gj
F¢ . . . ... ... E ......... Up on D§, down on Dj
Lowest Band F§ . . . . . . . .. B ......... Up on Af, down on A}
F¢ . . . . .. ... F¢ . . ... .. .. Up on D§, down on G§
F¢ . . . ... ... ct......... Up on A, down on D§
Upon C§ downon F§ . . . . . . . .. G§. ... ... .. ... Af
F¢ . . .. .. ... DF. . ... ... .. .. A$
Upon Cf, downon F§ . . . . . . . .. A . . ..o Af
E . ........ D ......... Up on C§, down on T}
. G .. ... ... Up on F§, down on Fj
D ......... C ......... Up on BY, down on Bp
G ......... F . ........0.0.. Bb and highest F
UponDp, downonGp . . . . . . . .. By . .. .. ... ..., Bp
Gh. ... ..... Eb. ... .. ... Bb
UponDp,downon Gp . . . . .. ... Ab . . ..o oo Bb

Notwithstanding many proper exceptions, the gemeral statement is true that while the minor has the
same signature as its relative major, it hes also one chromatic change in addition, which distinguishes it as minor.
The following table, if perfectly committed to memory, will be found of great service.
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TABLE OF SIGNATURES.

A blank signature denotes the key of C maj. or (with G§ ) of A min.

The signature of one sharp » » » > G maj. -~ ( » D§) > E min.
The » » two sharps » » ~ > D maj ~ ( » A§) » B min
The » > three » » » » » A maj > (> Ef) > Ffmin,
The »  » four » » » » > E maj. » ( » Bf) > Cfmin

The- » > five » » » » » Bmaj. v (» FX) > Gfmin,

The » > six  » > » » » Fgmaj. » ( > Cx) » Df min,
The » » seven » Cfmaj. » ( » Gx) > Af min.
The » » seven flats » » » » Chmaj. » ( » GY) > Ap min,
The » » six > » » » » Gpbmaj. » ( » Df) > Epmin.
The » » five v » > > » Dpmaj. » ( » AY) » Bpmin.
The » » four » » » > Apmaj. » ( » Ef) » F min.

The » » three » » » > Ebmaj. » ( > BYf) » C min.

¥

PRRERRRERRRRETY

> » » » Bymaj. » ( > F§) » G min,

(4

The » » two v

> > » > Fmgj» (> C¢)» D min

The » » one flat
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Table of Signatures.

Relative Majors. C G D A E B F§ C§ Chb Gp Dp Ab E» By F

Relative Minors. A E B F§C4GEDE A AbEPBYF C G D

Signatures. Blank. 1 2 3 4 5-6 77 654321
Sharps. Flats.

The Mixed Minor Scales.

The mixed minor scale is simply a combination of the ascending melodic and of the descending harmonic

minor scales, thus: -—

Mixed Minor Secale.
[ |
| Pl |

Ascending Melodic. Descending Harmonic.

Pa LA N o I N ) o
[ 4

<

Pa [ %)
“ -y

N,

The student who has become familiar with the harmonic and melodic minor scales will find no difficulty in
playing the mixed, in the various ways already shown. Their use in miscellaneous compositions is various; and
cases exist where the descending melodic form runs uninterruptedly into the harmonic, as in the first Sonata by
Beethoven, Op. 2. No. 1. first movement.

Theoretical Names of Degrees.

Counting from the keynote upward, the names of the degrees of any major or minor scale are as follows: —

1. Tonic; 2. Super-tonic; 3. Mediant; 4. Sub-dominant; 5. Dominant; 6. Sub-mediant; 7. Leading-
tone; 8. Tonic.

Many questions similar to the following should be answered readily by the student. What major key is
represented by one sharp? One flat? Two sharps? Two flats? etc. What is the relative minor of C major? Of
Bb major? Of D major? etc. What is the relative major of D minor? Of Ff minor? Of C minor? etc. What is
the relative minor of G major? The relative major of G minor? The relative minor of B major? The relative major
of Bminor? etc. What minor key is represented by one sharp? One flat? Two sharps? Two flats? etc. The
additional chromatic change in each minor key is always the diatonic semitone below its tonic, in other words,
the leading-tone of the minor, thus: — in Ab minor it is GY; in G§ minor it is Fx, etc.

Questions should be asked similar to these: — Which degree of the scale is the dominant? The mediant?
The leading-tone? etc. What is the name of the second degree of the scale? Of the fourth?® Of the sixth? etc.
In the key of C (either major or minor) which is the mediant? The tonic? The leading-tone? etc. In the key
of F, what is the name of E? Of Bp? Of D? etc. In what major key is E the mediant? The leading-tone? The
sub-dominant? etc. In what minor key is A the leading-tone? The sub-mediant? The sub-dominant? etc.

In answering the foregoing, one should not refer to the melodic minor. but to the harmonic; and the
answer of F when it should be F% of B when Bp is required, etc., should not be allowed.

The Chromatic Scale.

The chromatic scale always progresses, upward or downward, by half steps, and is written with chromatic
and diatonic semitones variously intermingled, according to the key in which it appears. As it embraces all the
keys of the keyboard, so far as it extends, it is usually fingered the same in all keys, with occasional exceptions
for its beginning and end. As the third (middle) finger is the longest, it is usually most convenient to use it on
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the short, black keys. The right second finger will then always come on the upper of the contiguous white keys
(on C and F) while the left second finger will play the lower of the same (B and E).

Right hand Very slowly and quletly (3 1 3)
7 1 9 g 12 a[ gﬂza 4,3 =21 1 3. 4 82 4 3 4 3 1
hid bs 1
55_ 53 ;_g' T2 R S 1 “E5-10G7 17— '?’ n . H
Y = B 1 L I I/ s
(2 L T | PO o
Left ang. Two counts to each note.
2 bpo Ls l . n g n ©
L | o 1V 194 1 3 = AN Y7 A4 e
o &g | I el 710 X7 P2 Y 2 74 e hal
56- VAN WA ! 1 F’ﬁ"’ s, 1l P 1% | | }; n
T™= 3T 31 3 TR M T 1 — T T 32 1

Nos. 57 and 58 must be played in each tempo here given, first with strong accents, the intervening notes
being soft but clear, and afterward with no accents whatever; making six ways for each scale. Each metronome

beat here represents a group of three notes.
Right hand. Rather quickly o =100. Qulckly J-nz Very quickly o 160.

> > S e #’:#"ﬁ”>

S
L R
AN
(31 31 21 31 3) o
Left hand. Rather quickly J:mo. Quickly @ =132. Very quickly J.—. 160. -
: 31234 3)/ 4 >
> > =4 #> g >

Nos. 59 and 60 first with accents; then with none.

Rig‘ht hand. Rather quickly o =100. Quickly T 182 \Ver qulckly J-wo
= >y 7,

80. 2

21 31 3)
=132. Very quickly J=1co

4 4_'_"?) : | 2B Pe® 1

(3

.uul. Rather quickly J_wo. Quickly

n-r'r ra@® & J.dlu--l-l]\ L1
60 Al AL AAdEREmss gy Ll WM
- LA [
— >

FpaopeeT "=
—
The foregoing chromatic scales, each beginning on C, are not enough to insure perfect execution when

beginning elsewhere. For this reason ome should now practise similar passages, two octaves, beginning on C§;
then on D; next on Df (Eb); and so on, beginning on each note of the chromatic scale. See, also, remarks follow-

ing table F, page 57.

TRIADS.

When several notes are performed at the same time, they produce either concord or discord. Although
two notes may stand for a chord. three ‘is the smallest number really forming one: more are often used. The first
note of a chord, that from which it is originally formed, is called the root (often, also, the fundamental or ground-
tone). Any note being selected as the root, the addition above this of the third and fifth, reckoning each interval
from the root, produces what is called a triad or common chord. In the following line of musical letters, any
one of them being called the root, those which are the third and fifth at its right form, with the root, a triad.

ABCDEFGABCDEFG
) If A be the root, C will be its third and E its fifth — therefore the triad of A is A C E. What would
be the triad of C? Of F? Of G? etc. On playing the notes corresponding with the letters of different triads,
some of these chords will sound much more cheerful than others. Triads are therefore divided into four classes,
diminished, minor, major and augmented, according to the different characters of their thirds and fifths.
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Explanation of Major, Minor and Diminished Thirds.

The student should now refer to the first general explanation of intervals, in order to understand thirds
and fifths. — A major third occupies three degrees and contains two steps. — Write a major third above each
of the following notes, remembering the half steps from B to C and from E to F.

Myjor Thirds.

¢

1l P
Ll
hef W ]

it‘ heq ) i
Y 9 ot o 2 o — #“:ﬂ%c 7":1“ gje—ﬁnj
Py ! - ﬂ

Major Thirds - o (v ) bo bo bv .) b 5
Y & 74 .3

A minor third occupies three degrees and contains one step and a half. This is essentially unlike the
augmented second, which contains the same number of steps but occupies only two degrees. C to D§ is an aug-
mented second, while C to Ep is a minor third, neither of which could properly stand in place of the other.

Write a minor third above each of the following notes.
Minor Thirds.

Lo} |
:Illr IT" 4 7q. } o 1 [l ﬂ
% e'ye o o Iﬂi‘ © I !e e‘gﬂ — i P © "I“ ba 'Vu
Minor Thivds. Py © S— I P ;
3} e__q1i3‘— = L 1) E ,L‘,‘L 1) H

A diminished third occupies three degrees and contains ome step, as from C§ to Ep. Examples need not
here be written, as diminished thirds are not used in any but chromatically changed chords.

Explanation of Perfect, Imperfect and Augmented Fifths.

A perfect fifth occupies five degrees and contains three steps and a half.
Write a perfect fifth above each of the following notes.
Perfect Fifths.

LY o
i »
P ﬂ" Pa' vy
> P A ] L« f —_— hs4 N ] Ll
NV ~ =< [ N ] ~ hat ho4 W ] #G
<

J = © =
o Perfect Fifths.
y £ L [ l
© 1N FV‘G ;ll‘ Pa ¥ L I

P
= © © ° ° A 2~

=
An imperfect (or a diminished) fifth occupies five degrees and comtains three steps.
Write an imperfect fifth from each of the following notes.

Imperfect Fifths. bbo
1 il ;’[‘ 'hl\ }
- 1t Il o s O v = 7823 PO oy ! b.(}_:ﬂ
- E
—Imperfect Fifths. (%)
:‘I—_lﬁ 1
P 6— <Y g a3 10 'gl [ N ] ga 1l o

An augmented fifth occupies five degrees and contains four steps, as from C to Gf. These being of

exceptional use need not be written.
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TRIAD FORMATIONS.

1. A diminished triad conmsists of & root, a minor third and an imperfect fifth.

2. A minor triad consists of a root, a minor third and a perfect fifth.

3. A major triad consists of a root, a major third and a perfect fifth,

4. An augmented triad consists of a root, a major third and an augmented fifth.

The triad of C, whether diminished, minor, major, or augmented, always contains the same letters, C E G,
although some of these may require a sharp or a flat, thus: — Cmajor, C E G; C minor, C Ep G; C diminished,
C Ep Gp; C augmented, C E G§. Likewise the triads of C§ and of Cp would have no other letters than C E G,
whatever sharps or flats might be required. The same principle applies in forming triads on any other letter.

Write, now, a major triad on each of the following notes, by adding a major third and a perfect fifth

above every note.

Maujor Triads.
p) —
. [ ) o 1
P~ L &) Pa Q) © hol 14N P 7y
2:X] rav [ ) i w ) /LN ) t(y;g
%‘ﬁ“ O © T

Observe the change of clef in the next.

L

Major Triads.

— = - — o :7(‘ b“‘, ;;(‘ b& 'P o I 4
r= < R 2 4 re bU

The student may now play, with no notes before him, a major triad from any note named by the teacher,

as: From A. From G. From Ap. From G§. From B, etc. The notes forming major triads may be named, also,

without reading or playing them.
Write minor triads by adding a minor third and a perfect fifth above each note here given.

Minor Triads.

[ 17y
(n] n
% . L8] © AN 1 ; ﬂ
7 2% [ ) 174 Q]
<y LS

Minor Triads.
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9

9
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E
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Pad .9 ~
¥

ﬁ\' gl‘ O A
A minor triad may be played from each of various notes: From C. From E. From Fp, etc. The notes

forming minor triads should now be named by the student.
Write diminished triads by adding a minor third and an imperfect fifth above each of the following notes.

v © ©

Diminished Triads.
bber

' 1
- O ! 1
[ Q] s d 1 — 1749 ] Pn ] 1
'8 ) FaY LN ] 111 -~ ZS

Diminished Triads.
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Play a diminished triad on any note mentioned. From F. From D. From Bp, etc. The student should
also name the notes forming any diminished triad. — The formation of augmented triads may be learned later.

Play the triad of C major. C minor. C diminished. Likewise these three kinds of triads on any other
notes — on Dp. On G. On F, etc.

It is proper to change the order of the letters of a triad so that either the root, the third, or the fifth
may come either first, second, or third in the order of their arrangement, thus: — C E G; C G E; E C G;
EGC; GCE; GE C. Each of these combinations is only another form of the triad of C major. In like

manner either note of a triad may be either the lowest, the middle, or the highest in the chord, thus: —
1 2 3
I}
W each of these being the triad of C. Either of the letters and notes, or all of them, may
be duplicated, also, without changing the general name ot the triad, thus: — CEG C; GCE G; EG C E;
CE G CE G; etc. When each letter of a triad is used but once, this is called three part, or three voiced,
barmony; and in three voiced harmony the three chords above, numbered 1, 2, 3, are said to be respectively in
the first, the second, or the third position. When the notes of a triad, in either position, are as close together
as possible (as in the above chords) they are said to be in close harmony; but if they are so separated that a
note, or notes, belonging to the chord might be written between each two of those already there, they are said
Close. Open.

to be in open, or dispersed, harmony. ﬁf_‘.:_g When any one note of a triad is dupli-
=Y —
5

cated, four part, or four voiced, harmony is produced; and in four voiced harmony the chord of C appears in its
first, second and third positions thus: — 3 )
1 2 3

—|
m or thus:
D2 £ L- 4

From these examples it is seen that the notes of a chord may be widely separated. The lowest C, the
middle E and the highest G of the keyboard would form the triad of C major, although in an undesirable arrangement.

When the notes of any chord appear consecutively, in any order of succession, they form a broken chord
or short arpeggio. If such notes follow repeatedly in regular succession ®pward or downward, (as CE G C E G
CE G, etc., upward, or C G E C G E C G E, etc., downward) the passage is called a grand arpeggio. Such
a passage may extend from the lowest musical note to the highest. but is seldom shorter than two entire octaves:
if it can be played without crossing the thumb or fingers, it is usually called a broken chord or short arpeggio.

Triads of C. . Broken Chords, or Short Arpeggios,of C.
— i — — ﬁ%ﬁa’“ = :é S T 3
A 3 o A .I I - - v - - :

00 o

17>=
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"
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e
5o
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H
1
LA

HH

Most of these require an expanded hand, but no special preparatory exercises will be needed beyond those
here given.

Although grand arpeggios are formed from broken chords, the author regards them of easier execution
and therefore presents them first for practice. This opinion is based upon the fact that, after both grand arpeggios
and broken chords have been studied, nearly every amateur plays more false notes and uses more improper fingering
in broken chords than in grand arpeggios. This is readily explained, as grand arpeggios present regular repetitions
of the same fingering, while that of broken chords is seldom twice alike in succession, except in diatonic progressions

like those beginning with No. 156.
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PREPARATORY EXERCISES FOR GRAND ARPEGGIOS.

In either contracting or expanding the hand, keep the fingers as nearly as possible in the position first
learned, neither straight nor curling under. Apply the former rules for scale practice. Be careful that the thumb

shall not play two keys when it passes under.
Follow strictly the fingering here given, that of the half notes being such as to oblige the fingers and

thumb to cross each other. — Observe the repeats.
 Right hand. Slovly.

