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of the drums. By correct touch you produce that very important thing, correct phrasing, and in this con-
nection correct touch may be said to be to music what punctuation is to literature.

I am giving you some special exercises in legato and staccato playing. Remember the signs which
are used to denote these: a “ - over the note for legato, and a “. ” over the note for staccato work.
Please practise these carefully.

OCTAVES

- N p
Octaves are the hardest things on the piano to play in a legat CW o,ﬁ& ?é/@

hand is necessary to play an interval of eight notes. The risk is
forearm and strain the guiders of the fingets, neither of which sho
touch and tire your hand. When octaves are consecutive (i.., on
with your hand in one fixed position. This movement must con
stiffening the wrist must be watched for, because it is great. On
if you do, stop for a moment, think, and begin all over again.

You will sec how much easier it is to play consecutive octaves
the interval in between each gives you a reasonable chance to move ;
octaves are more difficult, let us deal with them first of all. The
the first is by raising the fingers only. so far above the keys as is

the next pair of keys. The other way isalittle more difficulttoexp.
straight up or down the key-board, but you employ a slightly sideways movement. That is to say, when
moving from one octave to the next, you strike the notes a little nearer to the black keys, and then for the
REXt octave you come a little farther away from them again. In other words, you employ a kind of creeping
movement.  If you will try this out for yourself you will see that it does, in fact, tend to make a smooth
playing of octaves very much easier.

- Staccato octaves can be dealt with more on the lines of normal playing. You may raise your hand
higher and you need not employ this creeping movement; in fact, you will obtain a much better effect if you
do not. I am giving you some exercises in both types of octave playing. Study these carefully, please,
and practise as directed.

Octaves are more difficult in the left hand than they are in the right hand, because of the way the left hand
has been more or less neglected. You write with your right hand, you play tennis with your right hand,
and employ it generally wherever you can ; so the left hand is not so developed. Even in piano playing,
the right hand is generally given the lion’s share of the work, and this has the effect of developing it to a
greater extent and of making that portion of your brain which commands it, the left side of the brain, more
alert in comparison because it is used more. The obvious thing to do, therefore, is to pay special attention
to the left hand and to wry and bring this backward pupil “up to scratch.” Iam therefore giving you some
octave exercises for the left hand, followed by those which combine both hands.  As before, study them care-
fully and follow directions.
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. Will you now kindly turn to the exercises and study them as directed in Practice Routine No. 2. Report
me if you experience any difficulties, please.

PRACTICE ROUTINE No. 2
CANCELLING PREVIOUS INSTRUCT IONS.

This routine is for daily morning practice of 30 minutes, and should be
carefully followed. Where it is found possnblc to increase the time, do so
in proportion to the various items. .

FOURTH-FINGER EXERCISE = = =« « o

[l

2. SIX R.H. SCALES - - - - - - - .
SI1X L.H. SCALES - - - - - - 4 § minutes
SIX SCALES, BOTH HANDS TOGETHER - - - = '

3. LEFT AND RIGHT HAND OCTAVE SCALES IN THIS LESSON -

4. STUDIES IN THIS LESSON - = = = - = } 15 »

5. LEGATO AND STACCATO EXERCISES = = = =

6. MELODY STUDIES - - = « = - - 100 o

Total - - - - 30 minutes

15 r oo,
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THE LEFT HAND

The left hand is, as I have told you already, the weaker, owing to lack of use ; and steps must therefore
be taken to bring it on a level with the right hand. (In syncopated playing, particularly, the left hand has
to be very considerably strengthened owing to the unusual amount of extra work it does and the intervals
it is called upon to stretch.) :

The left hand is usually the “accompanying” hand and although it does not have so much work to do,
its part of the whole is exu'emely important, because it has to make itself responsible for

The metre, or beat of the piece.
The counter melody, when there is one.
_ The fundamental bass, upon which the rest is builr.
A portion of the harmony, and an important portion, too ; and
The general background.

You will, 1 think, agree that with all this.work dependent upon it, your left hand has to be “ a little
bright ”, if it is not to let you down! This lesson therefore consists chiefly of exercises for the left hand
which more or less explain themselves. Will you pledse follow any directions which I give you in connection
with them most catefully :

As you are going to do a consxderahle amount of left-hand exercises for the next week or so, I want to
warn you against’ one or two pitfalls. Do not practise when the hand becomes tired, and you will find
that your left hand tires more easily than your right, at first, at any rate. Do not get into bad habits, such
as stiffening the wrist, or straining the forearm. Do not bend the fingers inwards, but play from the tips.

