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MINOR. SCALES

The next kind of scale mth which we have to deal is the minor smle This differs from the major
both in arrangement of the notes and in the resultant sound. In the first place, the two semi-tones
in the scale appear betwcen the.second and third notes, and the fifth and sixth notes, instead of
between notes three and four, and seven and eight, as in the major scale. This affects the sound in such a
way that we might describe the minor scale as having a sad or mournful tone about it, as opposed to
the more cheerful and ““definite” sound of the major scale, to which you are probably more accustomed.

The alteration of these intervals as above causes other sharps and flats to be necessary; hence the key
signatures are different from the major scales beanng the same name. For example, D major has two
sharps, but D minor has one flat.

The A Minor Scale—Still, scales are very simple, and minor scales are played with just the same
fingering as major scales ; moreover, they are quite as easy. The same fingering applies to the key of A
minor, together with its prop on' C, as daes to the scale of C major, where the prop note is E. Look at the
following example, and play it, please.
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We are not going to give you exercises in any other minor scales for the moment, in order to avoid
confusion. So long as you get the scales of C major and A minor well into your head and know them
upside down, we will scon teach you to play tunes; and by this time, that is protably what you are
worrying about ! - We -repeat ‘what. we mentioned before—these keys are chosen for simplicity because
there are no sharps or flats in the signatures.

A list of all the minor scales and their key signatures follows Smdy them and try them over once or
twice. Do not try to learn them off by heart: just keep them by you for reference.

MINOR SCALES AND THEIR KEY SIGNATURES
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MINOR SCALES AND THEIR KEY SIGNATURES—cvntinued.

|
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1 - | —1

C sharp minor - —t

N.B.—The sign [ denotes the semi-tone intervals in the scale. * Notice that these always fall at the
" same places, f.e., between notes 2 and 3, and notes 5 and 6.
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CHROMATIC SCALES

" A chromatic scale is simply a kind of scale in which every note is played in the octave. In other words,
if you start on G, it i$ a succession of semi-tones only, until you get to the next C, and it dmdes the octave
into twelve equal intervals. Here is an example of a chromatic scale.

N I 3 1 3 1 2 3 1 3 X 3 I ’I .
g'z = —= '31'_‘; v —

In the chromatic scale, sharps and flats must appear. This is obvious, because you are dealing with
semi-tones or half-tones ; and as sharps and flats are semi-tones‘in most cases you cannot do without them.
Remember what we told you previously about the brightness of sharps and the dullness of flats. There is
a fixed rule in music that when one ascends the piano, sharps are used, but when one comes down again,
flats are employed. (The pianoforte, by the way, is not the best instrument to express this fully, to disgress
for a moment. You see, a piano is never really * in tune,” because flats and sharps on the piano are one
and the same note. By this we mean that E}p is D§ or C# is Dp, and so ‘on—on the piano. But with an

. instrument which “ makes its own notes,” such as the violin or cello, these sharps and flats are really distinct
and different sound§.) Anyway, returning to the matter in hand, there are eight notes in an ordinary octave
scale and thirteen in a chromatic. Very well then : the extra five notes must be sharps when you ascend
and must be: ﬂats when dwoendmg The ascendmg notes are C§, Ds, F#, G# and A% ; and those descending

Now, as we have-al:eady told you, every major scale contains a couple of semi-tone intervals at two
fixed points—intervals which make it a major scale. We cannot very well sharpen or flatten these sem:-
tone intervals again, otherwise we should obtain;quarter tones, which do not exist on the piano, and
are not recognised in Western music.

As we have already said, there is only one chromanc scale, and this has no key-signature. The reason
for this is obvious.: all the notes in the scale are used. This being so, it will be equally clear to you that

- the chromatic scale is the same in all keys whether they be F or C, or whatever they are. Just as there are
no complications to this scale, so there are no gaps, no tones, but all semi-tones: just carry on. Start where

- you like—finish where you like. There have been many theones on the correct ﬁngenng for the chromatic
scale, but I strongly advise the following. Let us, for example, begin on C once more. You will, of
course, play this with the first finger; play C# with the third finger, allowing the first finger to come
underneath to strike D. Play D# with the third finger and allow the first finger to come underneath and
strike E. This done, we come to our first semi-tone in the scale of C major ; there is no black note and so
there is no change of fingering. As the second finger has not done much work so far in the scale, let us
use it to strike F, and F$ must be played with the third finger. Once again slide your first finger under
for G and play G# with your third finger. Under again for A with the first finger, A$ with the third and B
. with your first finger. . This brings us to C with the second finger, just because, as stated before, there is no
black note. Make it a rule, therefore, where there is no black note, to use the second finger in the chromatic
scale. A pupil may think that, should he or she wish to continue for another octave of this chromatic scale,
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the fingering might be wrong, because instead of arriving on C with the first finger, you are there on the
second. This does not really matter. Your third finger, which originally struck C§ an octave lower, is
already waiting to do so again, and after that, you may carry on as before. In fact you may, if you wish,
start your chromatic scale with the second finger any time you want : the only reasonwe suggested the
first was purely to avoid confusion ; but for a hard and fast rule, the above is undoubtedly the best; in
every case it depends on where the music continues and what follows. We give you below examples of
ascending and descending chromatic scales.

r 3 1 3 1 3 3 ¥ 3 1 3 1 2

e —

o vz'xs_x'/g,x 3 2 1 3 1 3 1
fa) ] 1 3 i .
§—i——j—“—i':tdl— e e e e e e
Notice that the music when going up ‘the scale is written in sharps, and when coming down it is written
“in flats, following our old rule of “brightness and dullness.” ' B '

They are very simple, but do not ‘Vdeepise them on this account. They bring you one step nearer to
perfection. . ' o .