Sl %
33’% T2 i? # ; ;t

Left hand. S]oyly. .

1 .1la

02. 22177+
5

3
1

A Right hand.

63- 7 S T
‘J4 T T _:

Left hand. a
O %7 Pd Y 79 1
64. et Aar
A Rl,‘,"h.l h'aml; 1, 1, 1, 4 1
It 1 - I " »
65 7 : : 1 - - : | ) IR = I _‘l: ! : : e 3 :
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4 10 41
4 4 4
» . 1 1 1 1. 91 ye
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Positions and Inversions of Grand Arpeggios.

When the root of a chord is its lowest note the chord is said to be in the first, or fundamental, position:
when some note other than the root is the lowest the chord is said to be inverted. If the third of a chord is
its lowest note the chord is spoken of as in the first inversiom: the fifth being the lowest produces the secomd
inversion. It is to be wished that these terms were generally retained in the naming of grand arpeggios derived
from these inverted chords; but most teachers speak of the arpeggios in which the third is the lowest note as the
second position; and of that with its fifth the lowest as the third position. For the student’s convenience in referring
to standard exercises, the latter terms will be here retained, while decided preference is given to the term inversion.

Fundamental Fundamental (or First) First First Inversion Second Second Inversion
Position. Position. Inversion. (or Second Position). Inversion. (or Third Position).
* etc. o _etc. o_etc.
e e e
£:3 T g o ° = .
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Rules for Grand Arpeggio Praectice.

1. Hold the arms somewhat away from the sides.

2. Keep the fingers bent as in simple finger exercises.

3. Play with the fingers, not jarring the hand, and keep the wrist flexible.

4. Do not hold two keys at once when playing toward the thumb (upward in the left hand or downward
in the right).

5. Connect the notes perfeetly when playing away from the thumb (downward in the left hand or upward
in the right).

6. In accented passages, if the finger crosses just before the accent, especially toward the thumb, be
sure that the accented note is right and that two keys are not struck together.

7. The notes must be of equal length: one is apt to lengthen the accented note as though it were
dotted, making the next note correspondingly shorter.

The classification of grand arpeggios, which is here given, is based upon the various positions of the
white and black keys of the pianoforte. These differences will be mentioned in connection with each.

First Class of Grand Arpeggios on Triads.

These make use of white keys only, or of black keys only, and include the arpeggios of C, F, G, F§ and
Gp major, and of A, D, E, Df and Ep minor. These should be committed to memory. For the benefit of any
who may prefer to omit the theoretical part of this book and to confine their study to the numbered exercises,

the abovenamed chords are here given. Observe the clef.
Major. Minor.

The fingering of the first position of any of these chords is the model for the first position of the others:
the same is true of the first inversion; also of the second. Having learned the grand arpeggios of C major, one
should be able to play those of either of the foregoing chords.

Exception. In the first position of the left hand, in only the keys of Fz and Gb major, ome may use
either the third or the fourth finger; also in the second inversion (third position) of the right hand in D# and Ej
minor. Instead of practising the three forms of arpeggio in each key before going to the next, many find it easier
to play the first form in each of the abovenamed keys (all belonging to the same class), then the second form
throughout, then the third. Teachers must here use their discretion.

Play very carefully; absolutely legato, at first quite slowly. In order to avoid too rapid playing it is well
to count, either aloud or mentally, throughout all the slower exercises.

First Position.
Right haud. Observe the repeat. - No accent. Slowly; J-120.

1

5
1, 2 3 2 1 . : 2 #"
67 ;‘hiq:p:[h_ - i e 5]
- L t £ 1 o1 1T | — = 1 [ )
L U 1

! !

| L
Left hand. No accent. Slowly; J:izo.

T
s s = T ff}ﬁ e R
68' T " {T' A\ —‘%(L i]bl grrfl 1 ——
5;‘42 7 J Thosteg s
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: 12 ——a ~ £e: ' = _Fe =
O I T LI T g
be. B e e e e e e e
Left hand. Strong accent on the first of every four notes — the others soft but clear. _ Slowly; J-izo
1 ? ’ A 1 g 3 > (]
0. T e e
. — e o S e f :
2 .= derately o= s J s
Right hand. First with accents, th§_1 with none, ;-9----'3.?.{.___— 84. Afterward faster =120, >
" 1 ' - "- -
71 %W% et
b4 1 A\ ’
D] = = = =
Left hand. First with accents; then with none. . Moderately J=s4. Afterward faster @=120.

72. W;ﬁmﬂ# EESs =

Right hand, Every note clear. Connect the whole smoothly. _ No accent. Rather quickly J-S’& Quickly
J =132. Very quickly “!3-

Left hand- Do not blur the notes or break the connection. - No accent. Rather quickly J-84 Quickly
=132. Very quickly ¢=160.

.

8 2 4 a4
4 —
2 # J'"' 24 1 g 222, 2 . .
1 s} ! L i i .
s et e e e g
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Left hand. No accent. Slowly #=120. b ® 2
- . # by i) 1 2 4 s !
76#“"355 : e im S = |
3 i I 1 1 ! D
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Right haud Strong accents. Slowly =120..° 59 3 2 ’ 4>
=2 ‘!‘ A . - # e 1 # , * .
e - — r : ?@Eﬁ%
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— I v>;r T ! 2 —+—; A0 = |E
78. #@iﬁ = R
H 4 ‘i 1 ‘ ‘ 1 9
Right haml. First with accents; then with noue, __-_-_I!I_qgi_qg:t_e_ly J 84. Afterward faster @ =120
8 ------------ ! g ’

-

» ]
. ST g e ety S

AP S.& Co. 599




36
Left hand. First with accents; then with none. - Moderately,J 8a. Afterward faster, =120,

g0. ' 'H"‘?ﬁ ===

) -
| Right hand. No accent, but every note,fg-lgg-a"d 9!??: .. Rather quickly; J=s4. Quickly; J: 132. Vez-y

quickly'd X 2 - z
i e e i e :ghgﬁg = 'f—;l

== =

Second Inversion (or Third Position).
Either hand may play the following an octave higher, or lower, if more convenient. Do not use the third

finger in the right hand.
Right hand. Nti accent. Slowly; =42§:-_

83. = -:H-‘" f =

Q™
.T
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al 1 8' ---------- 12 : 2 L \
84 Foaa 1 S A =
. -7 Tr‘ e E e S =
Right hand. Strong accents. Slowly; J-mo ....................... - =
L, > 1 . | 3 - .
85.= =7 T == is
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Left hand. Strong accents. Slowly; =120. L = -
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Right hand. Strong accents: then noue - Moderately; o=84. Then faster, J=i20
[ > "
| 0
87. —9 | - —- L [ ! . Z
=N = 2
Left hand. Strong accents: then noue. - Moderately,J 84. Then faster; J..izo _
(o] >
‘['_-57 ‘); D
! ' L t
= d >
J Right hand. No accent, hut ewerythmg clear and bright. - Rather quickly; o=sa. Quickly; J:laz.Vcry quickly;
=160. .2 4 4 T

1 3 A S : ?'

0. ' : j

Similar grand arpeggios on each triad of the first class, before given, should now be practised.

A.P.S. & Co. 599



37

Summary of Grand Arpeggio Practice on Triads.

First Position,
A. Each Hand Alone.

1. No accent, clearly and slowly, four octaves.

2. Accent the first of every four notes, slowly, four- octaves.

8. Accent the first of every four notes, moderately, then faster, four octaves.

4. No accent, but all clear and connected (1) rather quickly, (2) quickly, (3) very quickly, four octaves.
Then the first inversion (second position) in the same ways.

Then the second inversion (third position) in the same ways.

Further exercises on grand arpeggios of triads bhegin with No. 256. Refer also to No. 267.

Second Class of Grand Arpeggios on Triads.

These are major triads with only the third of the chord on a black key, and include the arpeggios of

D, A and E major.
Major.

D A E |

O
1L — L8

E£32

As already learned in scales, the lowest note for the right hand and the highest for the left, if coming
on a black key (as in the first inversion of these) is usually to be played with the second finger, for convenience.

It is unnecessary to present the foregoing arpeggio forms written out in fall, for each key: a reference
to those in C major, or to the »Summary of Grand Arpeggio Practice on Triads«, should be sufficient to enable
one to develop them all from the fingering here given.

Rule. In grand arpeggios containing both black and white keys, when the first, lowest, note comes on
a white key, the left hand begins with the fitth finger and the right hand with the thumb. But if this note comes
on a black key, the right thumb comes on the first white key ahove it, and the left thumb comes on the last
white key above it (within the first octave) or, what is the same thing, on the first white key below it.

Play each in the various forms shown in C major. The right hand fingering is above the notes; the left
hand, below. Each hand alone, and an octave higher or lower, as may be desired.

First Position. First Inversion (or Second Position). Second Inversion (or Third Position).
2 etc. 4 1 etc. a 1 _i etc.
R o o — o T —
major, ¥ 3—6- 4 : 4
’ Pt 2 " = 4
?' 3 2 3 2 5
2 a 1
" 1 3 ete. 2 o 2etc. . 2 etc.
A . Ta o —3 i 4 . =2 % 4
major, — 4 4 02— .
Y 22— 2 ——g—
5 ° * 3
2
-
o ttc. 4 1 etc. 4 1 @ etc.
4 e m— ——y—® 5
E lll:ljﬂl'. —- SL: P — r 3 —2- 4 A - 4
X ' ‘f X ' ' x ' 3
* 3 2 3 2 5
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Third Class of Grand Arpeggios on Triads.

These are minor triads with only the third of the chord on a black key, and include the arpeggios of F, C

and G minor.

The fingering in parenthesis ig allowable but the other is preferable.

2
% 1 @ 1
1 3 ete. 2 3 & etc. 2 i < % ete.
e 33— —o 2 +—@ %
F minor, : 2 — ——— = - ﬂ
) Ea— o Ca—
4 .
5 . -i .
3 @ = etc (3) 1 etc. (3) 1 @ etc.
R ¥ i " rl x o -2 2
C mi“ol‘. . —2 P 4+ .—.7 o 4 y r +
5 = ——4+—= o—3— ﬂ
* > 5
° & (2 1
- e ctc. 2 2 & et O % etc.
By il ‘—2, 4
G minor. /"g + f —+ = :40 4 = n 2 : o—3 H
4 % 2 72 = & st
5 o 3
5

Fourth Class of Grand Arpeggios on 'Triads.

These comprise both major and minor triads with only the third of the chord on a white key,and include the
arpeggios of Db, Ab, Eb and C§# major and of F#, C&, G# and Ab minor.

Major.

Minor.

It is sometimes necessary to finger these arpeggios like those of C major; otherwise it is customary to

play them, wherever they begin or end, by putting the thumb of each hand on the only white key. None of
these should he omitted from thorough practice on the plea of its infrequent use.

1 3 etc. 1 3 etc. 1 : £ etc.
. ﬁ\: 15 3 % o L 3 > L2
pb major.—F tﬁ a1 P—t—_ f . . S J—_A— T— j - ——
5 gl.r —
: s 3 L 3
4 = etc. 4 = etc. 4 etc.
Ab 0 E—F' . 2 z 22— ' - 3 ~ 2—@
o 3 . P x x 2 E 9 X o
major, —a * th Py & 3 FJ"E_‘-__‘I
2 2
4
4 2 ete 1 3 et 1 2 2 et
Eb m:!jm'. i=:l5 P » + k3 t 2 H L 3 > 3 b 3
. o . —0——2—1 ——=
* 42 5 4 [
2
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. 2 etc . 2 o etc
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C§ minor, P —— r————" 2y ﬂ
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g ! 1 _i 5 1 b
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Fifth Class of Grand Arpeggios on Triads.

These comprise the four Bs (B major, B minor, Bb major and Bb minor), no two of which are fingered
alike — consequently neither can be taken as a model for the others: each must be learned separately.

B major. B minor. Bt major. I:ﬁ) minor.
o L e o

These should be practised in all the various ways, like the others. Where there is but one white keyin the
chord, put the thumb there in the arpeggio.

2 2
ji _g: etc. 3 etc. .3 1 e etc.
3 4 ——e A e "
B major. e ——— ——*— iﬂ
;.__‘ 13 o 1
e 2 2
2
o3 .‘ £ etc. . 2 etc. o 3 ‘. etc.
nov, g1 e e S —— j
B minor. . - —— e —-—— e ——
4
1 5 * °
£ etc etc. etc.
. 2 o o 2 2 1 [ )
. —IfH——2—"———3 —————O ———e——= :
Bb . e 1 17 ’ ' 3 ‘
major. 25— : PSR- N— % —® +
3 R .‘i. & 2 R R—
2 3
5
% 2 2 )
S ﬂ(-f) ; g etc. (31 : o etc. _ (?)F 1 o ctc.
.o Y 2 o9 ~
Bb mmor.}:ﬁb_p L S— r———— I —— ﬂ
3 ® S—o 3 = & 3 *°
ik :

The student may profitably take up some of the progressing finger exercises, beginning with No.152, before going

on to what here follows.
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Explanation of Major and Minor Sevenths.

A major seventh occupies seven degrees and contains five steps and a half.
Write a major seventh above each of the following notes. Do not forget that it is but a half step from

B to C and from E to I
Major Sevenths.

i By i 1t 15(‘ } i 1 i
e i ——Jo o ;
= O et
Major Sevenths.
=) ! — ! 4
.4 4"i o b1 N ) Hgg
Fa ) ) hal o [Ty
S T © L #5-
A minor seventh occupies seven degrees and contains five steps. Write minor sevenths above these notes.
Minor Sevenths.
%=
12
Vv
Y © o

= <Y Eu — jﬂ_ e—ﬁﬂ‘ﬂzk #D_——Ee— g“_i];e_: ﬁ
Minor Sevenths. bha -

s

=k

3'0-'9'

Py
u -y

Chords of the Seventh.

A chord of the seventh consists of a root, third, fifth and seventh. The student can learn its formation

by finding the third, fifth and seventh letters at the right of any one he may select as a root.
ABCDEFGABCDEFG

In this series, the chord of the seventh on A would be (the alternate letters) A, C, E, G; on G it would
be G, B, D, F. What would be a chord of the seventh on C? On E? On B? etc.
Write a chord of the seventh on each of these notes, using no sharps or flats,

A
a O—
— LY ¥

J o O e

Chord of the Dominant Seventh.

Among these various chords of the seventh, one of the most important is that which is founded on the
dominant (the fifth degree of the scale — in this case, G). A glance at the notes of this chord shows us this:
The chord of the dominant seventh consists of the fifth, seventh, second and fourth degrees of any major
or minor scale and always comprises a root, major third, perfect fifth and minor seventh. No other chord contains

these intervals.

Scale of C major. Scale of C minor.
1 2 3 4 5 6 7 8 1 2 3 4 5 6 7 8

1
— S o
Jd o U7 \ o L 7 \
Dominant Seventh Dominant Seventh%
Chord in C major. Chord in C minor. =3
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Write the dominant seventh chord in every major key.
The names of the major keys (the tomics) stand above the staff.

C G D E B F¥ ct
=

]
Z 1
1

1/ L

Bb Eb . Ab Db Gh ch

=]
A\
-
ST
A1
S=
G-
il
S
’ LI~
3
1 -
N
SNALE
2
N

These chords can be inverted once more than triads, as there is one more note in each of them, the
seventh. Observe the F clef, in reading the following.

Dominant Seventh Chord in the Key ‘of C.

First First First Inversion Second Second Inversion Third Third Inversion
Position. First Position. Inversion. (or Second Position). Inversion. (or Third Position). Inversion. (or Fourth Position).
etc. £ ete. ete. stc.
ESSEa e = ==
1 P~ — @ | 1 P +—— -
L : > | | —_— | 4 1 < 1 — : —
£y 7

The student should now refer to the seven rules for grand arpeggio practice already given on page 34.
In the following, the fingering for the right hand is above the notes and that for the left hand is below
them. Either hand may play the next few exercises an octave higher or lower, at pleasure.