Do not drop the wrist, but keep it level, as shown you in the photographs earlier on. Do not develop a
tendency to turn your body slightly left towards the key-board ; sit absolutely level, with your shoulders.
parallel to it. Do not become impatient with what may seem to be an * overdose > of left band ; if it were

~ not for your good I should not ask'you to do this work. Do not neglect the exercises in Lesson III; work
them in with the new ones given here.

TOUCH

If correct fingering is important, correct touch is even more so. Correct fingering is more or less for your
own benefit to aid execution, but correct touch is for the benefit of your listeners so that the music may sound

pleasing to them. 7

Touch is not a very easy thing to explain by giving you a definition. It is partly a mental and partly a
physical process, and is produced by a blend of a great number of things. Touch is really the manner in
which you address yourself to the keys so as to produce a pleasing effect when they are struck. We all
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- know the fellow who thumps away at the piano with the loud pedal down and all the windows open! You
say he has a heavy touch ; it would be fairer to say he has no touch at all. Certainly he sounds much more
as if he had qualified in a blacksmith’s shop than in a music studio. ~ Then again, you know the other type :

~ the man who stumbles and hesitates and gets his ﬁngexs all txed in a knot on the wrong notes, and when

~ - finally, quite by chance, he happens to strike the correct notes on a chord, the sound they bring forth is

' somewhat reminiscent of an old man stuttering and mumbling. - And lastly, you know the performer who
goes withconfidence to his instrument and sits quietly down at the key-board -and without any particular
tricks or undue use of the pedals, seems to make the piano speak to you. That man has correct touch.

LEGATO AND STACCATO PLAYING

Regardmg the purely mecha.mcal side, touch isa combmauon of legato (or smooth) and staccato (or-
detached) playing, and the more difficult of these is the legato. To play smoothly one must more or less
keep the hand and wrist in as still a pesition as possible, and you must-never. strike the next note until you
have given the previous one its full measure by holding it down (7. e by keepmg the key depressed for the
full value in ume of the note).

Now, staccato playmg is exactly the opposite to this. In this case you more or less tap the notes, as it were.

In fact, there is a little gap between one note and the next; you do not hold the key down for the full time-
‘value of the note. Avoid the very common mistake of curling your fingers inwards when playing staccato.

So many people seem to imagine that by doing this and by letting their nails strike the keys, they are getting

a sharper effect. Nothing could be more inaccurate: . Always strike the keys with the tips of your fingers,

because the tips of the ﬁngets are actually one of the ‘most sensitive parts of the whole of your body from

- the point of view of the sense of touch.. Suppose you were blindfold and three pieces of material placed

- before you; and you were asked-to staté which was lmen, which silk, and which velvet. You would run the

very tips of your fingers .over each when guessing. It is a moot point whether you could distinguish

_ between velvet and a soft piece of flannel with any other part of your hand. Therefore, please, always play

~ with the.tips of your fingers on the keys It may be a help to you if you will keep your finger nails as short

as you can without spoiling the appearance of the hands. - By the correct mampulanon of varijous degrees of

legato and staccato, all kinds of apparently wonderful things may be done on the piano. You may make the

melody sound out, as it were, above everything else ; you may bring out a counter melody or emphasise

a particular passage. You may express the spirit of the piéce by giving the music a lazy or a dainty effect ;

by correct staccato work in a march, you may almost make your listeners hear the trumpets and the roll



EXERCISES

OCTAVE SCALES

18.

(Right Hand).

A

Key B flat.

Key A flat.

ry always to remember

sve
All these octave scales should be fingered with the first (thumb) and fifth finger.
3

Allow the wrist to remain absolutely loos
both notes simultaneously. Practise very s

what key you are p

at first and t

on no account stiffen,but be sure to strike
y.

e
lowl

Key D flat.

laying in. Practise also descending, 7.e, from top to bottom.

Standard Course, Lesson IV. .



OCTAVE SCALES

190.

- (Left Hand).

Key C.

Key F sharp.

flat.

Key E fiat.

Key A

g2t

- Key D flat.
Same rules applvyv to left hand octave scales as do to right hand. Practise both up and

down the scale.

Standard Course,Lesson IV.



20. RIGHT HAND OCTAVE STUDY.

R

Practise very slowly at first.