PRACTICE ROUTINE No. 5.

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. - -

Old Work. 4TH FINGER EXERCISE - - = = '« = Iminute -
Scatgs - - = = = « = =« 4minutes
ARPEGGIOS - = = e s e - §
OTHER OLD WORK YOU ARE WEAKEST IN - -5

New Work. ALL NEW EXERCISES, ETC., CONTAINED IN THIS LESSON I§ ,,

Total - 30 minutes

(5 ey .




EXERCISES
a2. EXERCISES IN MINOR KEYS
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This Study is in the Key of A Minor. A Minor is the relative minor of C
Major Why? Because they both have the same Key S1gnature, i.e,no sharps
and no flats.

Standard Course, Lesson VII.
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“46.Combination of Minor and Major.

Below we give an example of how monotony is avoided in music. Too much
minor music is apt to become depressing because of its sadness and its melancholy re-
action on ones mind. We therefore resolve from minor to major or vice versa to relieve

ssible monotony. ing i ai
any po : ny. L IS{esollvmg into Mﬂir. o
¢ T Pt F? 11 E ? 1§E .
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Minor. - 5 -Resolving into Major.
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" Jt will be seen in the above that resolving into the Major does not mean the major
key of Bb as the key signature suggests, but, in fact, an% Mgior.‘key that the com-
poser happens to think best for his music, Note bars 7.an ‘8. The melody and”
I;arill-llnony retsfllves to a distinct D Major chord. Play bar 8 over a few times and you
notice this. '
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SCALE EXERCISES
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“THE SECRET OF BRILLIANT PIANO PLAYING

THE ONLY WAY TO IMPROVE YOUR SIGHT READING.
HOW TO CUT YOUR PRACTICE DOWN.

I now come to the most important thing in rcal musicianship. It is truly the secret of all piano playing

- It is, therefore, essential that you read very carefully everything I am going to tell you in this section of
your tuition. If you do not understand it, then read it again until you do. I have tried to make it as clear as
Ican; but if, in spite of that, you stil/ do not understand it, you had better write and tell me what it is you
do not grasp ; because, unless you now get what I am going to tell you absolutely into your mind, you will
never be a pianist. Mere technical ability counts for nothing unless you know to what end you are going to
putit. It is like shooting a bullet without an object tohit. Of course, the technical end must be sound too.
We are making it so as we progress. This comes foremost in the logical order of learning.

“The first thing you have to grasp is that there is just as much sense in music as there is in speech. There
is a plot in musical composition in the same way as there 1s in a story. There is sense in 2 musical phrase 1
the same way as there is sense in a spoken phrase. If the words you are reading make so little sense that
you cannot even put the right accents on them, you will stop reading. The same applies to music.

Playing music is exactly like reading anud If the words have no sense when you are reading, three things
happen :—

(1) The reader does not know what it is all about, because it is nonsense,
(2) He will stumble, because it is such * drivel  that he does not know what the author is gomg
to say next. :

(3) H:s Jisteners are equally at sea, and are bored.

~ Why is it easy to read aloud? Because you understand the construction (or the why ™) of what the
author is talking about, and therefore you can anticipate what is probably following. In other words, so
long as the author falks sense, you are with him; but you are with him because you understand the sense
that the author is talking. THE SAME APPLIES TO MUSIC.  All music is sense. Once you grasp that, your sight-
reading will be as quick as it is when you read a book aloud (provided, of course, that your technique is
*“ there *’, as a result of practice). Once you are in a position to guess what is coming next, you can think
ahead and play without stumbling. The result is exactly the opposite from what the result of reading
nonsense was:

(x) The reader knows what follows.

(2) The player will not stumble, because it is not dnvel » and because he knows what the
composer is going to say next. _

(3) The listeners will understand, and will not be bored. ,
Therefore, I tell you unhesitatingly, that it is absolutely necessary before you start to practise that you

understand what it is you are practising. You learnt to speak before you learnt to read aloud; (in other
words, you learnt words before you learnt what to do with them). Very well: in the same way you must learn
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the meaning of music before you learn what to do with #. This is not only the sole logical way to learn,
but it will make your practice easier and will take you only about one-quarter of the time, because :—

(z) You know what you are aiming for.

(2) You know why you are aiming for it.

(3) You have a very shrewd suspicion of what follows.

Remember also that there are no “ surprises ” in musiclike there are in an Edgar Wallace story. Edgar Wallace -
depends for his effects upon the unexpected ; music relies for its success on the expected, Music is like a
love story : you know when you openthe book that the hero will marry the heroine in theend !  Therefore,
you may practise less because you know what the end will be, and all the time you have previously spent
groping m the dark is cut out.