First Position.

Each hand alone. No accent. Slowly; J.—.azo. 5 4 ; 2
L 23 41 ) , 1 3 4 e g3 21 1 4
01, T e L o e
e e T =, EESS S =
Each hand. Strong accents: all the rest soft. The hand quiet. _ Slowly; J=120.
= 3 4o 7 = —t = bo s {?i 73 ]E = 1 ==
cPJE S EEDEE LE VRSSOt M AE APSS SIS S v |
= 4 B > ), l‘ = R !

Each hand. First with accents; then with none. Ohserve the dotted quarter notes of the metronome markx:

each beat of the metronome denotes a whole measure. _ Moderately;J.gm. Then fasfz; J-=us. Still faster; - =152,

>% 4 1 4 = > =
93. 5 %i*:ii_wﬁ I ’—'T —+ J' hs\: —+ | .—ﬂ

5 & >1 1 4 = > . = =,
Each hand. No accent, but all smooth and clear. Two metronome beats in each measure. _ Rather quickly;

J-: 8%. Quickly; J-=104. Very gnickly; J-=120. £
94. =F S sttt — o Te,_— —

STesesa ===

The three inversions of this chord should now be played in ways similar to Nos. 91, 92, 93 and 94: their
fingering is here given.

First Inversion (or Second Position). Second Inversion (or Third Position). Third Inversion (or Fourth Position).
1

3 4 2 2 etc. ” 4 2 etc.

-2 S — g_{ etc. . _ 4 L v 5 % | 2

L ¢ —em— I —2—a3—2—@ - ——4 e —— %

-3 . . ®- 2 % It P u—— =

5 7 s % 3 = T 3
DJ

A.P. S.& Cn. 599



Sﬁmmary of Grand Arpeggio Practice on Dominant Seventh Chords.

First Position.

Each hand alone.

1, No accent, clearly and slowly, three octaves.

2. Accent the first of every three notes, slowly, three octaves.

3. Accent the first of every three notes (1) moderately, (2) faster, (3) still faster, three octaves.

4. No accent, (1) rather quickly, (2) quickly, (3) very quickly, three octaves.

Then, the first inversion (second position) in the same ways.

Next, the second inversion (third position) in the same ways.

Finally, the third inversion (fourth position) in the same ways.

The dominant seventh arpeggios of each major key should now be played, in the order in which they have
been named near the top of page 41. One should refer to the general rule for fingering grand arpeggios containing
black and white keys, which will render it unnecessary that they all should appear in this work.

In seventh chord arpeggios containing some black keys, the student must guard against the almost universal
fault of curving the third (middle) finger too much just before the fourth plays a black key, whereby its own -
force is materially weakened and the blow of the nail on the ivory is made unpleasantly audible.

The dominant seventh chord (and its arpeggio) has, in every respect, the same notes and fingering, whether
in a major, or in a minor, key. As a very general failure clearly to understand this often presents a serious
obstacle to the pupil’s progress, the chord of the dominant seventh in every minor key should be written on
the next staff.

Dominant Seventh Chords in Minor Keys.

The names of the minor keys (tonics) stand above the staff.

, A E B % cé G D& Ag
(3]

%
= * = s BT 3 7
”
D G C F Bb Eb Ab
[} 1 | L | L3 I I
T || T/ J ra/i 2 b 2 h T/ ) I/ Y A
%—b 182 | 17 b 1V IR/ J
| P—V /.2 v 7 BT H
1t ' 174 1/
3]

Although each of these has been played as the dominant seventh of a major key, it is desirable that they
be played also with the student constantly thinking of them as in minor keys, in order to overcome the mental
difficulty before mentioned.

Scale practice must not be omitted during the study of arpeggios, as the latter, causing an unnatural
expansion, have a tendency to stiffen the whole hand and touch, unless combined with counteracting exercises.

A diminished seventh occupies seven degrees and contains four steps and a half.

Write diminished sevenths above the following notes.

A Diminished Sevenths. bD.
Z o1 ==
S — e S S — , #n:.ge—_

Diminished Sevenths,

..i}: H | | lr
< (%) © M P ¢
b4

 n
S © ©
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Chord of the Diminished Seventh.

In none of the preceding chords has the seventh been diminished: the triad on the leading-tone of major
keys is diminished but its seventh, if it have one, is minor. The chord of the dimimished sevemth is founded

originally on the leading-tone (seventh degree) of the harmonic minor scale and consists of the seventh, second,
fourth and sixth degrees of that scale. It is the only chord which always comprises a root, minor third, imperfect

(or diminished) fifth and diminished seventh.
Harmonic minor gcale of A.

e
[3] \‘/ //
Diminished Seventh a2
Chord in A minor. <

o
Seventh Chord on the Leading-tone, A minor.
Minor Third. Imperfect Fifth. Diminished Seventh.

= = ]

4
= Iy
e pZd
A
AN

Seventh Chord on the Leading-tone, C major.
Minor Third, Imperfect Fifth, Minor Seventh.

.j y

Seventh Chord on the Leading-tone, C minor.
Minor Third. Imperfect Fifth. Diminished Seventh.

E

[3) h.ﬂ.

ﬂ

Write the chord of the diminished seventh in each minor key on the next staff.

Chords of the Diminished Sevenths.

The names of the minor keys stand above the staff.

A gE B 344 (o} 4 G¥ DY A2
D G C  F : Bb | Eb | Ab
i—-b : gf ”’,r, .y}_rl; ﬂf‘l? .rl:r;-r _Py; j
i > w2 2

Any diminished seventh chord leaves two unoccupied piano-keys (counting both black and white) between
every two belonging to the chord. This suggests a simple way of forming the chord, beginning with the leading-

tone of any minor scale.
These chords admit of the same inversions as any seventh chords; and each form of arpeggio should be

practised in the various ways shown under the dominant seventh. See No. 91, etc.

Diminished Seventh Chord in the Key of A minor.

Third Third Inversion

First . . First First Inversion Second Second Inversion
Position. First Position, Inversion. (or Second Posmon) Inversion. (or Third Position). Inversion. (or Fourth Position).
o242 & etc. 18 oo, L 2 ete. 1,2 etc.
_‘ A
ES=esiite ﬁ% L%ME
43 3
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OCTAVE PRACTICE.

A very flexible wrist is indispensable to the best playing of octaves on repeated notes and in passages that
are largely diatonic or that embrace no long skips. But in raising the hand from the wrist in rather slow octaves,
there is danger of making the notes too short, almost staccato like those in Nos. 13 and 14. In order to guard
against this error the hand must fall immediately after it rises from the keys, not remaining in the air at all

Allowing this fault introduces rests between the notes, where there should be none, thus: —
‘Written. Incorrectly played. Written. Incorrectly played.

k § H 1

o $9v*v o <&

Rules for Octave Practiece.

1. The wrist must be constantly flexible — never rigid. (Exceptions to this rule are sometimes proper
in long skips and in passages of great force).

2. Except when playing with the thumb and fourth finger, the wrist must rarely be higher than the
backs of the fingers. When raised too much it induces fatigue and frequently, »weeping sinewse.

3. The fifth finger must be kept sufficiently bent to strike on the tip — never on the side — if the
hand is large enough and well expanded.

4. The hand must not be held in the air, but after leaving one key it must fall instantly to the next,
allowing no rest to come between the notes, except when rests are written, or in staccato passages.

5. The notes of each octave, like those of any chord, must be struck exactly together, unless marked
to the conmtrary.

Preparatory Exercises for Octaves.

Right hand. Slowly and softly. Do not pound the keys. Play the repeats.

4 4 5
1k 11 1

A 3 3 3 3 3 3 3 1
i 24 V4 rd % 4 V4 4
re) 1 1 Nle P4 4 V4 (/. / [/ /.80
- \ V. - Pou P == ° C
a AT A - P = e 7 P 7z = s Pa

Left hand. Slowly and softly. Do not hammer.

96 ﬁ: e 0 I/ [/M/00 | M/ W/ L/ W/ oﬂ [/ / [/ (‘J
[/ 04 74 L/ A/ 0 ollle 0
. P Z 7z 7
3 3 3 3 3 3 3 3 1 1 1 1 -G S G G 6
5 6 4 4 ;

Legato Octaves.

Right hand. Slowly.

erse pppe 22pe £££
97.?@%;”?”?' ES3==saaa=c

4—1—‘ —'—h
TTNTT®
H —“
%

i
L)
_...1 m—b

I\

d—1—

=
T 11 I e L T T
Left hand. Slowly.
8. e e e e e ]
iijj Fo99 o666 LXK s
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It is generally better to use the fourth fingers on the black keys, if the hand is sufficiently expanded.
When this causes pain, the fifth finger should be used instead, care being taken to strike as mear the ends of the
black keys as possible. In the following, very narrow hands may use the fifth finger throughout.

Right hand. %lgw]y. (5) 5 ® )
5] 5 4 K]
: . Sepp ippes 208200008 Joppbopes
() 1l T 1T T+ rrrd

I
Left.h.al.ldeSlowlly. L T T A L

1 | |
> 1 1 - 11 R O I S O O

100.=£ A a5 eesibe
3337 43937 F999 fgidv 14¢ s Saddi L bi##

16 3) @)
In all octaves that do not repeat notes, whether diatonic or skipping, a serious difficulty arises from the

needless attempt to look at both keys of the octave played by the same hand. The exact span of the
octave must be retained by the hand (except in slow staccato or otherwise mutually disconnected octaves) and a
glance at the thumb is all that will be necessary. Even this must be dispensed with as soon as one can play

accurately without looking at the keyboard.
It is recommended that the use of the fourth finger on white keys be delayed, even in pure legato passages,

until a later stage of study when one can profitably take up the celebrated Octave School of Theodor Kullak.
Right hand alone. The left hand may play the same, two octaves lower.

A mmulnem
101. - 5 & lllllll:: 1 T:: _rrlli

- »

-m A -
-.‘-_‘ Jlg 1 1| 1 ol 1
-=-.‘ AP

The same exercise transposed into Db major affords occasion to use the fourth fingers on the black keys,

unless too hard for the hand.
Each hand alone. Do not hurry.

)

WP @ a0 ol NI S0P B 0P I BF P P I B8P T PIE SEgPFgl
T ) | ) X R | O 17 Y 4

! T WP PP P BN ' g ‘_‘== Arw | —"-"I-F‘ y |

pe2f

A AR
gy ‘ﬂ----li A
L T 1 " @gl | off |

g

Blght hand 2 " ol 2.
af,292sF ,2,20808 pfefr,?, 2,2,

103. %&m%ﬁwwwzﬁaﬂ:ﬂ

O 5 e Ry = L gy = =

104.%% R TR

Se5¢ 9393937 937%8°4° #7477 3 2

See No. 265 for other octave exercises.
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Slow Staccato Octaves:.

When a slight pause intervenes between octaves it is well to relieve the tension of the hand by allowing
the fingers to droop loosely together, not preserving the octave span when the hand is raised. If such octaves
occur in soft passages, the wrist may be kept flexible throughout; but in loud passages the wrist needs to be
stiffened at the instant of pressing the keys, becoming loose and flexible the moment the hand rises. The same
directions apply to similar effects with any double notes and with chords.

Refer to Nos. 13 and 14 and to the directions there given for playing slow staccato notes.

The hand must spring elastically upward, accompanied by a slighter movement of the wrist and fore-arin.
Let the fingers and the whole hand come loosely together as the hand rises, opening again instantly to the octave
span as the hand descends.

Play the whole exercise through as softly as possible, producing tones of great delicacy. Do not tap the
keys. Be sure to play both notes of each octave.

Right hand. S']ow]y.

o & 2 £ 2 & .
105 et e sTarsas :

. S T e
7Pl | T |
Left hand. Slowly. | | | | | -
106. Feai=tet=tai= o éﬂ* BeRsEie=_ ==t
rre T S { : 7 v ¥ 3
x A

Press each octave very sharply, but without any pounding or striking, and let the hands rise elastically.
Very loud. - Slowly.

v
| l , ;_;L#F e ® 5 |
CORER N N \m—l\l\ N Y
107- ,ff‘ ! ‘| Al . ;-} Y v !
{ ' e - H.%
i

|

5
:
??f

Rapid Staccato Octaves.

- These are played precisely like single notes as shown in Nos. 15 to 18, inclusive. Keep the wrist very
loose, tapping the keys rapidly but gently.
Right hand. As quickly as possible.

pperte LLE205 ppp,,,
105, ek ikE o A

e el

e Lz:'hhud Very f: ——
' eft hand. Very fast. <. [T pe— \
100 T b e EEE==

| SN N S DR S 1 B S | :

pIgsses TIITIL e

See further octave exercises heginning with No. 265.
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PART TWO.

In Part One the student has had only the simplest exercises — those that are indispensable to persons
whose only aim is to play for their own pleasure. Part Two leads to a further development of each principle
already explained and also introduces others, but only so far as is needed for good amateur playing. - At the
same time, every thing here given is a necessary preparation for the study of that higher technique which belongs
to concert playing and to which one may now approach easily and surely by a systematic practice of what follows.
Useful Schedules for Daily Practice may be found at the close of this work as an appropriate summary of the whole.

Hitherto, with but one exception (No. 107), separate work has been assigned to each hand; and even
now, when work is written for both together, it is recommended that each be exercised alone before uniting the
two, especially in cases where there is danger that a fault in one hand may be concealed by accurate playing in
the other, as in all passages which bring the notes constantly one octave apart.

As finger exercises which move up and down the scale require intermingled expansions and contractions,
a few examples in these important items of technique are first given, although the hand has already gained much
from the grand arpeggios in Part One.

TRANSPOSITION.

In order to transpose any exercise into another key it is necessary only to use the same degrees of the
new key and in the same order as presented in the original. For example, it is desired to transpose the following

figure from the key of C major t6 that of G major. The figure begins on the dominant

(the fifth of the scale), moves diatonically downward to the super-tonic, returning diatonically to the dominant, and
skips up to the tonic, ready for the repeat. Using the same degrees of the key of G major and in the same

order, the figure reads thus: —
. D] In D, thus:

The following exercises are given first in C major, but each is to be transposed into every major and
minor key, retaining the fingering as given in C major, in order to give independence of fingering and perfect
equality of touch, in the changes on black and white keys. Play each exercise, therefore, in each major key, in
this order: — C, Db (C¥), D, Eb, E, F, F§ (Gb), G, Ap, A, Bb, B (Ch), or in this order reversed: also afterward

in the relative minor of each of these keys.
Nos. 110 to 151, inclusive, may be played an octave higher or lower, if desired. In some of the harder

exercises, a slightly rolling motion of the hand is allowable.

N . R AN A S—
N7 N T S A 4% SR S S
LA A 2 WA W SN SR S SR S A SR
/TR R - — o —
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EXPANSION.

Each exercise is to be played in each metronome tempo,eight times in succession.
Expansion between 1-2. - Slowly; J-144 Rather fast; d=120. Fast; g=16s.

Left hand 0 2 gRight hand;

10, === 11l.

2 3 y s
Expansiou between 2 -3. The same three tempi as before.

Lert. 3&;—:1“'—#—;_,_?_,_] 113"

112. 113.
Expansmu between 3-4. Three tempi.

Left. Bi(.rshl.