21. LEFT HAN D OCTAVE STUDY

Standard Course, Lesson IV,



*22.  OCTAVE JUMP EXERCISES
(Right Hand). ‘

.fﬁﬁl
t.Lﬂt‘

Record 3.
SecondSSide. ]

1 }
Standard Conree,l.essolx IV,
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up but give each note its proper time-value.
- #ll: Means “repeat” or go back to the mark :f
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* Practise this exercise well, pay strict attention to fingering. Lift the finger v’veﬂ _

oo

| af2o ot
v

(%)

Bt 5 4 8 5

25‘821284—FH—'+—F—F! '
3*—"" 5 — \-/

5 . 4

24

2 82 12

| _r—r-r'ﬂ%“z‘

3482128112582 Imd34[8.2845435

5

==

| 21%1‘211'3-1- 11515821 bal 1135321
B e e e

~ Perhaps you find this a little more difficult than the previous exercise. I haveal- -

ready told you that technical passages in the left hand are more awkward;Theremedy - -

is only practice; with this perfection will come.
Standard Course, Lesson IV.
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25 STACCATO EX

Record 3 Second Side. .

48 .
280984

5 4

r.RcisEs.

.8&821281‘

et —

"ffq)»‘

455

ST e

g8
4 z 1 12 Bol-

~'l

) ieendens
.4 5 3 s

Al‘ . ;IF. = : Ip—# ‘
2

e=—=—==

: ’Simzle. S;rmle means contlnue the staccato dots in the same manner throughout.

vStahdard Couree, Lesson IV. :
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STACCATO |

TXERCISES.
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27, Legato Exercise for Both Hands.
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Standard Course, Lesson IV.
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EX v CISE - '. ~ Record 3. Second Side.
28.For Both Legato and Staccato Playing.
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gato and staccato phrases — note also the introduction

| Pay great attention to tcth le
" of "the triplet.

Standard Course, Lesson IV,
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200ctave Melody Studies for Both Hands.

Try not to look at your hands when playing these exercises. If you make a
mistake, look down, correct it, and then look up again.

g ‘ " Record 3. Second Side. - :
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CHORDS

When heanng people play the piano, you have realised that they strike more than one note at once (not
always, but more often than not). When two or more notes are simultaneously performed, making a com-
bination of sounds, this is called a “ chord.” (This, by the way, strictly and ‘technically speaking, is a very
broad and bald definition of a chord, but we are not here concerning ourselves with any instruction in music
which comes under the heading of “ theory.” Chords have various names. and many rules apply to them.
All this, however, is purely theoretical and so much of it as is necessary will be brought to your notice and
taught you in its right place later on; You may therefore remember for the moment the sunple fact that
a chord is a combination of several sounds of different pitch).

We give you below a few examples of maijor chords.

.CChord. F Chord. D Chord. G Chord.
-0 | °. l ']

S

Music would be very monotonous and uninteresting a subject if it consisted of nothing but melody. In
fact,themelodyxsonlyapomonofa musical phrase, and something else is required, not only to show off
th:smelodytothe best advantage, but to change xt,lfneoessary,sothatxtsmkestheearm a different
‘“sense.” This “ something * is called harmony, and harmony is produced by * chords.” A chord is a
combination of 2, 3; 4 5> 6, 7, 8, 9 or 10 notes struck simultaneously. In isolated cases, there may be as
many as twelve notes struck in this way. (This sounds impossible, as one has only ten fingers ; but it is
quite in order, as in the advanced stages ofpmno playing, two notes are often struck with one finger. This
by the way, however f)

There are several kinds of chords, but for the minute we will deal with the more simple type, i.e .» the ““ com-
mon chord.” Each key has its own common chord, and the notes of this chord are identical with the notes
that you have already played in No. 1 Arpeggio ; but whereas in the latter case these same notes are struck
consecutively (one after the other), to be a chord they must be struck simultaneously (or together). We
give below an example of what is known as the common chord of C.

=" NDwwn

Play this chord over a few times until you are thoroughly familiar with it.
Below we give an example of the common chord of key G.

o
Wy



THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
' ) (PIANOFORTE)

Copyright for all countries. All rights reserved
Page Two . 7 g gh LESSON V

The fact of key G having one sharp in its signature does not make any difference to the chord itself,
because it 30 happens that the note F does not appear in this chord, although it does in the complete scale
of G.

.We give a further example of the common chord of E flat.