SENSE IN ALL MUSIC

We will now go back to our original comparison between colour and sound, and for the rest of this
instruction I want you to make your mind compare sound to colour instead of comparing music to words.
All music has a plot. All pictures have a plotz. Music has varying shades of colour or harmony ; a picture
has varying shades of harmony or colour. It does not matter what stages, what keys, phrases or embellish-
ments this music goes through, it must have a definite start and a definite finish. It does not matter how
many roots, what size of trunk, how many branches, leaves or blossoms a tree possesses, it must have a definite
startand a deﬁmte finish. Tunes, for instance, are composed of a certain number of bars in groups,and these
bars may again be divided into a lesser number of phrases. Trees, in the same way, are composed of a
certain number of branches, and these may be again divided into a lesser number of twigs. One can hear
instinctively when the end of a tune is coming ; you feel the tune drawing near to the finish. One knows
instinctively when the end of a tree is coming ; you can see the end of the branches and the whole outline.
Perhaps in a tune, two or three more phrases are all that is required to complete it, but without these
phrases the tune would be incomplete. Maybe in a tree, the top branches. are all that is missing, and you
realise this, but without these top branches the tree would be incomplete—it would not be symmetrical.
Music, again, would be very monotonous and compositions would be very short if there were only one
tune or “ subject ’ (as we are going to call it from now), in each piece. Trees would be very monotonous
to look at, if they were all the same shape, same height and there were only one branch. A tune may be
composed of 2, 3, 4 or even six subjects, which are really little tunes in themselves, complete musically,
but not sufficiently so for any one to be called a definite composition. Trees may be made up of 2, 3, 4
or even 6 branches, which are really little trees in themselves, complete, but not sufficiently so for any one to
be called a definite tree  The best musical example is that of a fox-trot or song, which has two tunes, a
verse and a chorus. It would be incomplete if it had no chorus, or if the verse were missing, yet both
subjects are totally different, and are in themselves complete musical phrases.” The best example in natureis
a tree which one sometimes finds growing with two trunks; neither would be complete without the
other, yet both trunks are totally different and are in themselves complete trees.

Let us examine a march by way of example : it has a first subject, a second subject, then it returns to
the first subject, and we get what is called a “ trio ”, or third movement (hence the name “ trio ) : yet
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all the above is the same march, and if it did not have these three subjects it would be incomplete and
uninteresting. Let us compare this march to an old tree with large, intertwined trunks and many
branches. Perhaps we have three trunks (all “ main movements ”); now, although they are separate,
the tree would be incomplete without any one of them, because it would lose its beauty of form; it
would not be symmetrical—it would be unbalanced. In the old days, when the wiltz was really in vogue,
it was considered necessary to have ten or twelve subjects to complete a waltz. No doubt you may
remember such waltzes as “ The Blue Danube,” * The Chorister’s Waltz,” * The Eton Boating Song,”
“ Love.and Youth,” Doctrina,” etc., etc. These might be oompared to the holly bush, from whose
roots spring ten or twelve main trunks or branches, but the blend of the whole Iot makes a beautiful and
complete round tree. But nowadays, owing to the fact that people’s minds are more * rushed ”, a piece
of music is invariably confined to no more than three subjects. I am referring here, of course, to
popular music, and do not include such types of compositions as symphonies, concertos, fantasies and
sonatas, and such like really “ heavy * compositions. In all these latter cases, definite musical laws are laid
down, and the composer must abide by these laws, in order to bring his oomposmon under one of these
specified headings.
For the moment, I will go back to the better-known forms of the modern type of music: the ordmary
ballad song, the hymn, the fox-trot, the march and the waltz. The average number of subjects for these
types of music is two, and although each is a separate unit (practically a tune in itself), there must still be~
some link between them. For instance, a verse of a ballad song is invariably in the same key as the chorus
of the same song. This appliés also to the fox-trot, and in most cases to the march; but in a case where a march
has a third subject, or trio, it would be extremely monotonous still to remain in the same key for this trio ;
and therefore it will invariably be found that the trio appears in a different key. But remember, it is sl
the same march; if it is a “descriptive  march, then the music of the trio will still be in keeping with
.the title; in other words, the plot or main idea runs throughout. The same idea applics to a tree. All
-the branches come from the root. They may twist and turn how they will ; some may have leaves and
berries, whilst others may be bare and stark. They may intertwine or they may run separately, but all are
the same tree. They spring from the same plot or root ; in other words, the same reason has brought them
into being. * Kill a root, and all the branches die; or in other words, they become without meaning.
If I appear to be harping on this “tree and music business ”’, you must bear with me. The subject is

so important that I must make sure you have it fixed in your mind - permanently I.ater on, you will
understand and be glad. )

THE SUBJECT
Now, as I have said before, a subjectcan be any numberof bars; and, of course, it can be a less number of
phrases (or divisions of bars) ; but it must have a definite start and an absolute finish. A phrase invariably
consists of 2, 4, 6, 8 or so on number of bars, but a subject cannot be less than 4 bars ; it can, however, be as
many as 6, 8, 10, 12, 14, 16, or more bars. In popular music, such as the fox-trot, waltz, march, song, ‘
etc., 16, 32, and 40 bar subjects are invariably used. I might mention here, by the way, that subjects
-and phrases always occupy an even number of bars; never an odd number. An odd number of bars
would not only make an unbalanced tune, but it could never be split up into equal portions or halves ;
and because you must always be able to split music up into these equal portions is the reason why the
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" Count aloud four bsats to 8 bar whilst playing this exercise.

It is definitely complete, and you can leave your piano if you wish and say to yourself, “ I have played
a tune”. Yet, when you have left the instrument, surely you are bound to feel that something else is
required to com.plete your performance ? Perhapsnmybeanothnfomb&s,mmahetwelvebanmall?
Tryxt tblsmhothmdsnow—
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It sounds better this way, doesn’t it? Thus is music built up : ever with the idea of avoiding monotony,
holding interest and leaving that impression of satisfaction both to performer #nd to audience alike.