114. w 115

5
Expansion between 4-5. Three tempi. A 3

e, B I e P

Expansion between 1-2-3. Three templ.
Left,

118.—%:5—4' == a =

Expansmn between 1-2 and 4-5. Three tempi,

AR i

ole

Expansmn between 2-3 -4. Three templ. . 4 ; 4 .
ﬁfé i‘zé" et i |
| - | L 1 e
LY =
Expanswn between 3- 4 5, Three tempi. A 4 5
Left. : Right. 3 —1
T T D ~ ' | ' 2 )
124- -_a } — P —— a— 125- — — =
1 o o, 5 % | me—
Expansmn between 1-2-3-4. Three tempi. 5 4 g 2
Left o ‘ Bl;."?t. { g ' C — : }O
— j 1 i 9 o T 5
126. el 1,
Expansion’ “between 2-3-4-5. Three temp . L 2

3
Left. ) o —— Right. T
128. #L;ﬁwk 7 - ] 129. —— % ’j
Expansion hetween 1-2-3 and 4-5. Three tempi. . H
i;éftoo ) P—:‘ I : i{égiht. ; I"—g T p_'L' : :ﬂ

3 2 § 4 3 .

Expansion between 1-2 and 3-4-5. Three tempi. 2 3 _; # ; 3,
Left. :E)ztp__' —— Right. 1 i 1 1 o

132. = = 13.. :

2 3 4 ™4 3 2
Expansion of the whole hand 1-2-3-4-5. Three tempi.

e === i ====o=r—
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in turn.

Left hand

49

CoNTRACTION.

The fingering requires special attention. Transpose each exercise into every major key, each one in three tempi

Displacement of the second finger: contraction of T 3

e

513 %53 5 4 3

Displacement of the third finger: contraction of 24!,

Lefé . iisl,'gn

Displacement of the fourth finger: contraction of 35!, 5354 g 5
Left. —_— Right. 3

N A — L1 1 ! | H :

140- | g 349 L 141- '

Displacement of the second and third fingers: contraction of 1 4,
Left ¢ , 4 a, 2322
142- r L N AR SN N | :

Displacement of the second, third and fourth fingers: contraction of '1 5. 5 5
Left. A S N— Right. 2 12 L

=] 147. e

Nos. 148 and 149 four times each, in three tempi.
Partial displacement of the second and fourth fingers: contraction of '1 3'and'3 5',

1 2 3 4 5 4
Right. RO S S T S — Tt T — 11 -

148. g

Left. 5

149 1 } | 1 ! | L 1 :
* 1 5 4 3 2
Nos. 150 and 151 four times each.

Partial displacement of the first, third and ﬁftg fingers: contraction of the whole hand.
2 3 5 —_— 3
Right. - 4 : i e e v s 1 2L — 1%

150. o+ :

Lett. gt e oty oot ey
151. * i : 1 +— 1 1 L | N :
1 2 3 4 5 4

A.PS.& Co. 599
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PROGRESSING FINGER EXERCISES.

These, in contradistinction to stationary exercises, move gradually up and down the keyboard. Each is
to be played in at least three tempi, as marked in connection with No. 152, and in every major key — C, Db

(C§), D, Eb, E, F, F§ (Gb), G, Ap, A, Bp. B (Cp). Either hand may play an octave higher or lower, for convenience.
Observe the different notes in the metronome marks.

Each hand alone before uniting the two.
Moderato; J=120. Allegro; J-=so. Presto; J-:izo.

" I i 1 ﬁ[
I —lt - #11
e e e e

- !
!

I’r.

| = e ——
%ﬂ—%&_ m'i__ii‘_iar - ———

;ééié ;é”P——o—;‘—ﬁ—H——F—ﬁH’—p P
: SCSSSSSSSESS ,L;.,:TE"&"’T“;:!TH

T

A J=i44. J=128. J:i’ﬁ.

A e e et
e
gﬁw,l* L e £

—al
1

'
n
i

=

-

]

?—F?ﬁ'.ti
|
R

j %ﬁ P :
fas N —
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THREE NOTE BROKEN TRIADS.
Plain and Embellished.

After therough practice on finger exercises over five keys, those over the first inversion (or second position)
of triads are especially useful, the figures being transposed diatonically as before. The exercises may be played
in any octave best suited to the hands and in each major key. The fingering above and below is for the right
and left hand respectively. First, each hand alone: afterward, both together. Every exercise in three tempi, or
more. Nos. 156 and 157 have inverted figures in descending, in order to preserve the same intervals between
the fingers. To be practised in every major key with the fingering here given.

Moderato; @-=100. Allegro; #.=152. Presto; ¢.=200. s

158, o Attt e )

g3 5 5
I’El threg Lempi. 28, 2 P

o > ] 1 31
l’_FIt-'ll _E‘._"

157. S22 =

When this sign 4+ stands immediately after an unfinished passage, and with no note directly above or
below it, it is called a direet. In such cases it shows where the next note would be, if printed, and directs the
player (or singer) to continue regularly the preceding progression until some change is introduced. Instead, there-
fore, of printing No. 156 out in full, it would be as properly and as clearly indicated thus: -

54 25 3 5
1241 . 222,821
— L Y
SESass =
53 & S35 "3

In technical exercises similar to these, the direct continues the fingering as well as the melodic figure.

M
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In three tempi. 1. 17 9. 1
125 2 » g

158 rvv: ,’7 = ;j/— ! 1 s }‘( s
5 3
In zthree tempi. #’ 2 - l1. 12 L

z I
160 E et e
35

As all of the following exercises, to No. 183, inclusive, are based upon Nos. 158 and 159, it is essential
that these be committed to memory; and this is recommended with reference to every exercise in this work,
provided students will abstain from looking at their hands while playing, except when really necessary.

By adding to each group of No. 158 its first note, a new figure is produced, requiring new fingering.
When the descending series is not inverted, the same figure being preserved, an unavoidable change of fingering
often results which demands special care. Should the teacher prefer to change the figure and retain the fingering,
this may be done by joining to the upward series of No. 160 the downward series of No. 161, and vice versa.
So in some other exercises.

Moderato; J: 118, Allegretto; J= 152, Allegro; J =116, Presto; J:isz .
5

23542351 5 1. i 2, |
g (= £ 232,30, it
— O — T - 2 4 &1 = 17
160- -@-4— A T -— 5 ra ®. !
22 g2° 52 42145314 38
Reversing the figure of No.160 produces the following.
Each exercise in four tempi. 5 5 M 1}
: . c 2. !
A 2531253[1 Y ] 2432‘#:2“ l 1,[31 l
161 et e—"C" Er et P |
? sta °s574 41245124 AR
Prefix to each group of No.158 its last note and the following is the result.
54245424 5 54 54 M. 1 o, l
A 5 £ ﬂﬁi;!h 2040 ‘F_-H b=
160 e e e T
o 92 ;° 15312583 £
The next is formed by reversing the figure of No. 162.
52145214 5 54 5,4 1, 2, 1
A 5 2 .‘—21.!‘21‘% 4“
T e = SSiTEsTrosre S ASET
163- re— ¢ { - - L 4 —
3 5 135124514 48

When either two notes (of a group of four) are the same, twelve different figures can be formed from
them, simply by changing their order. For example, in No. 163 there are two Cs, one G and one E, which may
be arranged in either of the following figures.

Beginning on C. Beginning on G. Beginning on E.
—— p— —— e— 1 ) e—— . e——— Jrp—
= == == =EED e 3
| | | | g Il vd I 37 | O H a1 Il I :liv L

3} A
Some of these are more useful than others; and it is generally advisable to practise only the best, going

on to anentirely new figure, rather than to devote a great deal of time to all that can be developed from any one.

Among the most useful forms of broken triads are those which are somewhat embellished, or elaborated.
by being combined with other notes. When the four notes are all different ones, the group is susceptible of
twenty-four forms, thus: —
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Beginning on E. Beginning on G.
- 1 * n * T 1l ’ 111 { q 1 — #l il ‘T' Il *q
= e =TT T O e e e e e e
|| I | . | . JL | 4 d H | | | ) 1 1

Beginning on B. Beginning on C.

- — — - ] - | - -
oo e s :
O 1|} i1 ! I Il 1 v d i é" # | | AN | § - AL é'

The first of these is formed by writing a diatonic semitone helow and before the last note in each group
of No. 158. In the absence of bars, it is here understood that accidentals affect only the notes by whose side

they stand.
1, 4] 2. ]
22 _iep
1 { e 1 rd
‘ D)

5 4
Not only the notes of every group. but the last note of each and the first of the next must be well

connected. Do not lift the hand from the keys.
No. 165 is formed by interchanging the first two notes of No. 164. Different hands may here require

different fingering.

21458 ’_#,1 l;ﬁ'_gl F'—H
165. pr ey

(2)5 a5 (!5)5 2 1(3)
Interchange the first two notes and the last two of No. 165 to form No. 166, which is especially useful

for the right fourth finger.
1. I ]

4521 4 2.
munl of, £7 S DO 0 B e e [

166. e e 7

. Mg, 1

1 IBRE/)

dp @ T dp
Reversing the last two notes in No.166 gives No. 167. M s 1
4 e . 2.
A e 1 5 ": ‘ ﬂM/ | - i
167, et et e e L e — |
Z 5T 24153 21053 * o
s (@ (%)

Any others of the foregoing twenty-four forms may be practised, at the teacher’s diseretion.
A new figure, also susceptible of twenty-four forms, here follows.

125 4 2 I 1. 11 2. ]
4 RPN 1

108 Fer it e P ey

5 %
Reversing the first two notes of No 168. helps to expand the hand. : y |

2154 ¥ 2 4 1. 2.
v Loz, £22, 28 =

169 1 g — — T aiaia Lo ——T T 17

- A 1 1 | S 0 %

z® S 45124512 [

Out of the innumerable combinations that can be invented. it is impossible to make what shall always prove

to be a progressive selection and arrangement, owing to the diffcrent needs of different students. Every experienced

teacher, therefore, will use these and many other exercises in the order best adapted to the improvement of
each pupil.
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The following, which is the first of those here given which employ all five fingers in each group, must
not be regarded as a group of two triplets. Use four different tempi. Play all the notes with nearly equal
force. The group is formed by combining the figure of No. 168 with the last two notes of No. 165.

J’\.g?o.ad;_izs. é.=100. o-=116. E® 1 2. |

FTaE Ffieg FETH _m_m

170. : 1 et

~ oy~

‘ -~ 4
<9 =7 4
Reverse the Hrkit two notes of No.170 to form No.171. Use four tempi.
2135434205 Py I
A o etete F2AT, Peior
171 vgt v 1T I I =
- "5 2 ’ >

A group of six different notes can assume seven hundred and twenty different forms; and if the enthu-
siastic lover of technique will exhaust all six note groups with their various forms, and the eight note groups,
each of which can be presented in forty thousand three hundred and twenty ways, we may reasonably hope that
by that remote period some new style of pianoforte. and of brains and hands may be invented which shall give
full scope to a still greater and hitherte undreamed of development of finger gymmastics. After this glance into
the music of the future, we will resume work on another useful transformation of No. 170.

128434 1. ir o2, |
n m ! .l'f—l# | 1 R H
1720 S X % #‘ﬁ- : 4 -
243452 ° » 1. 1™ 2. |
P otfe, £ 22
173% e foR e et = : =
S 70— xg L f

In the next four exercises it may be well to interchange the second halves of Nos. 174 and 177, as alreavy

suggested in connection with formev cxercises; and- Nos, 175 and 176 may he treated likewise.
124354 1. 1= |

. tefe oEEL tiete

104, et ot i

14354 il |
o2 T T T #2
175. v T i - 0 s
k'., ~
A35421 2
Jo) h % 3 g g""—
5412° 3 o 2,
% “#'-.l gp.l-u—
177 —2% f or T
L] ~ o
%3
Double notes must be played exactly together.
2 43452 . . T2, '
p ! Erm— Teti2 e |

178. ! 7 ‘

5
Useful variations of No. 178 are ﬁ and @
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1
"'"’ i “"""Hiillﬁlli?"lliiié'

179.

5.3 235 ° 1.
1 A4
180.
§3 432
3 i‘ 1. 2. I

-d — —-——— — .
1| B VW v B WPV I | ]

O R ---LA-‘.‘-"-—.‘-. ol R ‘ I O L 4 O MR R A p_ | _ & | ===-l-l‘
Lo Lol  tued b TT T T i W gO O T 1ol o (@ 1
-—— —_ I ! AM-AMET Pl AN B B\ 41 L&\ O

181.

%3 13"‘?
4 a3 424 i v o 1. o L
102, Forezer Loftiet, - SRR .
- :5’ § ‘ [ -
3412 1. I 9, |
§ 3 JLtiee 2e2 Fé! g |
183. 5 | ! I 'TM/ : . 0
1 5% ¢ )
® (322 54 5 45,4 | 1. 1T a. l

> ™ —
-.J----- 104 A L1 N N | N N N S O A |
| -/— el 1 R N P _ERERY Y "--"I‘l-"n( . --r | 1 e ]
- o il o g g = g -L‘-f L‘l | ¥ g "--I
- AN\ 4 Fhures ¥ Vg ]

12,
Ii' |234535 !

5
53453 53495532 453, 5
5 v 4 e 3 a4 34
5 -ﬁp--gggpg- £+ EETE -
1

I
185 PPVa_an T 0
[ ] ~ ~ L

. 1 1321312 1 4
S 2 i°® 3 3 %z
5 5 5 B4 2 4 5 3 5

When the student shall be able to play the foregoing exercises. each hand alone and both together. they
may be further employed by the two hands playing different forms of the same figure at the same time, thus: —

. e ) o
Afterward, the exercises are ‘%

made still more difficult by v . otc.
making them irregular, thus: — %
See No. 187 for further practice on three note broken triads.

PEE~ The daily practice of the following is recommended as a special means for developing the strength
which calls for endurance. The figure is to be played four times consecutively in each major key, with no pause

between the keys, and the ascent and descent of the following scries to be four times in succession. The entire
exercise, with the required repetitions, should not occupy over five minutes.

Four times. Four times.
1324335342 13243 542 132430542
186. #=—F =a b T D) mid- :i'j e e and in E, F, F$(Gh),6.Ab,A,B%B (Ch) and

tj-‘-. Rg 12 3, 23 R ¥3, 23 F) A d

5 34 3 4 5 4 4 B 4 % Dl
Four times. Four times. Four times.
2%23 2% 534 .3, 0,4 3 }
e : o “and in Ab,G.Gh(F$),F,E,Eb D,Db(C4),andC.
hat 11
l32435 %2 13243542 13243542
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FURTHER DEVELOPMENT OF SCALE PRACTICE.

In playing scales accented in both hands, one must guard against a common fault of omitting the left
hand accents. Every major and minor scale requires the following practice:

B. Both Hands Beginning One Octave Apart.

Both hands together. Parallel Motion.

1. No accent, clearly, two octaves. Andante.

2. Accent the first of everv two notes. two octaves. Andante.

3. Accent the first of every three notes, three octaves. Moderato.

4. No accent, three octaves. Allegretto.

5. Accent the first of every four notes, four octaves. 1) Allegretto. 2) Allegro.
6. No accent, four octaves. Presto.

C. Both Hands Beginning Six Octaves Apart.

Contrary Motion.

No accent, clearly, two octaves. Andante.
Accent the first of every two notes. two octaves. Andante.
. Accent the first of every three notes, three octaves. Moderato.
No accent, three octaves. Allegretto.
Accent the first of every four notes, two octaves. 1) Allegretto. 2) Allegro.
No accent, two octaves. Presto.

In practising tables 1, E and F in the key of C major. it is practicable either to use the fingering already
given, or always to begin with the thumb and fifth finger: but inasmuch as this is not possible in most other
keys, it is better to retain throughout the key of C the regular fingering — the left fourth finger on D and the

™" D. Both Hands Beginning a Tenth Apart.

FParallel Motion.
No accent, clearly, two octaves. Andante.
Accent the first of every two notes, two octaves. Andante.
Accent the first of every three notes, three octaves. Moderato.
No accent. three octaves. Allegretto.
Accent the first of every four notes, four octaves. 1) Allegretto. 2) Allegro.
. No accent, four octaves. Presto.

E. Both Hands Beginning Six Octaves and Two Notes Apart.

Contrary Motion.