B

In this case both E flat and B flat are used én the chord, and must therefore comply with the rules
governed by the key signature of E flat, namely, that you flatten E and B,

Now, turn back to the common chord of C. Try the same chord right down in the lower register of the
piano, say three octaves lower. It does not sound correct, does it? It has lost its brilliance and *musical
appeal”; in fact it sounds a “thud.” Now, play this same chord two octaves higher up the register of
the piano, and the result is just the contrary. It sounds brilliant and musically clear, and not muddy (as in
the case of the lower register). This simply means that harmony or chords must not be played in a very
low register of the piano. As a rough rule, chords should not be played below two octaves lower than middle
C. On the other hand, chords may be played in any key, shape, or form right up to the top of the piano.

It will be noticed that only four fingers are used in common chords. This is because only four notes are
struck. As we said before, a chord can be from two to twelve notes struck simultaneously, and we give
below an example of a common chord of C of only three notes.

Although this does not sound so complete, it is s#ill a common chord.
Below is an example of a chord of two notes.

3

1
This may either be called a common chord, or a “third.” The word « third” is a better name here than
common chord, as the space covering the C to E (the two notes of which this chord is made up), is really

three notes, C, D and B; the D, of course, is omitted as the three notes struck together would not produce
a musical sound.
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We have now dealt with common chords consisting of 2, 3 and 4 notes, which, if the same notes are played
with the left hand at the same time as the right hand, make chords consisting of 4, 6 and 8 notes.  This is
quite sufficient for the moment, as chords contalmng more notes than these are only used in the more
advanced types of music.

Try to memorise this ; a third chord (or two-note chord) is two notes with one whole tone in the middle
ofthem. A fifth chord (or three note chord) is three notes with two whole tones, one each side of the middle
note of the chord. An octave chord (or four note chord) is four notes with four whole tones in the middle
of them. Below we give an example of where these tones occur.

COMMON CHORDS IN ALL MAJOR KEYS

Octave Fifth Third Octave Fifth Third
Chord Chord Chord Chord Chord Chord

EE==== MMMFFH

f
&
| q — | . ¥ — .
D major gﬁ i1 _l ;t next A major ﬁ f%i;:ﬂ
Py T

o . J — 1 T

E major —— l u_ _ next B major —E:'!!_.E:ﬂ
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THE ADDITION OF BASS

Now, although the above chords are all complete in themselves, you will notice that there should sound
to be a very important thing missing to your ear. This is the bass; or moré correctly speaking, what is
known as the “fundamental ” bass. The word “ fundamental ” simply means foundation, and the
fundamental bass-note is the foundation upon which the whole of the chord or harmony belonging to the
particular melody note is built. You may compare this bass note to the foundation of a house, the inter-
mediate notes of the chord to the storeys, and the melody note to the roof. Chords such as the examples
above, which have no fundamental bass added, should not sound satisfactory to your ear.

Because you happen to be playing a C major 8va chord in the right hand, it does not necessarily mean
that your left hand bass note must be C. Any of the other notes contained in this chord may be used for
the bass note perfectly correctly. We give you an example below of the chord of C major with its octave
showing you how this can be perfectly correct with three different bass notes :—

The same examples will apply in other keys. I am giving you one or two examples of this later, which
. I'want you to practise. When you are familiar with these, play for yourself the chords with octaves (in other
keys still) which start on the key-note, and add the various bass notes in the same way, so that you learn
to recognise these readily in all keys.

HARMONY AND MELODY DO NOT ALWAYS “MOVE” TOGETHER

Both the right hand and left hand staves are split up into two or three sections which move at the same
time. By “move,” I mean that they are never still ; they pass from note to note, gradually unfolding the
“story or plot of the composition as they progress. Of these sections, the first and most important is the
melody. Next comes the harmony ; and in the more advanced stages of music we have what is known
as the counter-melody. This latter is a kind of comphmmtary subject running together with the melody
proper, and we shall deal with it in due course.

Below I am giving you an example of an ordinary four-bar melody :—

5
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Now, it is quite possible, whilst you play this melody with your right hand, also to play a little harmony
to it with the same hand without calling in the help of your left hand. You will see how this is worked
out below :—

: 4 2 4 5 4 4 5 3 I
] —_—a';?ii_f e -
R i‘g——a—" e e —]
L | :? ? =
2 4 R ¢
I 2 2
I 4

You will notice from this example that whilst the melody moves in the way we have explained, the harmony
seems to work “ by itself,” apparently ignoring the melody. Nevertheless, it follows this melody, altering
itself from time to time in order to “ match ” it. You will agree that the last example sounds much better
than the plain melody alone, but nevertheless, we require the bass, which must be added to “ fatten » the
whole composition and to satisfy your ear.” So I am giving you below the same melody with this right-
hand harmony, to which I have added the bass. This sounds quite complete now, does it not ?