<

Repeat the above melody a few times. Does it sound finished to you ? Certainly it does now. Nothing
more is required. By over-repetition it would merely become monotonous, dnd ‘monotony is the one
thing to which music must not be subject. Monotony in music may again be compared to a tree. It is
like a poplar tree, whose branches grow at exact intervals on either side of the trunk, and upon whose

~ branches an exactly equal number of leaves appeat. The stalk goes on for hundreds of feet up towards the
sky, and still this regularity obtains. Impossible, you say? Exactly: but so it is impossible to have
monotony in music and to obtain satisfaction. The tree we have described would hardly be a thing of God’s
creation ; it would be more like a telegraph pole—it would be mechanical ; so it is with music. Let us
get back to our first eight bars. We played them, and to carry on with that “ something ** that was to
complete our piece to the satisfaction of our mind it was necessary to have a further even number of bars.
I think you found that another eight “ fitted the bill ”, or satisfied you. I say eight, because I have already
told you that 5, 7 or 9 would not do. If we were only to use 5 or 7, our phrase would be unfinished’; but if
we were to use 9, our phrase would be over-finished, because there would be one bar too many.

When you have stopped to listen to a musical instrument being played, or perhaps to an orchestra of
instruments, you have hitherto appreciated the music you have heard without knowing why you have
appreciated it. But now, as I am pointing out the reasons for music, you will be able to look for them
yourself : you will be able to dissect them and to appreciate all the points which have brought music into
being. You will be able to pick out the melody or the harmony ; to discover where one phrase finishes and
the next begins ; to know how many themes or subjects a piece of music has. Experiment for yourself.
Play only three bars of the above example : I think you will agree tha: it is very unsatisfactory. And
50 it is with our tree. - You have observed a trce as a whole, because you have been used to doing so,
but in your country rambles you have often enough come across a mighty oak which has been struck by
lightning. It is bare. There is “ something missing.” It is incomplete, but you don’t have to be fold it
is; your mind appreciates it instinctively. It is part of your nature to grasp this at once; my duty to
you is to teach you to grasp the completeness or incompleteness of music in exactly the same way—by instinct.

Now, there is a definite rule about all this ; and like all rules, it will be broken, otherwise there would be
noneed for a rule. A SUBJECT MUST FINISH ON ANOTE WHICH IS IN THE SAME CHORD (OR ““SET OF HARMONIES )
UPON WHICH IT BEGAN. Later on in music, when you begin to combine melody and harmony together, this
rule, of course, will apply not to the word “ note ”, but to the word * chord ”; and the word “ chord”
brings us to “ colour ” in music. So back we go to our comparison with our tree. Will you please pay
particular attention to the musical ezamples T have given you below, and which you will find on the right-
hand side of your page, and ‘compare them with the pictures of the tree which you will find similarly
placed on the left-hand side of the sheet. Do not think of one without the other ; think of both together.

N.B.—The melody used in all the examples which follow is, of course, that of  Swanee River” (the
old folks at home).
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I. livery musical composition has a root or plot : every tree has a plot or root  Here they are :—
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Way down upon the Swance river, Far, far a- way ¢
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' That’s where my thoushuarg turning  ever,
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Back where the old folks stay.

*“ The plot.” ' “ The root.”

These are the essential parts of the tree and of the tune, Without the root o plot neither can be there. But
if the countryside were covered with nothing but roots, or if musical composition consisted of nothing but
plots, both the country and the drawing-room after dinner would be desperately monotonous. So Nature

embellishes her work. As in the tree, so in the music. She extends her plot right to the finish. She
extends her tree right to the top.
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o heart grows weary, Far from the old folks at h9

“ The complete plot.” ¢ Completion of tree.”
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This is still very uninteresting. It looks more like a new telegraph line than a pretty countryside; and,
musically speaking, it sounds more like a one-string fiddle than a real artist expressing himself upon the
piano. What is wrong with it? It is incomplete. How can we cure it? By breaking the line. How
shall we break the line? By adding branches or side plots. Let us have a look at our handiwork.

QAN JV

“« Variers. |  The Branches .-

s

This is better, isn’t it? It is a little more decorative, a little mopé mtemnng ; but don’t forget that.
the trunk or plot is still there, and if you took it away the branches would drop, because there would be’
nothing to hang them on to : there would be no reason for them. Now, just because the tree trunk does-not
go on so far that it touches the sky, so the root or plot of a piece of music is always written and played within
a certain register of the piano. This is usually from an octave below middle C to an octave above middle C.
Two octaves are really all the space usually necessary to express a subject, in the same way that so many feet are
all that is necessary to encompass a normal. tree trunk. But, of course, the piano would be a very uninteresting
instrument if it only had two octaves, and trees would be very uninteresting if they were all the same height.
The piano would lack all the brilliant effects that are obtainable upon it to-day ; the trees of your countryside
would lack all the charming variety which pleases the eye when the sun shines brightly upon them. But still
remember that the root of the “ piano plot ”, which means the root of the piece played, has a maximum
compass of about two octaves, one above middle C and one below it ; and remember that no tree worthy of
notice is below a certain height, whilst no tree, except a freak, rises above a certain stature.