Unless the instrument have a compass of more than seven octaves, table E can not be played in the keys
beginning on F§, Gb, G, G& and Ap. For these keys one must begin with the hands separated tive octaves and
two notes, and omit Nos. 3 and 4 in this table.

1. No accent, clearly, two octaves. Andante.

2. Accent the first of every two notes, two octaves. Andante.

L

o o

IR ol A

3. Accent the first of every three notes, three octaves. Moderato.

4. No accent, three octaves. Allegretto.

5. Accent the first of every four notes, two octaves. 1) Allegretto. 2) Allegro.
6. No accent, two octaves. Iresto.
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F. Both Hands Beginning a Third Apart.

Parallel Motion.

Although this is simply table I» reduced to the interval of a third, it will be found somewhat harder,
as the hands mutually interfere.

1. No accent, two octaves. Andante.

Accent the first of every two notes, two octaves. Andante.

Accent the first of every three notes, three octaves. Moderato.

No accent, three octaves. Allegretto.

. Accent the first of every four notes, four octaves. 1) Allegretto. 2) Allegro.
. No accent, four octaves. Presto.

Chromatic scales with the hands separated 1) an octave, 2) a major sixth and 8) a minor third should
be practised with accents and without: also in contrary motion.

Beside these ways of diversifying scale study, one may also practise with accents in the right hand alone;
then in the left hand, only; then alternating between the two; with the right hand staccato and the left legato;
then the reverse of this; with an ascending crescendo scale and a descending diminuendo; then the opposite of this;
with both a erescendo and a diminuendo ascending and the same descending; with these effects reversed; with a
steady cresecendo up and down; with a long diminuendo up and down; with a crescendo in the left and a diminuendo
in the right: with the reverse of this; and so on ad infinitnm. As an exceptional means for technical development
every major and minor scale may be fingered like the scale of C major, with the left fourth finger on the supertonic
and the right on the leading-tone.

Scales of single hand thirds (frequently and erroneously called double thirds, when the thirds themselves
are not double) follow No. 277, and single hand sixths, No. 292.

Scales in both hands, with rhythm diversified as in No. 256 under grand arpeggios, are scarcely endurable,
even for mechanical development, because of their discordant character.

S o oo

CHAINS OF BROKEN TRIADS, OR SHORT ARPEGGIOS.

All the previous exercises on broken chords have been formed upon but one arrangement of the triad,
its first inversion (or second position). This required, in each exercise. only one fingering and almost no mental
effort. But when an exercise is not perfectly symmetrical in its progressions, the consequent irregularity of
fingering introduces a new difficulty. though not a serious one. This is 1llustrated in what now follows.

An uninterrupted succession of broken chords on any one chord, following in the regular, progressive or
retrogressive order of its inversions, forms what is called a chain of broken chords. If the same position or
inversion of a three note chord be repeated, the fingering almost adjusts itself; but in a chain, it is usually better
to finger each group in such a way as partially to prepare for the next. Many of the following are marked with
two fingerings: the student is advised to try each, select the onme best adapted to his hand and then to use that
exclusively.

Rules for Playing Broken Chords.

1. Just before playing a broken chord, expand the hand so that each finger will be directly over the
proper key.

2. Keep the fingers curved, nearly as in finger exercises.

3. Play with the fingers only, not jdrring the wrist or arm, though the hand and wrist may sometimes

roll slightly, if so disposed.
4. Do not hold two keys at once (except when richness and heaviness are desired).
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5. Unless a group be repeated in the same form, do not hold the fingers extended over the keys that
they have just played: let the hand come loosely together, relieving it of all tension and preparing it for the
position of the next following notes.

6. Connect smoothly the last note of each group with the first of the next.

7. In accented passages, do mot raise the hand just before the accented notes but comnect them smoothly
with the others, unless the contrary is plainly marked.

8. No change in the length of notes must be caused by the accent.

THREE NOTE BROKEN TRIADS.

Only one form, with its derivatives, is here given, as nearly all others require different fingering, some-
what similar to the four note broken triads. See No. 217, etc. The following forms should be applied to all
triads having only white, or only black keys.

Model for Fingering
the Major Triads of C, F, G, F§, Gp and
the Minor Triads of A, D, E, D¥, Ep.

First Position. First Inversion (or Second Position). Second Inversion (or Third Position).
(1 3 P (1 2 4 3 5)
—t L [ 2 | % — . 3
S % 5 —F == =
¢ 3 5= s 3 =3 b
Either hand may play the following an octave higher or lower. Each hand alone. No accent.
Slowly; o =152. (5) 3 2 G 5 G
5 4 3 5 5 3 3 ; b
LGP L 2e e® GP L D GF L5 127
R _o» | 1 | /] = L ol | - H
Jo o} 4 T A PR 1 I # T I !
187' [ __E_iz 2 ‘F o 1 { "If" ! 4 ‘r . T yr., n 1 Tf 1r I +
2 il N T g 1% z ~ T % T 4 2
(5 G 3) G 3) (5) g g) (g ) (3) ® (5 38) (5 3)
4 (s 5
2 3) - 4 5
r By 4% G P P, GP 6 2, 4w,
T 4- : 3 T X . N . 1 fudl !
- L P 1 . X é): ! O
%Y e e e Sssa== T e
e a1 'z & 1 2 % 2
@ 9% 3 % (5) G & 3 ¢ 1 ¢ # 3 5 )
B 5) %
(3)
Each hand. Accent tl:)e first of every three notes. _ Slowly; J:isz. Faster, J-:iOO.
5) ]

4 -2 = >
_ >§Z)>(g ?-pg_> > = = g=—oF% 7 = = = 2o > =
R et e e e e B
: R T S e e e
(53 ) (;) ) _‘_ T T T T T T ‘. T
Each hand alone, No accent, but clear and crisp. 5Q;ickly; ¢I-=152.Very quickly; J-: 184,
7 ?“ o u 0 ?
T ] - 1 g
. R ! o 2
o j?-f - o "
=] L 4 & -t
7 ~ i
The first derivative of No. 188 is formed by accenting the second of every three notes.
Euach hand. Preserve the former fingering. - Slowly; & =152. Faster; g-=100.
= = = = > =
L @ Te #E. > > > > gf£> =
- 2 — i T 2 ) - —1 5)4_ r -
; 0 N - 0
190- o — —D— 17 : - 117 ria “—1 1T ﬁ
2 2 -7 L} T T L 1 L T
@ dda =T -
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No accent, but every note distinct. - Quickly; #-=132. Very quickly.
*

1

|

™

—

101.

T rm

B

P

!

J-zi‘h‘l.

=5

= 1 I

—

e

The second derivative of No. 188 is produced by accenting the third of every thrce notes. The original

fingering is retaiufd.
Slowly; @=152. Faster; J-:mo.

@D 2 ~ > _®
} 37 2 S > > = o — ‘)’.‘? = >
(§|§)>x Q)ﬁ“> T ™ T =T >L"-§“ T

No accent. Brilliant, but smooth.

H

o=

- Quickly; J--isz.'Very quickly; J.=lﬁ4.

T

_H T

Fatt

103. F .

S

When Nos. 187 to 193, inclusive, have been practised in each key of tke list on page 58, the same forms

are to be studied in all other major and minor keys, the fingering of which now follows in regular order.
Model for Fingering the Major Triads of D, A, E.

) 4
=2 n a—3 — —
¥ — X : 2

W ;- > T ’ { 3 .::’ 1

2
P
B

]

o

~

Fingering of the Minor Triads of F, C, G.

%)

(;p

:

& T"’
blT
=

Lk 13

P
=

)

uaﬂnJ

i

)
o

I

£

>

Fingering of the Major Triads of Dp, Ap, Ep, C§ and the Minor Triads of Ff, Ci, G, Ap.

O 2 "
=F5 : s e — ﬂ
1 3 ~ w A _4 2
17,2 —2 } > % 1 2 T ¥
T T

Fingering of the Major Triad of B.

Fingering of the Minor Triad of B.

—_— i 3_@ 1 o ® o B . 2 @ 2 o 2
%—;— e —oj—1—‘ﬂl‘ . e e e — e ju
3 32 -~ i 7. ¥
—r— 3 —

Fingering of the Major Triad of B).

Fingering of the Minor Triad of Bb.

@
4 2 g % 2 8
(3) 3 . 2 o 1_g * i 3 2 o 1o
2 —0- —— *——+ — ——— am— ®—x
*—— - = * X 3 2—"‘_# .
> 3

é)

See Nos. 156 and 205 for other exercises on three note triads.
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FOUR NOTE BROKEN TRIADS.

Great care must be exercised in the study of broken chords in groups of four different notes, lest per-
manent injury be done to the hand or wrist. Grand arpeggios, in the necessary and frequent crossing of the
fingers and thumb, alternately expand and contract the hand and thus afford relief from great and constant tension:
but the playing of chains of broken chords, especially the four note chords, necessitates almost uninterrupted
strain which sometimes results in a lame wrist, a »weeping sinewe, or a touch which is both stiff and weak.
For this reason, finger exercises over but five keys, scales, or some of the easier progressing finger exercises
(see No. 152) should be practised after every period of study on four note broken chords, in order to relieve the

muscles and tendons.
Refer to the rules on pages 57 and 58 for playing broken chords. Remember also the directions for

resting the hands in the midst of the following study. Allow the wrist to roll gracefully, but only very slightly,
.if it seems naturally inclined to do so.

Preparatory Exercise.

To be played in the most convenient octave, higher or lower.

First Position. First Inversion (or Second Position). Second Inversion (or Third Position).
g ,355 m~ p— £ 4'&5:

194.; ,_Ew,'ui TS & G /2 — E
o g, A o 5 % < ——

Only the three most used forms of four note broken triads are given in this work, but these present
fingering sufficient for uearly all possible unembellished forms within the compass of one octave.

First Form of Four Note Broken Triads.

Model for Fingering
the Major Triads of C, F, G, F§, Gb and
. the Minor Triads of A, D, E, D§, Ep.
Exception. In the first position of F# and Gb major, the left hand may use either the third or the
fourth finger. Also in the second inversion (third position) of Dg and Ep minor, the right hand may use either
the third or the fourth finger.

5
3 # etc.

1 o
%E f 2 g 4 5 =2
First Derivative from the First Form. Second Derivative from the First Form.
Accent the second note. Accent the third note.
:_rz_:! 1 2 1 . ~3-etc. i o 3 1 2 4 12 ~.'c-o-etc.
k = = e i '
?V'Z .g.. % 5 Fi5 )y -i f*- ?, 4 5 5 4
Third Derivative from the First Form.
Accent the fourth note.
e 24 el e— 3 @ etc.
. 1 F ] ~ )
1 i: : 2 1 1
¥ % e s 0 Fwa

The foregoing form and its three derivatives are to be practised each in three tempi with accents: also
very fast without accent.
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In the following, either play all the large notes (omitting the small notes at A) in order to make the
turnings at each end more agreeable; or, omit the large notes at A and those after BB, repeating from the
beginning and ending on the last note of the group just before B. In four tempi, the last with no accent.

Observe the change in the metronome notes.
Slowly; J=ioo‘.5 Rather‘-1 f";st; J:ne. Fast; J:nze. Very fast; J=165.

First Derivative from the First Form.
This is produced by accenting the second note in every four of the first form, but the fingering remains
the same as in No. 195. Observe that the repeat does not include the first note. No accent, the fourth

time of playing.
A —1

Slowly; J:wo. Rather fast; J=17c. Fast; J=428. Very fast; J=ms. ¥ T
>:9 288 z

: 2:‘ﬁ>i> — ki ——
196. =—==c === '_LL,EF =

3 Y T
s = - = e 25 o~ B 1, _ 23
i - P—F th_rr 5
+ 1 1 ‘l i/ L } ) 1 |
mm—

Second Derivative from the First Form.
This results from accenting the third note in every four of the first form. No change occurs in the

original fingering. .
Slowly; J=100. Rather fast; J:ue. Fast; J=126. Very fast; J=ms. ) j-'nj > !
3 ® 2 ;3-'- & . 2 5 - > =2 e-Ce _r e
197 T ] :F _P 7 f i —h
. [] i . | i ] t T =
E L W | [F? } T = :

>
Third Derivative from the First Form.

An accent on the fourth note in every four of the first form gives this figure.

Slowly; J=mo. Rather fast; J-_-no. Fast; J:aze. Very fast; J:ms.
> 43 26 _ = >

_ ~3 2 o4 r'.rﬁ >
198. .. ! :? ?l 5 £ tTL [
5 4 53 @ &
> p—— . > B
——— = <

Nos. 195 to 198, inclusive, must be transposed, with the same fingering, into the others of the ten keys
named on page 60, having only white, or only black keys. Then the first form and its three derivatives are to

be played in all other major and minor keys in the tollowing order.
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The fingering here given in parenthesis, which brings the thumbs and fifth fingers on the black keys,
should not be studied until the other is acquired. Every intelligent pupil will be able to play the first form and
its three derivatives from the beginnings of each, given below.

Model for Fingering the Major Triads of D. A, E.

First Derivative from the First Form. Second Derivative from the First Form.
- 3 ¢ etc.
A + - —— b—
HE: IR

Third Derivative from the First Form.

4 5
y/) ¢ e b
¥ 3

5

When the model for fingering applies to several keys, the teacher should not be satisfied if the pupil
learns only the first, but should require each figure to be played through in each key, although it may be some-
times desirable to delay the use of the fastest tempo until later.

Model for Fingering the Minor Triads of F, C, G.

First Form.
14 (%) 3 3

First Derivative from the First Form. Second Derivative from the First Form.

2(:!)3 o 1.£ = etc. o 2(-9 1.;- " - etc'
=% R

Third Derivative from the First Form.

2 2
. 2.3 5 1"’{’%‘(3‘ 2 (g) % £ i- P # etc.
g (i =E=:.
574 [ )
Each group of keys is to be thoroughly learned, at least in rather quick tempo, before attempting the next.
Fingering of the Major Triad of B.

First Form.

&«

4 5 23 A 3 & et
First Derivative from the First Form. Second Derivative from the First Form.

3512 42342 : 2 etc.
[ J—
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Third Derivative from the First Form.
2 4 5 ] ) % e’tc
> S —t——# =
t I 'L o ———9 1 )l
CE R 5 315 3 54 2
5

Second Derivative from the First Form.
124 3 . etc. . Z.'L

1.4 ?F-{ g’4 %'23_ 2)54
Third Derivative from the First Form. )
P W R W _____ -2 — ete.
: e
g | '_2—‘_ = e |
Pz 14 5" o
Fingering of the Major Triad of B).
First Form. .
2 G (42— e ctc.
£ -
3 ‘:" 2—3 )
)

First Derivative from the First Form. Second Derivative from the First Form.
; 3 — TP . = Pt == .,:- |, j; — s =
PJitisr e = Tl taer te e =

W Tg—i{ﬁ

e il =
: ===

—— @ id ;T‘ I;
/ 12?4‘ 53  ———

Fingering of the Minor Triad of B).
First Form.
5 @ s 5

p etc.
5 = S e
pm 2— 2 1 'd,' z 4 g 3 -
First Derivative from the First Form. Second Derivative from the First Form.
e 23 5424 1 @ o o et etc.
V'l'p j:i?' v 41—1!- l; ;1" r'l
?)gc .g. s i ' ——
Third Derivative from the First Form.
4 1 (3) etc.
> ;T4"?"'[=f‘,=r ‘r_}
72’ ’ %’: '4 5 3 kgl —

5
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Second Form of Four Note Broken Triads.

Model for Fingering
the Major Triads of C, F, G, F§ Gb, Dp, Ap, Eb, C§ and
the Minor Triads of A, D, E, D§, Ep. F§, C§ G§ Ap.
Remember the exceptions in the fingering of F§ and G major, and of D§ and Eb minor.
Each Hand. Accent the first of every four notes, except when playing very fast. A = 1
=

Slowly; J:loo. Rather fast; J =176. Fast; J.—.ize. Very fast; J =168.