5 4 3 2 3 4.5 4 4 5 3 1
i =) = =S
Q B y— =2 — = ».
O\’ ‘? - I ' ?‘_ 277 ;_- -
2 1 1 1 IE 15
Il@? - === 3 J—=F5
d—=——¢< J=3 = =

COUNTER MELODY

We have explained to you above what counter melody #s. Now, counter melody can do.two things. It
is, as we saw, a distinct separate melody running * counter ” to the main melody ; but it is also used for
“ strengthening * the harmony. There is no such thing as a counter melody ““ on its own ”; it obviously
must have something to run counter to, or to run against.

I am giving you below the same four bars we have been using in the last examples, with an appropnate
counter-melody added. You will notice, as I told you, that whilst it is a complete melody in itself, it serves
to strengthen the harmony.

Melody. . 2
y. § | 4] 3. 5 3 4 5 4 4 S 3
F=d=i= g '
S SR £ 2 —— 1 _—g | - B ) = 'i’—'—“""
Lol T | s =
1 2 1 T |
Counter melody. 3 T 2 3 b4
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“You will note that the fingering-is slightly changed from that prevxously used. .The need for thxs is
obvious, owing to the extra work demanded from the right hand, in that it has to cover a slightly larger
space on the key-board. Do not let your mind become muddled by. thmkmg there arc too many notes in the
above passage : there are not. If you feel at all that way regarding it, just run through the melody first,
then pick out the counter mclody In other words, run through the two respecuve groups before you
blend them together. .

Please do not think that I am giving you a lot of unnecessary technical details and msufﬁcnent actual )
playing. If ever you are to become a good sight reader and a sure performer at the key-board, it is absolutely
necessary that you learn to grasp these various sections of a composition and to know just what * tricks ”
are employed to build up a tune. Then, later on, when you come across a piece of music which looks rather
complicated at first sight, you will have another look at it, recognise all the various pxeces of structure, and -
will smile to yourself and say : “ I-see—it is qmtc simple after all.” '

THE JUDGING OF INTERVALS

Of course, you realise that both hands have to cover a considerable amount of space on the piano. It has
also probably struck you by now that all spaces are not led up to by a run of notes as, for instance, a scale,
where you can have your “ prop ” note and move your hand upwards or downwards in the most convenient
manner, It very often happens that you have to raise your whole hand and take it up or down the piano for
quite a considerable number of notes ; and it is- naturally important that when you jump from one key to
another in this way, the following note should be struck accurately and without hesitation or loss of time,
and also with the correct finger for the proper fingering of the rest of the passage.

You must therefore learn to gauge in your mind the amount of space which these intervals occupy, and
translate this into accurate action of your hand.  You do not have to move as far as you can, like a man driving
a ball as far as possible in a game of golf ; but you have to learn the correct amount of space, like a person
bowling a “ wood ” up a bowling green. Ina golf drive, the farther the ball goes the better ; but in a game of
bowls the important thing is correct length, neither too much nor too little. And if people can learn the
force necessary to propel a heavy piece of wood with such accurate judgment, it is surely not very difficult
for you to learn the amount of movement necessary to your hand to bring it three inches to the left or six
inches to the right as the case may be.

" It is important that you learn to judge these intervals as soon as you can without glancing down at the
key-board, because if you do so, sufficient time is wasted in looking between each chord to ruin rapid playing
 or accurate sight reading. Your eyes and your mind must not be occupied with where your hand is going
next, but with what chords are following on the music. This inability to judge intervals without looking
at them is undoubtedly the chicf cause why so many pianists are bad sight readers. What they do is to
play a number over several times until they have half-memorised it, and then they let their eyes watch
their hands ; what they should do is to judge the space intervals until they have entirely memorised them

and let their eyes watch the music.



"THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
. (PIANOFORTE) :

Copyright for all countries. All rights reserved
LESSON V : Page Seven

I am therefore giving you a special exercise in mterval-)udgmg, both for the left and for the right
hand Practise it very carefully and Do NOT glance down at the key-board whilst you are so doing. Do
'not move.the body more than is necessary and do not stiffen the wrist or the arm. If you make a mistake,
stop, look down, and correct it. But look up agam before you continue playmg

PRACTICE ROUTINE No. 3

CANCELLING PREVIOUS INSTRUCTIONS

This routine is for daily morning practice of 30 minutes, and should be
carefully followed. Where it is found possible to increase the time, do so
in proportion to the various items. '

m—
e—

Make a selection from back exercises and change it wch

day.
Special attention to weak points! - - - - - 10 minutes
Interval and Chord Exercises - s s = - 10

‘Melody Studies - - - - - - - - 10
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34, Melody Studies.
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Pay great attention to the counter - melody phrases and treat them asi
the melody

f they were
proper. By this I mean, bring them out; sustain them. Remember
counter-melody is the foundation of musical composition: ‘without it there
would be no beauty in music. How much more beautiful this pxece'sounds now
that you are playing it in a more advanced way! Practise it well. It is your first
attempt to play a piece that is complete in every musical sense.