Even now you must admit that the whole subject is a little bit austere ; it is rather wintry. Music is a
joyful thing ; trees are at their best in spring. Most piano music (and by * piano music ™ I mean music
especially composed for the piano) is made up of themes or subjects, and variations upon these themes
or subjects. Most trees are made up upon roots and trunks, and upon variations of these trunks (branches).
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But there is more in it than this. Let us suppose that you yourself know a piece so well that you could hum
it. Now all you /uum is the outline or trunk, but you hear it more fully when it is played; but without this
“ humming plot ” of yours, this interpretation on the piano not only would not happen, but it could not
happen, because there would be nothing to interpret; it would merely be a lot of meaningless harmony
with no definite object in view. Ah! Now we have come to it! Harmony: that is the secret. Harmony
is the colours of the musical tree. We are gerting a little sunshine into it. How are we going to paint
our tree? Surely with the most suitable colours—the natural ones. You do not expect to find pink
leaves upon a blue oak, nor red leaves upon a holly bush. Harmony then, is the colour of the musical tree
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“ Colour.”

Now, let us take the complete piece of music you have just studied in portions, and play it over in full
with its harmonies as you see it above. If you are any musician at all, you can hear the harmony that it
needs, can’t you ?  Of coursc you can! It is suggesting itself to your mind all the time. If it doesn’t, it
simply means that the melody means nothing to you ; and as the melody of my example is one of the most
popular in the world, it cannot possibly have no meaning. If it has no meaning to you, then I am sorry, but
you are not a musician and you never will be. If I show you an oak tree in winter, and say to you, “ What
will grow on this in the spring ? ” and you reply “red berries ”’, then the best thing you can do is take
up fret-work as a hobby ! But just because I cannot think that of my pupils, I know you will say in reply
to my question about the tree, *“Oak leaves will grow on it, of course”. Therefore, the tree has a definite
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meaning to you ; it stands for “ oak-ness ., So should the music have a definite meaning for you, in such
a way that you could almost add the harmony for yourself. If you knew the rules of writing, you could
write the harmony in ; if you understood the laws of painting, then you could put the leaves on canvas in
their correct shape and colour. As I told you, any harmony will not do; that would change the entire
subject. Any leaves and colours will not do; we don’t want red berries on an oak tree ; the colour and
subject would be “ all wrong ”. Look at what follows and see if it satisfies you.
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* Wrong harmonies.” “ Wrong leaves and colour

You see what I mean? Allright! Let us get back to the musical side of it. As I say, you can hear what
harmony is required. In this particular tune, you know that the first *“ collection of harmony * (or the first
chord) needs the other notes appearing in the common chord of C—that is to say, E, G and C. The next
chord you want is the common chord of G, then back again to the common chord of C; next comes the
common chord of F, and back again to the common chord of C; and finally, the common chord of G once
more. By now, you have come to the end of your first phrase ; and to finish off our subject, the harmony
is merely a repetition of what you have just done. We have already given you an example of the right
harmony for your tree, and the right colouring and leaves for your music.

Play this over a few times until you are thoroughly familiar with the movement of the chords in the left
hand. I need hardly ask you to look at the picture a few times until you are thoroughly familiar with the
colour and shape of the leaves! There are only three different chords, and not very much to remember.
There is only one shape of leaf and colour and not very much to remember. Now these three chords,
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in relation to the key of C, are the foundation of 9o per cent. of the harmonies that can be played in the
key of C; just as these leaves and shape and colour are the foundation of go per cent. of the oak trees
which you see in this country to-day.

We give below an example of the second subject of this piece.
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 The Second Subject.” ‘ The more complete tree,”

The same three chords are used only in different rotation ; and when they are struck simultaneously
with the moving notes of the melody, they produce entirely different effects. These three chords appear in
every key (on different notes, of course, according to the pitch of the key) ; so let us call them *“ key-foundation
chords . Likewise, the same leaves and colours and outline are used, only in different order ; and according
to how they fit in with the general shape of the tree, so they may produce an entirely different effect. But
these outlines and branches and colours appear in every tree, so let us call them * tree-foundation ideas .

Now, judgment must be used as to what are the most suitable and common chords to use with the
melody. In the same way, judgment must be used to decide what is the most “ likely ** outline for a tree
of a certain ““ make " to take (you would not expect an oak tree to grow in the shape of a poplar !). Musically
speaking, it may be better to use “ third chords ”’ in some cases; in other cases ‘ sixth chords’’ may be more suit-
able,andsoon. We give on the next pagean example of complete melody with technically correct chord-building.
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“ Correct chord building.” “ Average oak tree as you would expect to see it.”

This is how Tom Jones might play this piece and he would be perfectly correct.  Let us call it Tom
Jones’ interpretation. Now Jack Robinson is a man of greater temperament than Tom Jones. He is a
rugged man, accustomed to living in the wilds, nearer to nature. He sees things at their stormiest, and
goes down to the heart of matters. The pleasant oak tree grown on the Squire’s estate is of no use to him ;
he wants a wild, storm-tossed example of Nature’s handiwork—something that expresses his rugged
personality in the stronger aspects. So this is Jack Robinson’s interpretation.

-
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“ Jack Robinson’s idea.”

LLook at his work. He is more enterprising: He has got more down to the essential facts. He has
dissected these chords, and made an harmonic movement of them. In other words, he has got to the bottom
of the tree and discovered the reason for it. He has got down to the essential “ tree-ness * of the oak. He
has split up his chords and made an extra melody, one that is sufficient to suggest the harmony required
for the main melody, or subject. Not really so * enterprising ” after all? He is only nearer to the root
"of things. Again I repeat, it would be very monotonous if all harmony had to be played in strict simultaneous
chords, just as it would be very monotonous if all cak trees, however full-grown and beautiful,looked like the
same oak tree ; wnthontanymovmentorvamuohwhatsoever,whereoneanhshouldwebe?