4 ze
>3 »>p B >, > - - -~y 2 _(Z2/Z- ¢
109. = S==2 v == e =
L g
i g
3 ’ 2>4 PEe 725 * > > B el
> 5 > d— ' ri' ” 2‘ I
i j +— ; J 1 . | 1 : -
SE====—==ra=ost E=E==
First Derivative from the Second Form.
Accent the second note of the original second form figure. l
Slowly; ¢=100. Rather fast; o -176. Fast; g=126. Very fast; d=16s. = A =
> 35 i # = == j
1 3 1 -1 2 251 > > g /2= /J% e
s s o s —
200. o | | ‘ t 1__ i ! !
Ta1i522135¢% ,¢16€ <

3 8 B T, Iy e

>h 5 o 5 — o

# P Ssessss=Es ==

—%ﬁr = 1 o ‘;: > ;
. \Z

Second Derivative from the Second Form.

Accent the third note of the original figure in No. 199, Observe the necessary change of fingering in

each group, to prepare for the next.

Slowly; d=100. Rather fast; o =4764Fast; o=126. Very fast; d=16s. = [A - - L
5 4 >3 = -
3 N_Ozgiﬁ 25 43 == - =~ Z_ 2 /= 2e
0 0 i 1
201 - — -‘l—'-i‘ 9
2 4 4 5 4 14 5 20 1 2 I I 2,

> = PS> 4 > g 1 I |

= = 1 ” > - -~ 5

3 .
5’1{5,1-,3t. e e ]

Third Derivative from the Second Form.
Every fourth note of No. 199 here receives the accent.

Slowly; #-100. Rather fast; o=176. Fast; 2 =126 Very fast; d=16s. >IK = > '
> > 3
5 4 j. 2 > = . -——
1, 3 > . 2 =4 = 5 4 3 2 pe——n- —pl— d ——gg— = —
L F‘_ L
202- g g ! il 1: -1 = w1 t 0~ —+ ] 1
2 1 5 2421523 1 gz 4 e 2
~a > >§ > = B . T2, 1
P‘i #i /: _ﬂ L : q
5 1 3 A o
5 > g 7
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The second form with its three derivatives should now be practised in each major and minor key. In
the fingering here given, that in parenthesis is allowable but the other is generally preferable.
Model for Fingering the Major Triads of D, A, E.
Second Form and 2it:s Three Derivatives.

2 5 1 A H 3
3 etc.
- e e p——p
- gL s 1 1 —————
2 e IL_—'#—‘,, | ———
-+ 3 59 g 2 b

Model for Fingering the Minor Triads of F, C, G.
Second Form.

2 5 - Y 5 3
1 3 %4 5 i 2 ® 1 # ete.
o — — ! : 2 2
D 5 2]
Fingering of the Major Triad of B. Fingering of the Minor Triad of B.
Second Form. Second Fo(r)m.
= - - 3 5 s
2 & 514228 o 3 et 2 5 4 4 208 1 Z 3 etc.
: e e e et
?Ezaagg i 5 ,jza’ ;gZ’? T §°°F bpal
Fingering of the Major Triad of Bj. Fingering of the Minor Triad of Bb.
Second Form. Second For&.
5 5 5
i . 5 1 425 1 ET‘E etc. _ ,3254425134 3, @ etc
;2{1 2"34 i—‘ts ! P #221524 > =3 1

Third Form of Four Note Bsroken Triads.

If one will play the first, third, fifth and seventh groups of No. 199, omitting the intervening groups,
the result will be the third form of four note broken triads, These are never to be played with accents, either
here or in any other studies or compositions, unless accents are plainly marked. They form double grand arpeggios,
as will be seen by playing only the first and third notes of consecutive groups (see A below), or only the second
and fourth. They can be formed by writing the second inversion (or third position) of a grand arpeggio over
the first position in such a manner that their notes will alternate, thus: —

By beginning the preceding with the second note, a derivative is produced; but beginning on the third
note merely reproduces the original form,and beginning on the fourth note gives again the same derivative as before,

Model for Fingering
the Major Triads of C, F, G, F§, Gp and
the Minor Triads of A, D, E, D4, Ep.
Third Form.
Remember the previous exceptions in the fingering. Accent only the notes so marked, the first and the
highest. Play either the large or small note, where two are printed.
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Slowly; J=1oo. Rather fast; J=us. Fast; J-.» 126. Very fast; Jg 168.

5 2 5 ’ 5 4 5
>3 _# 2 5 Lk .52 23 5 2 ® 8
- ] o :
. 2'"1 - — 14‘—‘-‘ + |T = .
j ¢ r = &
mm— 2 ,® 15 % F 24 12 % 1%
3 ? 3 3 [ J

If it is desired to practise the foregoing. beginning on the third of the triad (in the model, E), this
will require no printed model, as the fingering is shown in the third group of No. 203, from which point one should
play upward two octaves and return. Likewise one may begin on the fifth of the triad (G, in this case), by
starting with the second group of No. 203. Neither of these new beginnings produces any change in either the
figure or the fingering.

By prefixing the third of the triad to the first group of No. 203, or the fifth of the triad to the third
group, one obtains the only regular derivative of the third form. See No. 204.

Regular Derivative from the Third Form.

Accent only the notes so marked.

Slowly; J= 100. Rather fast; J: 176 . Fast; J:izc. Vgry fast; J: 168,
5 & 2 I B S S ?5 3 1

4
= 3 Ei ~—® . 5 2 g 2 5 15 3
204-% 7 T _;T IF‘ 7/:1 H :f Xy ;l

1
J 1

In the following, the fingering in parenthesis is less frequently used; but that which brings the thumbs
and fifth fingers on the black keys is useful as a further development of technique.

e

]

Model for Fingering the Major Triads of D, A, E.
Third Form.

] _
Hra o ==
; G 241 52 3 14325

Derivative from the Third Form.

2 3 ’323 2)
—— =1 L 1523

23 ™3
S oL —
= L D! —
8% 32351 h 5 1
'~ 3132 2 )
® 5142 5 8 s

Model for Fingering the Minor Triads of F, C, G.
Third Form.

(r25 14235 (6 241 524
T 325 _3—1-_.—‘,——:—1—(?-,32? @, 3 @ 52 4
T T Ty ] ea— it Pl T,
- i 19— # T T
e \v"t— St Ed I r x 0
4 3 1Y—=1€¢2 3 _* T e, = T,
P S 1 1 R
2 5 ‘:'2;;4 5V S %1y L4 325 5
° 5 1% 25)
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Derivative from the Third Form.

1 5 < 152
-~ ((z___ﬁ__s_z.(?)- Gra Xs)
21325.? Stmim? =3 o 1318 23,8 Sl

325 1 Spsememmn : et
: SEERSSi= e
1 ‘I’ 1 e —
4 % 3] pu T3 14 —— 132”7 a
=5 15873 f 1@ 5 Frat32% 4 2 o
ﬂ2415 s 142 5)

Model for Fingering.
the Major Triads of Dp, Ap, Ep, C§ and
the Minor Triads of F§, Cf, G#. Ab.
Third Form.
These may be fingered like the same forms in C major, or as follows:

5 3 5
>®1a ® R 2 1 a®, £, , @ . a9
: ] 1 | ! : /: T # T ! :
2@ e & 2 5 =59 25 s 2 S
2'G ®) ® Gl 2
® )

Derivative from the Third Form.

(Second ti D A 5 > .® o4 5 5
.econ me}g).z(?l,,z .‘: (4), . 52(4)1 2r414 i_g" 1(4) 5241(4)
' e F PP
1 25 4 G 2524 1 5 = b (g)iQZ B2 414 52 S
=g @ ®) @
Fingering of the Major Triad of B.
Third Form.
1425 14285 (=211 5241
S0 25 Zue 25°%°8 4 32 T2 -;-252 oz sz
0 —m);'
- T8, W) - o — | = ; 0 { s o —0- T=:
# "iz T 957 s 3-:;3 =923 z"'b,,,; THE2 91 g# =
"3 TzT1 =39 5 @Az s 7325 3 ?
>

Derivative from the Third Form.

-~ (1a 2 5 1 4) = s (2 152410
213 2 "t 3 2 5132 emmes offyg 23152523
W—H e T e
T I ARl o ERE A TEm s =
?72? 3 zatss o ¥y L og* PO 32525132 T
=3 @ 1522 b 14 2 513 5
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Fingering of the Minor Triad of B.
Third Form.

@, : . (3
5!4)25) 5 5 :’2(4)1-..
>W 42“ 132 ?23 -‘-.4. 5 52233
1 13 rl‘ .r.'_‘ o ~ i — -
N L) T 1 o & T g o— T e
ﬁ“‘l g o ] ‘ = r -0 T 2
o1 " Ti! 2 =%:F 144y C 29 % ©
€ 2 =231 &2 5 5 ®5 1328 * 5
>
Derivative from the Third Form.
3) (€))
2 5 1 4 5 > 5 1
N A e 1 G2alsa
_ > s A 5 13 _w#ﬁzi 315 ig
® [il "_ 1 ) 16): —- —— C ‘-
- L : [IF ‘ | ’lﬁ 7 D +
—-— 5 —
1?2 1 15 % 4’-24 i 42 51 41 Haii 1 pt —
25 * BEF3s 18R 5 @ 3 isze 3 :
Fingering of the Major Triad of Bb.
Third Form.
25 132 5231 52 .
25 5 4 1 5
1 3 '! 4“ 251 $152 ‘14‘ 241415
SE=ossaroiasans S e e e |
v » i
— o913} 2 a1 gi'j_srﬁ 31 0, ™z —
2 4 5 15 251 4R 4 1
R AR S e : : i kY
27 G 24 1225 42 3
= .

Derivative from the Third Form.
(2 5132 85238 41352
2132 5 ,,—Tl ¢ 3 )
54 2142 4 2 5 14 ~“42f5 A

1 5
A2 5 1 e 5, @1 , %251 =21 15
S —— e 9—# if—v%
CE P % TR 3===x
P

8

3
= 1 = 1 314 22 2 —
?? 'f:" 1524 4‘3‘ 425 515114 g’; ?-
isz4 2142
5 5) (5142 5)

Fingering of the Minor Triad of Bb.

Third Form.
5) «
132 5) 1 3 “
Sz_sz_ﬁ'mz : 2@t ,‘%‘g)‘z ﬁzﬁl
oy o o ~ N ] o 0
e bVLV-‘I ‘I ‘ t 5 L ,_i
i A EE g252¢¥g1 ¢ 25 19

15 1
21) GG R4 3 3
% G2 3 1425

3 15 =2 4 1)

_E_z_ig_)_ ‘(?2 (a2 5943 }
) ~ 5
Y25 2 ey 5251 @, ., é?p-r’pi-'q'__ﬁ‘ o 2"2(3)‘5253 3

5
1
)y = —ra—
i I 15)=1 ol ' d
AT, W N A L’ =
-.Lp 5 d'. il_‘ T = T — Td !
= 2923 Ioas 1 2T 1 3252 ismm— S
?71, 5 2 e?!' 5 a2ty 5132527 (]
L) @ 1524 21432 519 T 1% 3
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As already stated, any four note broken chord can assume twenty-four different figures; and as each of
these may have three derivatives by means of accenting either its second, third, or fourth note, the whole may
be presented in ninety-six different figures. The following shows the twenty-four possible forms of a four note

triad of A. .

6 7 8 9 10 11 12

I m :g* :* 1T I I ?
ﬁ u u L hﬁ%

b 18 19 20 21 22 23 24
z ! = i T . E’;—lﬂ”ﬂ

| =g &.1 uﬁ %’+ ﬁ | Sum i

No. 3 of the foregoing, with its three derivatives, would appear thus: —
. etc. : . etc. - > etc. ; 2 etc

The other forms are susceptible of similar changes. Instead of taking each time a new position of the
same chord, as just shown, any of these may progress diatonically. like the progressing finger exercises before

given, as here shown on the chord of C. N
No. 3. Firs o o. 8, First Inversion.
. l\-o._ 3, First Iuverjlonr. '—E——r— ) _:3 — — T—l
== E 9 — — etc.
The fundamental position and second inversion (third position) of triads are not good for diatonic pro-
gressions similar to those last shown, as they necessitate the intolerable consecutive fifths, to which no one should

be allowed to become accustomed, even in technical exercises.

Intermingled Three Note and Four Note Broken Triads.

As many difficulties of execution are purely mental when they seem to be manual, a clear understanding
of such is all that is needed to render them easy. As a familiar illustration of this, new combinations of exercises
already learned may perhaps make them seem new in themseives; but a reference to former exercises will make

them perfectly plain.
In No. 205 appears the first form of three note broken triads, as the upper grouping (over the notes)

shows. By writing these in groups of fours, as shown below the notes, a figure apparently new appears, which,

however, requires only the original fingering of No. 187 in three note broken triads, althougk a new arrangement

of accents arises. Practise Nos. 205, 206 and 207 in every key, with the fingering given for three note broken triads.
etc.

205. 2 =E===—c = F—

! l
+—

In this combination, the three derivatives of the lower groupings produce no figure that is not already

there, though coming on different notes.
The first derivative of the three note broken triads (see No. 190) grouped in fours, appears as follows

and gives nothing really new in the lower groupings.

| etc.

_ T |

A similar lack of novelty appearé in the lower, four note, grouping of the second derivative of No. 187.
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208.

1 etc.

—r— [ ]

]

0. FF—FFT7F+—
et

R

5 25

et
I

T

A much used form frequently appears in music, either as a three note or as a four note figure. Practise
each series of groups, in every key
=

210. ZEE

3 52, 23 ,."L b 24 242, 2 év
< ; i 4 #‘ = i— 4| t i -6y i .I :l
o —
= [ - H = =
5 o ‘ _.l
z"t;t;'i 5""2513 3542‘55‘153[
First derivative from the foregoing.
) Jﬂj — n { Y - .
0 LN : wa j 1 ‘)" i 1
- b — —
E_' r — wi—r w L— had
Second derivative,
™ R ?-\ —
T .. L u! ]
= =

=

tLLT

&

Another form may receive similar transformations.

4

First Derivative.

_ 2343 {"I'IJ-M : aad
211. =t -
Still jllzf;hie';?;“z 21,42 First Derivative. -
= 215. Ty
- = — t ] K #
wiztﬁ‘z—rﬂ ?’h - =
41

216.=

S5

-

L

’

Second Derivative.

r

=

&

E i

JJ““Jij

The following shows the first form of four note broken triads (see No. 195) changed into groups of three
notes, but with the original fingeriug,.

217.

451245

23512’1 etc.
> L
[E
27 1
14 32
42 %15 4 5

Second Derivative.

-

|

219. =*

a2

!
i
U

i

-

First Derivative.

218. 2=

ﬁl " i_i_‘L ~ap
Third Derivative,
[ O I j as
220. Z=F—¢ :—

Similar transformations of the first form and its three derivatives may be practised in all other major
and minor keys. with the same fingering as first given,
The three note grouping of the second form of four note broken triads appears thus: —

g R

5r 1 _..—1

51425

T

.32
Rgna

4

§222. 25

The three note grouping is not each time new.

First Derivative.

|

>t ]
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Second Derivative. Third Derivative.
| [

71
- — 1 | —
223. 2 SEs H224. s 1
ARSI #Lrlz —
The third form of four note broken triads is very useful when presented in groups of threes. Either
hand an octave higher or lower.

i 132511425i T -1 b bt b ~ Flel T~
225. 3 : <52 L] =i

1 = 4%;__ 1 T L ar [ =f 4 .
ikt 5 s
The derivative iimilarl changed. - I
' . =N l g g 2 ' »F
220. e e L ERsass :
4-'2 *151;8- . ~ i =

Though less useful for purposes of general development than some previous exercises (see No. 170, etc.),
nevertheless a certain amount of profit is found in the practice of four note broken chords progressing diatonically.
Those in the fundamental position exercise the third finger of the right hand and those in the second inversion
(third position) the third of the left; but the consecutive fifths, though broken, are so prominent as to make the
first irversion (second position) much to be preferred. Play according to each grouping.