Standard Course, Lesson V.
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FURTHER KINDS OF TIME, OR TEMPO

We told you earlier on that the two kinds of time—common and 3/4—can be split up again into sub-
divisions. We will deal with some of these now. When we say that the times can be “split up into sub-
divisions,” we really mean that all musical times go in either multiples of two or multiples of three. Common
time is a multiple of two—four in a bar. The next tempo of this type is called 2/4 time, or quick-march
tempo. The signature for this is 2/4 and you count two in a bar. The accent comes on the first beat of
each bar. In actual practice you will find that the accent is very much like that of common time, because
the first beat of every other bar is not guite so heavily stressed as beat one of its preceding bar. In actual
practice there is very little difference between the way you play 2/4 time, or common time ; it is rather a
question of how the music is written.

OTHER MUSICAL TEMPI

Two more times which come under the * multiple-of-four * class are the 2/4 tempo and the 6/8 tempo.
With regard to the former, it really explams itself': there are four beats to a bar, but they are quavers You
simply count two in a bar thus :—

1-and,2-and; 1 -and,2-and; 1 - and, 2 - and.

Musically, it is written as the two examples below.

‘ No. 1
e B e - I
e e e
¢ ~ ~ No. 2 -

Regarding the 6/8 tempo, you might be tempted to think that this came under the multiple-of-three >
class, because it has six notes in a bar. The correct way to “ count * these bars is as follows :—
1-2-3,2-2-3;1-2-3,2-2-3; 1 -2-3,2-2-3.
when you will see how this comes under the 4/4 group.
Here are two examples in 6/8 tempo :—

A AN v v Ao v e vV VvV AV
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Although there are many other tempi (this word, by the way, is merely the plural form of tempo) used
in music ; they all group themselves into off-shoots of the 4/4 class or of the 3/4 type. The most important
of these are 12/8, 9/8 and 3/8; 12/8 is the most commonly found of these. Now, 12/8 tempo is merely -
twelve quavers to a bar divided into groups of three. Each three-group counts as one beat; therefore
12/8 tempo is not at all unlike four in a bar.  In fact, as far as actual playing is concerned, it is exactly

similar, and the only difference is in the mere writing of it. For playing and counting (or beating time) you
count as follows :— o

1-2-3,2-2-3.3-2-3,4-2-3,¢tc.

and this is what it looks like written :—

€ -1 "—'—-_-':—:—t': EL p_orc:a_“

e/

A very good exaknf)le of 12/8 tempo with which you are probably familiar occurs in the world-famous
“ Pilgrims’ Chorus ” from Tannhiuser. The following few bars of this in a somewhat simplified form
will remind you of it, will show you what we mean, and will prove to you that it is not so very complicated.

e = ) —= —t
T ————e—- ' Sy
'va
133456739101113
- -85 :Eégﬂq““‘ml
‘ -J.li;.h-_—i___-—h-l_ ™

When you first come across this kind of tempo, it is better for you to count the whole of the twelve beats
aloud,accentuating them on the first, fourth, ceventh and tenth, as we showed you above. When you are
familiar with this, ignore the fact that there are twelve quavers in a bar, and treat the whole thing as

common time—that is to say, count 1, 2, 3, 4 on the first of each group of three. From the above you
will now realise how it is that 12/8 is a relauon of the common time family.

We next come to 9/8 tempo, and this is related to the 3/4 family. You deal with it in exactly the same
way as you do with 12/8. There are nine quavers in a bar, and you count as follows :—

1-2-32-2-3,3-2~3.

You will see that this has worked out simply to three in a bar. This is what 9/8 tempo looks like when
written : = '

)
e Ay
(&) M I H H 14 H H { -




THE BILLY MAYERL INTERNATIONAL SCHCOLS OF MUSIC. STANDARD PRELIMINARY COURSE
: ' (PIANOFORTE)

Copyright for all countries. All rights reserved

- LESSON V1 Page Three

There is only one other tempo of importance, and this is the 3/8 tempo. This really is exactly like 3/4,
-but instead of three crotchets there are three quavers. You count 1, 2, 3 exactly the same as in the waltz
time, and musically written the tempo appears thus :—

e e s T e

|4 H 1 1 1 1 H e 1 3

u .