Getting downtotlmpracncal again, let us call Jack Robinson’s interpretation * harmony embellishment * ;
but do remember that both cases are correct. valdedthatyoulweptoyoursub,ect,orroot,anduse
colours, or harmonies, you may paint your picture or compose your piece in what manner you wish. You
may paint in water colours or in oils : you may compose in the dainty or the bold. Either is correct,
though the treatment or musical movements are different. But the acid test is the same. Will anybody
lookmgatthepxctnreorhsﬁemngmdxenmeknowwhatxtxsallabcut? If the answer be “ No ™ , you
had better give up music or painting; but if the answer be * Yes ”, go on, and I will help you. You
have dxsooveredthemostxmpomntsecret, themmccofyoursubject.

By now, you, my friend, must be getting an insight. into the more advanced stages of piano playmg,
which are merely piano * understanding **. Itxssullmstllkepamnng you take your palette and you choose
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your right colours and you place them upon the canvas with an understanding of what you are doing.

Every touch of the brush, and you are building up stroke by stroke upon your charcoal foundation, until

at last you have the finished picture, which gives pleasure, inspiration, and understanding to all who gaze
- upon it.

As your technique becomes more advanced, I shall explain musical construction still further to you in
its more elaborate forms. I shall never ask you to play anything without first explaining what it is you are
going to play. - But before we reach this stage, we must concentrate on getting your finger technique—the
tools of your trade—more in a level with your understanding. After all, it is no good understanding the -
piano if you have not the technical ability to translate your understanding into action. It is nearly as futile
as having the ability to do something without knowing what it is you have learnt to do. I say “ nearly ™ :
but not quite !

Try to be interested in all exercises on the above lines. Above everything, study them and find out the

“ reason ” for them, as explained above. Discover the plot, where there are definite  tunes”.

Never sit down to play anything without first trying to make sense of it.

As we have already stated, there are two things in music : notation and time value. Time value is split
up into various forms, just the same as is notation ; and the combination of the two must produce every possible
piece of music yet to be written, and kas, in fact, produced every possible piece of music that has been written.

In my modern methods of teaching, it has been found possible to do away with all fedious exercises that are
of no benefit to the pupil ; but of course, in order that one’s fingers may be developed for piano technique,
certain exercises must be necessary. These exercises have been most carefully thought out, and I have givea
the student no unnecessary material to practise. Many of these exercises are phrases in themselves ; some
of them are even little tunes, and after a very short time, as they become more difficult they also become
more interesting.

PRACTICE ROUTINE No. 6.

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. .

We now come to the smgé where we can ieave you to make up your 30 minutes’
practice for yourself. You know what you are weak in!

First of all, practise and learn the pieces which I have given you as exercises to
this lesson. Study and analyse them on the lines of my instruction. Try to play
them well and take an interest in them. I have purposely given you only a few

exercises because you had rather a lot in your last lesson.

Spend 10 minutes a day on these pieces. The remaining 20 minutes, please go
overpe:‘he old ground picking out l:he weak spots in the shape of gxercisw,

fingerings and scales, and report to me if necessary.

134, ra,
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FURTHER INSTRUCTION ON MINOR SCALES

The minor scale, you already know, must now be divided into two distinct classes ; and the technical
names for these are :—. ” A ' '
(1) The harmonic form,
(2) The melodic form. ‘
Will you reinember that these are defined in this way purely from the technical peint of view for practice
work, and they really have nothing to do with the construction of .2 composition in a minor key. They
are simply two different forms of exercise in the same key, but as they sound different and are written
differently, they must be given separate names to distinguish them.

The ordinary .minor scale with which you are already familiar is neither melodic nor harmonic. . The
ordinary minor-scale is “ made up * to contain the sharps or flats proper to its key. I am giving you below
two lists, a complete set of the harmonic and a complete set of the melodic minor scales. A study of these
will show you where they differ and in what way both are different from the original minor scales of your
previous instructions. ‘ . -

HARMONIC MINOR SCALES
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“ RELATED” CHORDS
Earlier in your studies I gave you the common chords in all keys. Now, each common chordhas its own
particular relations, By this I mean chords are related to it which are very near to the common chord
itself, because they are in the same key as this common chord. In order for a chord to be able to claim
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relationship to any common chord, it must be able to resolve back into the said common chord. I think
I had better give you a definition of what I mean by the musical term “ resolve . When a certain chord
is struck, and it leaves an unsatisfactory effect upon your musical ear, in such a way that your ear does not
find rest, or feel completion of sound until the next chord following is played, then the first chord is said to
resolve into the second. Resolution, therefore, is the musical change which must take place between. a
chord and the one next following it, if the ear is to be satisfied harmonically. I am giving you below a
table of related chords in various keys. You must study this very carefully and you must play them over so
that you get them “ into your system.” I might mention-here that the object of these various tables I am
giving you is to make you familiar with different common musical forms, so that when you come up against
any of them in a composition you recognise them at once and you are not mentally surprised at what follows
them. This, of course, has a very beneﬁcaal effect in helping you with your sight reading and avoiding undue
hesitancy.
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"RELATIVE MAJOR AND MINOR KEYS

Just as every chord has its own relations, so every major key has its relative minor. The minor relation
is quite a simple matter to discover. If you wish to find the relative minor of any major key, play the major
keynoteandstartplaymgthescaledmnthepmno Thethxrdnoﬁedown(wh;chmthesecondnoueafter
the key note) is the key note of the relative minor. For instance, the relative minor to the key of C major
is A minor, which is the third note down in the scale of C major. The reasons why they are so related are
* rather technical and really come under the heading of musical theory, with which subject I'do not wish to
worry you here. The simplest explanation I can give you is that they are, as regards sound and key
signature, in  sympathy * with each other. The relative minor to the major key always has the same key
signature ; for instance, D major has two sharps, and so has B minor, its relanve. I give you below a

' s:gnatuxe chart of all the major keys together with their relative minors. .