First Position. ] 5 )
3 2 o gt — <
o1 A2 e FT e
2217. G .H—-t—é — =- e
21
Lg'z * 5T 7
First Inversion.

—
a2k 2 . gt !.41;1. ]
2 “" e qems s o - < - —
! C Eﬁil — . i =
228. r ] { T r?: yvv 1 T I :ﬂ
‘ xulll™™] el 2 1 e
= 42 4 42

Second Inversion. _ .
a__22 I P, S “
229 J 1 1 T ! L i ; L
. 'T R "Il' 1 1 1| L N
I UT BlF = =
gz *1 3 32

5 3 53
These may be transposed into every major and minor key.

When all of the foregoing shall have been thoroughly practised, each hand alone, the student may play
them with both hands. Then, as an approach toward more difficult work, each of the three forms already given
(or others) with their derivatives may be played with both hands, each in a different position, as at A3 or with
one playing one figure and the other another derived from the same form, as at B3 or with alternations of two
figures between the hands, as at €, in the same, or different positions: and so on, ad infinitum. These may be

played also in contrary motion.
ﬁ @ = s o e s s
* o 2 2 : N e o » E or *o” »
: o o F—-F'FT =, %

Exercises for greatly expanding the hands, being somewhat dangerous, should be delayed for more
advanced study.

’_4-
4

R

48 1

.

1

LJ

i
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BROKEN CHORDS OF THE SEVENTH.
Four Note Groups.

Like all chords having four different notes, a chord of the seventh with its various derivatives can assume
ninety-six different figures. For the sake of system, and because the three forms first given under four note
broken triads are the most used, the same will now be applied in seventh chords.

Broken Dominant Seventh Chords.

First Form.
Observe the accent marks. Play both parts marked A, or both marked B.
Four templ. #=100. &=176. J=126. J-ws. n Either.

First Derivative from the First Form.

Either
Four tempi. . | I
P 5 a5 23851258, = ,45_2#'_']35.5'
|
- I » i o
S = = ed!;uz :4%!21 T
4 Either,
2o £ > 5 A 324 5 "B 21 !
\ 1 ] 3
SaEslaaie £ e
1 34y 55

Elther
% = A

Y S ] S VEVAL ST PR
232. F—— .J ﬁ i T T 1 Ilg:i‘_:_d‘_j'_‘%_‘_i'!l,' P - — T i
5 1 Hi'-d—_' 321'2I 2112

b3

[ 4
a 53 Either.
A > — > £ > 5 Az ™ 4112 '
————— G 1 v
] J )- __ﬁ'{_:ﬁl i = >
o — 3 € e e 3 4 4 4552
Third Derivative from the First Form.
) - Either.
Four tempi. - P - |A‘3454"HB 255 B
233' - yA : | I[! - = -
‘*
i 5423124 522112y
2 Either.
- g st e oy e oy
1 .
—— 2 2 oar
23 24 5°
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The first form, with its three derivatives, should be practised in each major and minor key, the fingering

of which follows. The descending series reverses the fingering.

Fingering of the Dominant Seventh Chord in all Keys.

In the Key of C.
5
L

' 5 2 3 ¢ 1 =2 4

'b
bip
® >
@
»

Model for the Keys of Db, Cf. Ab and Eb.

Model for the Keys of B, Cy, F§ and Gb.
45 3
3 5z - ’/5 45 5 3
245|2';4E 3 24.’- 3 35 7‘4’ 23,..12.*2
O - s 1 1 X
O I O
3 5 4 3 s %
5 5 4 5 3 35 < g 5 Z S
Model for the Keys of B> and F.
a4z 4 5 2 13
2 3 12 ) 3 3 13 P
7 —— +
—~<——— —S—2 %
21 5 3 . —
5 2 5 5 %

Brolien Dominant Seventh Chords.

Second Form.

The proper fingering for this figure in all keys may be found iun that for the first form where the right
; and that fincering must be retained for

thumb and the left fifth finger come upon the lowest note in each group

Four tempi. Observe the accents.

the three derivatives.
Either.

6-100. ¢=176. d=126. d=165. i
— 5 4 p
4 5 > = l—!ff"! J

O & 1 | I &

234. = ﬁ".ﬁ ¢ e e
5 4 s 4 5 3 3 4 b= v -
- | [—— - Py . 3 = Either.
F'= iT A 3+; T E T ]‘r N R - I j —

1 >  — ' 18
= e == P

The three derivatives are obtained Dby

each. respectively.
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Broken Dominant Seventh Chords.

Third Form.
Four templ. ._xoo J-ns J- 126. J=ms. ------------------------ £
26 g=168.
i 3 5 1 £ 13 0 3 o, e ‘#*;
235. = 7?f_—'_i = == - ——_ s . ‘:;b_i_-l o m——
. L3 r ; L
& 5+ § 37 s YT 3 " [ Either.
£ 2 5 T & ---------------------- 5 .
s 1 3 5 a4 18 3 4, 5 2 Either
Fefif, g5 e 2 f o e f I
> 1 o x_ —_ ] | el . f . 1 | o = J 1
B » 1 .l > :.TA T T - IF .
5 1%4 d - iﬂ #ﬂ p
Derivative from the Third Form.
Four tempi.
L s . & & )
1.4 2 5 3 2 1 -E 5 1 .3 o 'F ' bt #
236 T E ! 1T = # = # T dI:
. o319 —— » - T
- - 5 1 5 1 9 == s
- 7]
§oomeeeemonee ]
22 : ')
-FeE HS X (——— 2 2 o
! T ‘}E ' ?"‘ & -
;4 9 o e TP
T —1_ t T 1 L ) < |
e ———— s——— e s e

The fingering for this third form and its derivative in other keys may be found by taking that of the
first and third groups (omitting the second and fourth groups) in the models for fingering the first form. Or one
may begin at a different point by adopting the inversion and fingering found in the second and fourth groups,

ouly, of the first form.
The change of any of the foregoing to groups of three notes calls for no change in the fingering. Such

practice is strongly recommended.
First Form of Broken Dominant Seventh Cherds in Groups of Three Notes.

o 3 Y

mu — \h T
237 0 ! L )| d 1L o ! [N 11 R 1 —
- 1 \ g

e ——— ====
B 3 " % — |
s 4 5 4 4 3
Second Form in Groups of Three Notes.
’ 1 4
= T —
238. e SsE=
i T i i — é T sasi
A I —  ——  —— hd | |
= 2 4
B
Third Form in Groups of Three Notes.
5 & 57
5 4 5 1 2 5 1
5 1 | = 1
i £ T : P T m
Q B 1
239. +/' —+ —F 1 % T - —— : I i T
e ™5 L 5 Y = " - 5
S cronmremee.... 1 5 5
S L . . ] 5
] 1 5 1} 1 . {5 1 =
e H D)
% =: . = == r= =
. T —t . } 1 - T T f ra 1 T *
5 1 ‘o 5 1 51 1
5 5 1
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Five Note Chords of the Seventh.

The fingering of these presents no difficulty. as every finger is employed in” each chord, in whatever
key they appear.

5
5 4
5 5
5 4234 1234"’123#
0 — i 1 2.2 4
0 ~ 3
240- -4-
2 -
432 s 3“154 3

3

Broken Diminished Seventh Chords.

First Form.
Model for Fingering in the Keys of A, C, E), D{ and F{ Minor.

Three ways areei given at A, B and C.

5 55
122 4,5 2 g1.2% 5 24 542 5 5
241 A= .
% 245 5 45 24
53
42. b42154215

241B.

)
s 5
8 2 21 4324 23
1 2 3 4 3 21
3% 4 2§
Each of the three derivatives should now follow.
Model for Fingering in the Keys of Bp, C4, E, G and A} Minor.
Two ways are given at I and E.
5
5 % 5
5 4,5 2,291,292 24 5 . 24 54 2
T2tEe 154 5 2 TN 25 %t
5 24 5
T PRTYS ZTVE S IO T WA iz T3z,
240% =¥ T i 2 3 T ——
3 = Ez""i-
4

P53% 82 a3l 3ay Taoay 34
Model for Fingering in the Keys of B, D, F, Ap and Gf Minor.

Two ways are shewn at F and G.

243F.

L B
o

£ 5 5
5 445 2,4 a 2 4 5421

542154 5

b
ES)
[
1
& [

Hiigi 1]
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The foregoing groups of keys, five in each, comprise every minor key.
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Second Form.

The fingerings shown at 241 A, 242 I and 243 F are those to be employed in playing the second form

of broken diminished seventh chords. ;
i g E ete. 1 !_.éc-

244- = o P 245- H-.-:: :246-

Third Form.

L B <R S R O

e

The three derivatives now follow.

For this in all keys, the fingering of the first and third groups, or of the secend and fourth, at 241 A,
242 D and 243 F will be found very useful in the end, even though at first it should seem difficult.
5 S

247.

248.

The next is for the Keys of Bp, O#, E, G and A§ Minor.
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Derivative from the Third Form.

250.

Fingering for the Keys of A, C, Ep, Df and F¥ Minor.

35 3 :
A g 2.4 R

251.

545 5 3 3 '
2 2244155
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252.

- 1

414
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12

1252
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253.

The re-arrangement of any of the foregoing in groups of three notes is desirable, though introducing
no change of fingering.
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FURTHER DEVELOPMENT OF GRAND ARPEGGIOS.

Thus far, only the dominant and the diminished seventh chords have been presented in arpeggio forms.
The student should now practise the grand arpeggios and broken chords on the other chords of the seventh. These
are called secondary sevenths or collateral sevenths and comprise those founded on the tonic, supertonic, mediant,
sub-dominant, sub-mediant and leading-tone of major and minor keys. Those on the tonic and sub-dominant are
less used than some others but should be as thoroughly studied. The various models for practising the dominant
sevenths should be followed in playing the secondary sevenths.

Secondary Seventh Chords in the Key of C major.

Tonic. Super-tonic. Mediant, Sub-dominant. Sub-mediant. Leading-tone.

=

Each of these is to be practised in ways similar to Nos. 230 to 240, inclusive.

The secondary seventh chords in all other keys should now follow.

The following, as a preparation for the next series of arpeggios, may be played an octave higher or
lower, by each hand and by both hands. Watch the fingering.

r .
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Play a grand arpeggio, four octaves up and down (with an accent on the first of every four notes, or with
no accent) on the group A, following it immediately by another on the group B, with no pause between, and so
on to the group X, inclusive. See 255. One must begin very low on the keyboard, as the series steadily ascends.
It is well to play the whole exercise Andante; then Allegro; then Presto.

5
4 94 2, C
. 420«'-- 2 22 =24l ete
255 T
1
- 4 4
) Y = t
2142 41 24‘32
5

The foregeing, which are all in the key of C major, should be transposed. with necessary changes of
fingering. into all other keys.
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Play Nos. 256 and 257 each in three tempi. Observe the repeats but make no pause from beginning to end.
The whole may be an octave lower, if desired.
A d=116. d=e9. d=s0. 2 23

§oreeemeanimeasenne 1 §-oommmeeenees 1
: 3| D . :
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This may be an octave lower, if preferred. In three tempi.
J=116. o=e9. d=so.
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The first inversion (second position) should now be played after the model of Nos. 256 and 257; then
the second inversion (third position). After these, apply the same to every major and minor triad, with the
proper fingering. Modifications of these exercises may be practised in contrary motion.

Nos. 256 and 257 may also be slightly altered for use in connection with dominant and diminished seventh
chords ; likewise with all secondary sevenths.

Grand arpeggios on each chord already explained may be played four octaves, up and down (see No. 258),
a) with the left hand beginning on the root of the chord and the right a tenth above: likewise b) with the left
beginning on the third of the chord and the right a sixth above: also c¢) with the left beginning on the third
of the chord and the right a tenth above; and d) with the left hand beginning on the fifth of the chord and the
right a sixth above. If desired, one may add e) the left hand beginning on the fifth of the chord and the right
an eleventh above and f) the left hand beginning on the root of the chord and the right a fifth above.

Play four octaves upward from each of these beginnings, and return.

Moderato. . Allegro. - %resto. e
a‘) ® .t ) & ectc. C)..."! etc. d) o 2 cte 2!5 etc. f).'! ete.

258' I . — :- = *— ;fo;; — OTL : j

The preceding may also be played, in shorter arpeggios, in contrary motion: also in parallel motion similar
to Nos. 256 and 257. The various chords of the seventh require the same treatment.

Merely as a matter for practice, it is allowable to practise all grand arpeggios, playing the lowest note,
whether on a white or a black key, with the left fifth finger and the right thumb.
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Grand arpeggios frequently appear in an ornamented, or embellished, form; each note of the chord being
followed by the diatonic semitone below itself, the note next above it in the scale,and the note itself, thus: —
Play first only the double-stemmed quarter notes; afterward the complete run.

The fingering must be changed somewhat, in many keys.
By re-grouping the same notes, beginning with the second note of the above, an agreeable variety results.
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The same could be practised also beginning on the second note, in the group of six; on the third; and
so on. The same notes could likewise appear in’ groups of three notes. Any of these can be played with both
hands one octave apart, or with each beginning on a different note of the chord upon which the figure is formed.
This last is seldom desirable, owing to the consecutive perfect fourths, or perfect fifths, which occur in the course
of the passage. The figure is much better adapted for triads than for chords of the seventh, where it is more
rarely used.

Brilliant runs are common which consist of grand arpeggios interspersed with diatonic passages.

eefii., .

| 4
- -———— . ..
I .

o y 7] "~
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—:‘ —_— | o " —
ts:1%% 4
All such ornamented passages are readily learned, where they occur in studies or other music, if the plain
scales and arpeggios upon which they are formed have been thoroughly practised.

For double grand arpeggios in each hand see No. 307.

FURTHER DEVELOPMENT OF OCTAVE PRACTICE.

In addition to the preparatory exercises beginning with No. 95, the following serve a useful purpose before
entering upon regular octave practice.
Keep the wrist loose and play with the whole hand.

Right hand. Allegro.

265, e

264.

266, Fepi e .

These last two exercises may be played in every major and minor key, preparatory to other octave work.
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OCTAVES IN SCALES.

All the major and minor scales should be played in double octaves as follows: —
Parallel Motion.
A. The hands beginning an octave apart.
B. The hands beginning a third apart.
C. The hands beginning a sixth apart.
These should be played
1. Very smoothly and slowly.
2. Very smoothly and quickly.
3. Very staccato and slowly.
4. Very staccato and quickly.

OCTAVES IN GRAND ARPEGGIOS.
Preparatory Exercises.

Right hand. Andante.. Allegro. - Presto.

267. Lttt

jiingiiig

Left hand.
——

268.=2%

%3%3%°
All grand arpeggios of triads should be practised in double octaves as follows: —
D. The hands beginning an octave apart.
E. The hands beginning a third apart.
F. The hands beginning a sixth apart.
Double octaves may be played on all seventh chords thus: —
G. The hands beginning an octave apart.
H. The hands beginning a third apart.
I. The hands beginning a sixth apart.
The diminished seventh arpeggios may be played according to G and H, and also thus: —
K. The hands beginning a fifth apart, and
L. The hands beginning a seventh apart.
Each of the foregoing in the four ways {1, 2, 3 and 4] shown in scale octaves, above.

BROKEN OCTAVES.

These may be played in either of two ways. First: with the arm nearly quiet and the whole hand oscillating
at the wrist, which must be very loose. Second: with the whole arm vibrating from the shoulder, with an imaginary
fulcrum, or point of approximate quiet, about two thirds the distance from the elbow to the wrist. Each way of

playing is to be learned, as being necessary for different styles of execution, in order to produce varied effects.
The hand must not rise from the keys, as all must be smoothly connected.
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Right haud. Allegro.