The rcason why only.a few compositions are written in this last tempo is that it produces a peculiar
kind of * swing * which would not be the case were the same composition to be written in 3/4 time.
Usually 3/8 tempo is used for fast-moving compositions such as overtures, but in this case the pace of the
piece is so rapid that you would not have time to count three in a bar, so you simply count on¢ in a bar
thus :— :

1-2-3,1-2-3,1-2-3.

OTHER SIGNS USED IN MUSIC

I gave you earlier all the signs necessary for you to be able to read the notes on the piano, their time
value, which part of the instrument they are on, and whether they are sharp, flat or natural. In other words,
we have told you everything necessary for the location and playing of notes from the printed music. We

~ think you will agree, on looking back over your work, that the task has not been so formidable a one as it must
-haveappeared toyou a day or so ago.  After all, there was nothing so desperately frightening iri this printed
music, was there ?

However, a glance at a printed sheet of music will reveal quite a number of other little signs which appear
above notes, below notes, in the staves, at the teginnings and ends of tunes, and in various odd and
unexpected places. These signs need not worry you because they are merely abbreviated directions on two
points. They either tell you how you are to play the music; that is to say, at what kind of speed (quickly,
slowly, etc.), or whether it is to be jerky or smooth, or light or soft ; or, if you are to repeat any portion of the
music, they give you marks showing to where you go back.

We are going to give you a table below which is a kind of dictionary of the most usual of these signs.

You will see that in this table we have placed the sign, word, or mark, and then given you its meaning ;
in addition to this, we have also given you some form of memory * catch-phrase > or illustration to fix the-
‘meaning of such a sign in your mind. Study this table carefully ; do not attempt to learn it off by heart, but
keep it by you for reference. When vou come across any of these signs in your music, refer to your list,
paying particular attention to notice the “ memory-key  we have given you. You will thus fix every sign
upon your mind without conscious effort and you will never forget it.



THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
(PIANOFORTE)

Copyright for all countries. Al rights reserved '
Page Four gh o LESSON V1

MUSICAL TERMS AND SIGNS

Sign or Word., Explanation. Reminder-Key.

. (above or below a note). Play the note in a detached or | “ Quick as a dot.”
- . iumpy ” way.
— (above or below a note). Play the note smoothly. “ — * i3 the exact opposite to “. .
~ (above a note). Linger on the note. Like a small tie on the note itself,
—— Play louder from one end of the sign | Like a * megaphone,” which increases
to the other. - . the sound.
P——— Play softer from one end of the sign | Think of the reverse process.
) to the other. ‘
[ >or < ' As above, but apply to one noteonly. | Think of * little- megaphones.”
beginning Shows that all in Meaning ious.
{(atadsl:ave) o bracket are 1:rh:yt:‘;etet.vget!g‘.= same obvious

“ Repeat Signs.” When you see | Difficult to give a “Key” for. Re-
member, when you see it, there is a8
ou must go back till you reason for its appearance; S0 goO

back and find it !
find the sign E immediately
preceding it, and play that passage
over again.
[1sz. I 2nd. ) o . Meaning obvious. Saves writing out
1;| Repeat back to preceding E sign the s&ur:e passage twice for the sake of
I one bar,
from end of bar marked “1st,” | -

PFIRST time. On repeat, cut out
bar “1st” and skip to bar marked
“and’ to make a correct finish,

" D.C: ’ . If this appears at end of a passage, it | £, is onl decoral ‘ ital-
D.C. §;or Dal Segno,or simply §. means a *“ big repeat.” Go bs:ck 8 :s the %r:t lettert:% f‘ogix;:,f'_c(a‘ygg
till you find a similar mark 'ﬂ and back to the Sign™).

repeat the whole thing, 6ll you | .

come to the word ** fine.”