C ma;or " G major D mnior
A minor E minor B minor
& g S !
A major B major -
. F sharp minor . C sharp minor
e s
. }l - 1l — 1 .
. B major F sharp major ) C sharp major
G sharp minor ) D sharp minor # A sharp minor
C flat major G flat major D ﬂat ma;or
A flat minor B flat minor B ﬁat minor

3
:
2cd
' o3
i



THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE

(PIANOFORTRBE).
Copyright for all countries. All rights reserved
LESSON IX ght Page Five

A flat major E flat major B flat major F major C major

minor C niinor G minor minor A minor
w8 b b - 7
o b 3D B > H
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COMPOSITIONS IN MINOR KEYS

You might be tempted to think that when two keys have the same signature, a major and a minor, that for
this r=ason you would have a difficulty in knowing in which key a tune was written ; but this is not so from
the very nature of the tune itself. As I have told you before, minor keys have a sad or mournful sound,
and therefore the first few bars of the composition should put you in a frame of mind where you know
instinctively whether it strikes a major or a minor note.

I amgmngyoulater an example of a composition in a minor key. You wxll, please, study this
carefully, following any directions I shall give you withit.

INTERVALS
3rds, 4ths, §ths and 6ths

The above heading refers to intervals between notes on the key-board, and these definitions are merely
musical terms to denote the length of these intervals. I am not going to teach you any unnecessary musical
theory in this preliminary Course ; but I do not want you to be frightened, on the other hand, when you
come up against one or two terms which may appear to you as if they were going to “‘make leednﬂicult!” As
a rule they are capable of quite a simple explanation which you will discover for yourself ; and where this
is not so, I will always give you clear definitions. You should, however, know these simple intervals by their
correct names so that you may readily recognise a 4th, for instance, when you meet one. These terms really
~ only correspond in music to nouns, adjectives;, pronouns, etc., in grammar. I am giving you an example

of each of these intervals below :—

Third Fourth - Fifth Sixth

= —
Py ER - S = =

A collection of these intervals is. extremely useful when they are played consecutively (i.e., one following
the other) for the purpose of developing and strengthening the fingers and wrists, together with that control .
of the keyboard which is 5o necessary. Will you, therefore, please practise the ezamples which I am giving
you below. Use your own discretion about fingering all intervals here and on the next page. “There is no
«correct” method. ‘The fingering which is easiest to you is the best.

'CONSECUTIVE INTERVAL EXAMPLES
'l'hird Scale (major) ~ Third Scale (chromatic) Third Scale (migor)

R el RO 179
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Fourth Progressions
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Do you notice why the third Fourth Progression containg an F$? It is in the Key cf G and
youknowthat KeyGhasonesharpm 9

Fifth Scale (Major) ‘ FifthProgresmons '
e S e
P e
i Chromatic Fifths . o |
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Six_th Scale (Major) . Sixth Scale (Chromatic)
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INVERSIONS
‘Every chord may be constructed in three different ways. First of all, there is the ordinary chord as you
know it, or in other words, the chord proper ; then what is called its first inversion, and lastly its second
inversion. The word * inversion * must be taken in its literal sense as meaning a “ change about,” because

that js what actually takes place. The same notes of the chord are used, but the order in which they appear
is changed For instance, the notes contained in the common chord of C major are, reading from the

bottoin upwards, G, E, G, C:— E—E Now, we begin our ﬁtst inversion a major third hlgher,

The second inversion must begin ‘on G, which is a ma;orﬁfth higher than the key

note and a third higher than our first inversion. This is how it appears in the music :— ' .

Naturally, inversions also apply to the chords of minor keys in the same way, except that the intervals
between these will be minor thirds instead of major thirds. ,

THE TONIC AND THE DOMINANT

The two words which appear as the heading of this paragraph of instruction are technical musical terms
which are quite commonly found, and I wish to explain them to you before we go any further. They are
quite simple. The tonic is simply the key-note of a scale ; the tone-:c » note, or the nonc which gives the
tone of the seale. Tomc is only another word for key-note. ‘ :
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. The dominant is the next most important note in the scale after the tonic. It is the note which may be
said to dominate that scale. In major scales the dominant is always a fifth above the tonic of that scale.
You may always recognise it instinctively by its sound in relation to the tonic. The old-fashioned accom-
paniment known as “ vamping ** always started on the tonic and the next chord in sequence was a dominant
chord. If I give you a piece of so-called “ vamp * accompaniment below, you will see just what I mean
and understand how you may recognise the dommant instinctively :—
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THE DOMINANT SEVENTH

In every tune, melody, or pianoforte composition, the most important * deciding chords are the chords
of the dominant seventh. By “ deciding chords ”, I mean chords which determine on what lines the
composition must “ move * after they have been played, in order to give a satisfactory sound to your ear, and
to be musically correct. And musical correctness in writing is just as important as grammatical correctness
in speaking. You do not say, “ You was going out  ; the word “ you * in this sentence is a kind of dominant
seventh, because it decides the direction of the next “ piece of sentence ” following—in other words, it controls
or dominates the form of the verb “ to be . I think I bad better show you right away what a dominant
seventh looks like in music. : '

Here is the tonic chord of C :— pmn

and here is the dominant chord of C :— E

Now, a seventh up from the bottom note of this G chord brings us to F, so this is your complete dominant
seventh chord (which really means a “dominant-with-seventh * chord).