269 == = —]
. o AR_am 4 — _Am_a — 9 @ -©
o o ===

Left hand. Allegro.

270' —0—0—¢ —e 909000000 —

Natural laws of acoustics render it undesirable (with a few exceptions) to present broken octaves where

the upper note comes first. .

In scale passages of broken octaves there is constant danger of striking wrong notes,because in ascending
scales the first note of each broken octave is but a seventh from the preceding note, while in descending scales
it is a ninth from the note before it. This sign # repeats the preceding measure. Each hand alone; then

the two together.

o Torr e T T et 2
2 7 T :
g < s + é‘h e =
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o4 -_a
= ¥ o g [ p—
37 ° 39 " 7 =
Similar exercises should be practised in each key: also broken octaves in scales and grand arpeggios in
the eleven ways from A to L inclusive, as previously marked.

SINGLE HAND THIRDS.
(Usually called Double Thirds.)

As already explained, thirds are not double unless two thirds appear simultaneously. They are usually
played by both hands (except in the first inversion of four note triads ﬁ ). A few finger exercises on double

notes should precede the scales.
The following are to be practised on the first five notes of every major and minor key.

The double notes must be struck exactly together, with a pure finger-motion.
Right hand. Strong accents. Slowly.
ight han St ng ;_Slowly

1 = > = = >
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Right l41and. No accents. Rapidly.
3

1 2
0 O 0 0 0
273.% siNe | I 1 b 3 ! o 1 1 1 1 1 1 .

Left hand. Strong accents. Slowly.

24, FOEESET
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Left hand. No accents, Rapidly.

275. =~

In most double note passages in one hand alone, whenever the fingers cross, only the upper of the two
notes can be literally connected with the next in ascending series, and the lower of the two in descending series;
but the connecting of the single note with the next is sufficient to produce a legato effect of the whole, It is
not therefore absolutely necessary even to attempt to connect both the upper and lower notes, where the fingers cross.

Rules for Playing Scales in Single Hand Thirds.

1. Point the hands slightly toward the right, in ascending scales,and toward the left, in descending.

2. Play with the fingers, only, without jarring the hand.

3. Strike the double notes exactly together.

4. When the fingers cross, in ascending connect the upper of the two notes with the next, and in

descending, the lower.

5. Learn the fingering by remembering the notes played by the fifth finger in each hand in the midst of
long scales. (The fifth is sometimes used exceptionally near the ends of scales.)

Each of these short,-preliminary exercises should be played many times in succession. Connect the
crossings marked r—.

Right hand.

a —
a L a—— 2 3 5 3
4 1 2 3 —
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Left hand.
—
2 1 2! 2 1 3 21 b4 g i
4 . 3 3 4 3 3
. ey i taa)
- O | O 7] (] o ' 1 I
L | SO | | R )

Scales in thirds must be practised in every major and minor key in ways similar to those suggested in
tables A and B under simple scales.

A. Each Hand Alone.

1. No accent, clearly, two octaves. Andante.

2. Accent the first of every two notes, two octaves. Andante.

3. Accent the first of every three notes, three octaves., Moderato.

4. No accent, three octaves. Allegretto.

5. Accent the first of every four notes, four octaves. 1) Allegretto. 2) Allegro.

6. No accent, four octaves. Presto.

After learning this and table BB, on page 56, these scales may be practised in contrary motion. the
hands beginning six octaves apart and playing two octaves in extent.

The right and left hand fingerings stand respectively above and below the notes. The exercise may be
transposed to any octave. to suit either hand.

AP S & Co599



Thirds in Major Scales.
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C¢ minor.

G# minor.

D¢ minor.
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C minor.
F minor.
Bb minor.
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Eb minor.

T - MR ATA
1 2

In the next exercise (BB), where the same fingers play twice in succession, they do not rise in going to
the second keys but slip smoothly from the black down to the white.
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When played with both hands, chromatic scales in thirds may employ the hands one octave apart; or they
may be so adjusted that the two together shall form a chord of the diminished seventh, thus: —

In G minor. In D minor. In A. minor. In E minor.

—F P = 2

etc.

o %

,_
p

¥ 7Y

They may be studied also with an accent on the first of every two notes, on the first of every three,
four, or six, and in groups of two, three, four, or six notes with no accent. Scales of double thirds are useful
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likewise when so arranged as to produce the first inversion (second position) of triads, thus: —
4 5 g
2 o

R

Staccato scales of thirds may be practised with the fingering already given, or with the most convenient
intermingling of $ and § (} and %) according to the black and white keys. The scale of C major in staccato
thirds may be played with { (}). Some will find it easier to omit the use of the third and fifth fingers altogether,
playing all the lower notes of thirds in the left hand and the upper in the right with the fourth fingers, using
the second on black keys only, instead of the thumb.

BROKEN THIRDS.

These can be played with the fingering previously given in each key; but this is not most empioyed, the
fifth finger usually being omitted altogether in broken thirds. A few examples will suffice to enable the student
to play them with facility in any key.

1ot ofeferef
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Another fingering. ; 1 : 2 2
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In the ascending minor scales in broken thirds, certain modifications of the usual scale form are necessary,
as shown below. The notes of the melodic minor scale are for the most part employed.

H 4 3 3 . 3
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A brilliant run, frequently met with in standard compositions, is more easily fingered and played if the
performer recognizes it as a derivative from a scale of broken thirds, as indicated by the lighter grouping.
3

1 1
284 1 S — A,
- 1 | 1 Vi

) 3 3

3241 §
Similar runs are readily formed in other keys, with fingering adapted to each.
Runs like the following are of awkward fingering in most keys except C major and are poorly adapted

to ascending passages.
1

285 A.

286 B.

2
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SINGLE HAND SIXTHS.
(Usually called Double Sixths.)

Play the double notes exactly together.
Keep the fingers well curved and the hand quiet.

ng'>t haund. Strong accents. Slow ly and well counected.
=~ ? > 3 ’*l
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Logh:uul . >S.’croug aceents. Slgly and cogectedlg

Left hand. No accents. Rapidly.

When the fingers cross, the upper of the two notes must be connected with the next, in ascending, and
the lower, in descending. Each exercise four times.

Right hand. Slowly.
25

54 3 545
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< Left h[mnl . Slowly. Rapidly.
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SIXTHS IN MAJOR SCALES.

Scales in sixths must be practised in each major and minor key, according to tables A and B, under
simple scales. After these two tables are well learned, these double scales in sixths may be practised in contrary

motion, the hands beginning six octaves apart and playing two octaves, up and down.
The fingering is most easily learned by remembering the notes played by the third fingers.

13 4
|1 fﬁgg iéé? 3,
Il
I o laly 1 %ﬂ‘
%l% 5 5 ] 1 ‘
I3 15 5 4 a3 2 3

Only the notes necessary to show the fingering will be given in the remaining keys, though the full
forms, A and B, pages 19 and 56, are to be practised.

hoct
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G major.

A major.
B major.
C# major.
Bb major.

Ab major.

Gb major.

A minor.

E minor.

-
po

o i

Fs minor.

G2 minor.

31k

C# minor.

—== D# minor.
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SIXTHS IN THE CHROMATIC SCALE.
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Sixths in staccato scales may be playe& in the key of C major with the thumb and fourth finger, or with
the thumb and fifth, throughout: in other keys, with convenient interchanges of 1 and 2 and of 4 and 5.
Examples in a few keys will readily suggest the proper fingering for others.

C major.
293.

E major.
204.

D major.

Db major.
296.

297.
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The first inversion (second position) of a triad may be so broken as to produce alternations of sixths, or
double broken thirds.

First Inversion. First Inversion Broken. Broken Thirds. Double Broken Thirds.
. e =
L P 1 & >
o = =
A diatonic progression of such broken triads should be practised in each key, the fingering in C major
being retained in all other keys. PR
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Derivative from the preceding. 2443435,
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A combination of the last two exercises. 42% 848
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Another combination of Nos. 299 and 298. 54 54 5
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301. ! .

BROKEN SIXTHS.

In broken sixths, when the lower note precedes the upper, the fingering may be nearly the same as in
staccato sixths and therefore requires no further models. The following shows the form of the figure. See
directions for playing broken octaves on page 82.

Use either the 4th or the 5th finger.

A et s 2 2 o o M, 2 !
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Broken sixths with the upper note preceding the lower are seldom used except in alternations with the
reverse of this.
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Only slight changes in the foregoing fingering are needed for other keys.
The following two exercises, though very easy in the key of C major, are more difficult when black keys
are introduced, and require special fingering for each key. Their practice may be delayed for more advanced study.
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DOUBLE GRAND ARPEGGIOS IN EACH HAND.

These are far more useful than they may at first appear to be, but should not be attempted until the
hands and wrists have been strengthened by good technical study. The foregoing exercises in single hand sixths
are a most useful preparation for these trying passages. As the thumb necessarily comes upon a black key, in
many keys, the proper fingering may be found by consulting that of the second form of four note broken triads.
Care should be exercised not to substitute the third finger for the fourth, or vice versa. The form here given
in the key of C major should be transposed into all others. Each way of fingering is to be studied, in order
to facilitate the turning at either end of the arpeggio. The left hand fingering is below the notes.

Each of the foregoing may now be practised with both hands: afterward, No. 307 an octave lower in the
left hand combined with No. 309 an octave higher in the right, — or either two together.

For still higher development of technique, the student is referred to the works of well known writers
mentioned in the Introduction, more especially to the celebrated Daily Studies of the lamented Carl Tausig.
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Merely going through this work once, even in the most rapid tempe possible, is but a fair beginning of
the study here intended. The full benefit of all technical exercises can be derived only from repeated and syste-
matic practice. To insure thorough study of fundamentals, certain forms should be studied every day, with the
attempt to play each one more accurately, more clearly, more firmly, more ra'pid.ly — in every way better than
before. The Schedule No. 1, should be followed first: afterward, each of the others, in regular succession, the
whole being afterward intermingled according to the peculiar needs of each student. The distribution of study in
each major and minor key, throughout the week, should be rigidly followed.

Beside what is embodied in these nine schedules, this work contains other exercises and suggestions
which the student can follow as he may have need. Too much stress cannot be laid upon absolute regularity
and system in study. As each schedule is to be played in two major keys and two minor, it may be well to
divide the day’s practice into four well separated periods, each of which may begin with the schedule played in
one key only, the four keys being thus distributed through the day. Periods of entire rest,when the mind, as
well as the body, shall be refreshed, must intervene between the hours allotted to study. Likewise it is desirable
that, as soon as a fair degree of execution is attained, studies for expression be taken up, together with miscel-
laneous works from the best composers, those alone being selected which require rather less execution than the

technical exercises at that time in practice.
Each schedule below given should be practised in every major and minor key according to the following table.

Weekly Distribution of Keys.

Major Keys. Minor Keys.
Monday . . . . . . . .. CG ........... A E
Tuesday. . . . . . . .. DA ........... B Fi
Wednesday . . . . . . . EBC.......... C§ Gg Ab
Thursday . . . . . . .. FEGhCEDp . ... ... .DEEp AE B
Friday . . . . . . ... AbEb. . ... ... ... F C
Saturday . . . . . . . . BbF ... ..., ... G D

Should the student have insufficient time, or strength, to follow out either schedule entire, a part may
be taken regularly throughout one week and the remainder, the next — scales being taken instead of arpeggios,
and vice versa, in schedule No. 1. Finger exercises of some kind should be practised daily, No. 186 being one

of the most useful.

Schedule of Daily Study, No. I. (More advanced.)
1. Finger exercises Nos. 1 to 12, inclusive, transposed Schedule of Da“y Study, No. 2.

to the proper keys. 1. Finger exercises, Nos. 110 to 121, inclusive, proper-
2. Major scales, table A, page 19. ly transposed.
3. Harmonic minor scales, table A. 2. Major scales, table B, page 56.
4. Melodic minor scales, table A. 3. Harmonic minor scales, table B.
5. Grand arpeggios of the tonic triads, table A, page 37, 4. Melodic minor scales, table B.

each hand alone. 5. Grand arpeggios of the tonmic triads, both hands
6. Grand arpeggios of the dominant seventh chord in together.

major keys, each hand alone. 6. Grand arpeggios of the dominant seventh chords,
7. Grand arpeggios of the dominant seventh chord in both hands together.

minor keys, each hand alone. 7. Grand arpeggios of the diminished seventh chords,
8. Grand arpeggios of the diminished seventh chord in both hands together.

minor keys, each hand alone. 8. No. 186. Both hands together.
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Schedule of Daily Study, No. 3.

. Finger exercises, Nos. 122 to 133, inclusive, transposed.
. Major scales, tables € and Xy page 56.
. Harmonic minor scales, tables € and .

Mixed minor scales, tables € and D.

Grand arpeggios of triads, No. 255, transposed.
Grand arpeggios of secondary seventh chords, each
hand alone.

Scales in double octaves in three ways (see Octaves
in scales, A, B and €, page 82).

. No. 186.

Schedule of Daily Study, No. 4.

Finger exercises, Nos. 134 to 145, inclusive, transposed.
Major scales, tables & and Wy pages 56 and 57.

. Harmonic minor scales, tables I and ¥.

Mixed minor scales, tables E and F.

Grand arpeggios of triads, Nos. 256 and 257, transposed.
Grand arpeggios of secondary seventh chords, both
hands together.

. Grand arpeggios on triads in double octaves (see

Octaves, D, E and ¥, page 82).
No. 186.

Schedule of Daily Study, No. 5.

Finger exercises, Nos, 146 to 155, inclusive, transposed.
Major scales in single hand thirds, pages 84 to 86.
Minor scales in single hand thirds.

Grand arpeggios of triads, No. 258 transposed.
Chromatic scales in various ways, each hand and both.
Three note broken triads, Nos. 187 to 193, inclusive,
transposed.

. Grand arpeggios on seventh chords in double octaves

(see Octaves G, H and X, page 82).

. No. 186.

Schedule of Daily Study, No. 6.

. Three note broken triads, Nos, 156 to 165, inclusive,

transposed.

. Major scales in single hand sixths, pages 91 and 92.
. Minor scales in single hand sixths.
. Grand arpeggios of dominant seventh chords based

upon No. 258.
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. Four note broken triads, Nos. 195 to 198, inclusive,

transposed.

. Various forms of simple scales, to relieve the tension

on the hands.

Grand arpeggios on diminished seventh chords (see
Octaves X and L, page 82).

No. 186.

Schedule of Daily Study, No. 7.

. Three note broken triads, Nos. 166 to 175, inclusive,

transposed.
Chromatic scale in single hand thirds.
Chromatic scale in single hand sixths.

. Grand arpeggios of secondary seventh chords (see

No. 258).

Four note broken triads, Nos. 199 to 202, inclusive,
transposed.

Various forms of simple scales, to rest the hands.
Major scales in broken octaves. (see pages 82, 83).

. No. 186.

Schedule of Daily Study, No. 8.

. Three note broken triads, Nos. 176 to 185, inclusive,

transposed.
Masjor scales in broken thirds.
Minor scales in broken thirds.

. Four note broken triads, Nos. 203 and 204, transposed.
. Various forms of simple scales.

Alternating sixths, Nos. 298 to 301, inclusive, trans-

posed.
Harmonic minor scales in broken octaves.

No. 186.

Schedule of Daily Study, No. 9.

Broken triads, No. 228, transposed.

Major scales in broken sixths.

Minor scales in broken sixths.

Broken dominant seventh chords, Nos. 230 to 233,
inclusive, transposed.

Broken diminished seventh chords, selected from
Nos. 241, 242 and 243.

Double grand arpeggios, Nos. 307, 308 and 309,
transposed.

Melodic minor scales in broken octaves.

No. 186.
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