Fine. Italian for end. After a repeat, | Finish.
stop at the passage where this
- appears. i
R — | This, over a passage means, playitan | 8va, from Italian Octava—8.
Soa - - - Hoco . oc;ave higher. Used to avoid writ- 4+ Octagon **). (Think of

ing in leger lines where it might not . .
be so easy to read. Word loco at |  LO¢® "—back to ordinary location.

endmeans “finish of octave higher”

—play where actually writtén.
P (Piano) Play Softly (PP very soft). Peacefully,
F (Forte) Play loudly (ff very loud) Forcefully.
mf or mp Play fairly loud (or soft). Medium. -
ﬁﬂ . Sign to give fingering for the Ukulele | Ignore.
PD 8L e R e o | 1

cannot read ordinary music).
: A “Slur.” Play the passage over | Meaning obvious. A * joining-together”
o which this occurs as a complete, idea .% this sign, ! 8108
smooth phrase. Do not confuse
. with a * tie.”
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MUSICAL TERMS AND SIGNS—continued.

Sign or Word. ' Ezplamaon Reminder-Key.

P I* € » : s .\
wwd X (Fedel Sis, Depress e pighy | Meaiog obrius
occurs and raise again at #. R )

Accel. (Accelerando) Gradually increase the time (or paoe) _ Accelerate. .
Adagio. - Extremely slow. - _ | — :
Andante. Fairly slow. B : —_— .
Allegro ' | Quewy. ' Al out”
Allegratto. Fairly quickly. T B

.| Animato. . | Withspiric  © . - | Animated.

- Ad Iib. ' | Take your own time. | Obvious. -
Crescendo. s Increase in sound (not-pace). Increase.
Diminuendo. oL Diminish in sound (not pace) Diminish. o
Largo. . Slowly. In a “ Large ” manner, -

Lento, - - Play slowly (sorrowfully). - Relent. . _
Legato. : Play in a smooth manner (joined).. Reg::hb:: Ligament —a joining--
Moderato. : : Play moderately quickly. Obvious,

Presto. - : | Play very quickly. . Remember the conjuror’s * Hi, Presto!”
| Poco. ' ] Alitde, .| Think of French peu (=a little).

“Rall, (Ra”enfaﬂdv} Rit. (tharda).- Play gradually slower. Think of *“ to Rally ” or “ to Retard »
Risoluto. Firmly. " Resolution.

Staccato . Play in a detached manner. —_—
Vivace. _ Play briskly. Vivaciously.
NOTE

There are many other signs which are used in music which are not so important: unimportant that is
_ to say for general purposes. (We are not trying to belittle the careful composer who wishes his
- interpretation followed!) You would do wisely to expend a few shillings on the purchase of a little
_ hand-book on the rudiments of music, or a small dictionary of musical terms where all these signs will,
or should, be given. Youwﬂlﬁndthueaxemanygoodbooksofthxskmdonthe market and you most
certainly ought to have one on your bookshelf. They are simply reference books ; they do not train your
mind or give you memory codes in the way we have done, but they are very handy. The School can supply
aﬂneoessa:yboohsofth:shnd We shall be happytoadvxseyoulfm difficulties.
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PRACTICE ROUTINE No. 4.
CANCELIJNG PREVIOUS 'INSTRUCTIONS.

~ This routine is for daily morning practice of 30'mihutw, and should be
carefully followed. Where it is found possible to increase the time, do so
in proportion to the various items.

You have now arrived at a stage where you must ‘revise all previous work
and discover weak points.

Give seven to ten minutes a day to the exercises in this lesson and the
-rest of your time to the WEAK spots in back exercises.

As before, try to spare over the minimum time, even if it is only a few
minutes; they all help!

Then please, give us a full report on your work up to now, should you feel

(5. Pr wct,




SPECIAL EXERCISES IN TEMPI

35. ' TWO-FOUI‘ TempO Record 4. First Side.
Allegretto (Quickly, 5 , & 3 , 4 % 3 53
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Standard Course, Lesson VI, Fine (end)
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Lento (Slowly).

Six-Eight Tempo. ’
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—
P (softly)

: Standard\Course. Lesson V1.




| 38.. | Slx-Elght Tempo

Moderato gAt a moderate speed)
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Fine.
Standard Course, Lesson V1.
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40. Nine-Eight Tempo.

Largo (Slowly) 1

- Standard Course, Lesson V1.



a1, Twelve-Eight Tempo

4 5 5 ]
g"agf’f"‘ % j? . ,L L ———,. 11i4
| g |

t C
2 52. 5 i . E* 35, .
o —— f 1 ——————
¢ [ Nid (loud)
1 .
g‘_—_f' = — = = +——F— 3 : 3 e
= 3 1 & o
'J : g ’ 1 1' ? Fine.
5 H = 5
Practise the above excercise well. It should b
to the bar, Ve

e played with a steady four beats
slowly at first,please! Pay great attention to Signs appearing inthese
excercises, and note their explanations.

Standard Course, Lesson VI.
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