Very well : what do you notice concerning this chord when you play it? Its tendency is to lead back to
(or resolve into) the common chord of C, isitnot ? In other words, it wants to go back mto the key of which
G is the dominant. As we told you above, the dominant is the next important note in a “ vamp ** accom-
paniment, so the dominantseventh is the chord used in this type of accompaniment to lead back to the tonic.
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1 am giving you below a list of four-note dominant seventh chords in all major keys. Please study this
carefully and beoome familiar with these chords.

DOMINANT SEVENTH CHORDS

In the most popular types of music, gnch as hymns, or fox-mts and other dance numbers, ballads, etc.,
chords of the dominant seventh invariably lead back to the tonic chord. But in the more intricate forms of
musical composition, they may lead .into any chord. I particularly want you to recognise these as leading
(or passing) chords. As I said before, think, and try to find out to where they are likely to lead. ‘This will
materially help your sight-reading.

THE MORE ADVANCED KEYS

The commonest keys in pianoforte music are the major keys of C,D,Ep, F, G, A and Bp. Itisin
these keys that the majority of most popular songs, ballads, etc., are written.

The more intricate or advanced type of music may, of course, appear in any of the remaining keys, which -
are E, B, Ay, Db, Gb, C, Fff and C§f. The least used of these are Cf}, Fif and Gh. Don’t be frightened
of these keys. -Never let the appearance of a few sharps or flats upset you by now ; remember the rules
governing them. This distaste of certain keys is purely a mental attitude, and I hope that at this stage you
will have trained your mind, by practising the keys you fancied least, to regard all keys more or less on a
level. I am mentioning it here again just to remind you.
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IMPORTANT NOTE ON THE TREBLE AND BASS STAVES
It sometimes happens that a composer wishes you t play a piece in such a part of the piano that all the
notes you are playing (with both hands) are in the treble clef. This means to say that the printed music
would really require two treble clefs, one for the left hand and one for the right hand. How is this to be
done without adding an extra line to the music? The answer is very simple. You borrow a piece out of
the bass clef, putting a treble clef sign in front of the part you wish to play in the treble in the following
mannet,andcorrecuncltagamwhenvouwanttoremmtothebassclef

N r vy P 1S ~ N
=== _lf:f“.;‘“_'f':??.—_‘mcﬁ#
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— - rg‘ : ! ___@' f IS I
—G— L - - 1 |
|/ Change of Clef |
This is very much like sharpening a note and then correcting it with a natural, is it not? Just as you
“ borrow * the sharp until you have finished with it, so you borrow the bass clef till you are done with it.
Of course, the same thing applies where the composition is written so that both hands have to play in the
bass clef. You require two bass clefs for the moment, and the situation is dealt with as below :—

Moderato.. ' .
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v v v = v & ' '

1 mention this here because 1 do not wish you to come across a piece of music in which the above occurs

“and imagine that either the printer or the composer has possibly gone out of his mind ! You will, of course,
readily realise that this is the only way the music could be written without undue muddle on the printed
score.

L 188
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'PRACTICE ROUTINE No.7.
CANCELLING PREVIOUS INSTRUCTIONS.

Thmmuunexsfordmlymommgpmctxceoﬂomutm,and should be carefully -
followed. Where it i3 found possible to increase the time, do so in proportion to
_ the various items.

Give half your time to the scales, keys and arpeggxos you

like the Jeast! . «e - I5 minutes
Examples and Exercises in this lesson T
Total ... 30 minutes

Don’t forget the 4th ﬁnge; Exercise.

13, o,
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~ FINGER DEVELOPMENT EXERCISES
. (Minor). |
~ Right Hand.

- N.B. Tobe practiséd first staccato and then legato.
5 5 5
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- Standard Course, Liesson IX.



-Left Hand.

Standard Course, Lesson IX.
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Sketch.

BILLY MAYERL.

5 4
3 v
" H——— —
¥
l 1 7= ¥
1 % Ig

3
5
% s T 1
——
¥ r s{ & =
S SR 1 n ]
: _ 2 5 3 2 .5
, B 5 . 8
Standard Course, Lesson IX. * In this chord, Fand G are struck

simultaneously with the thumb,
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* /) means, a slight pause.

Standard Course, Lesson IX.
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_ -Practisge this, as a piece, not as an exercise. Pay great attention to all expression
marks and,if possible, try to memorize it. It has been especially written to show you
how it is necessary to “borrow? parts of the bass register for the treble hand and

Vice versa.
Standard Course, Lesson IX,



Spanish Dance.
- Record 4. Second Side.
Moderato, well marked. , 2

45 5%g

. BILLY MAYERL.

Standard Course, Leason IX,




Vil

Standard Course.Lesson IX,



This piece contains three subjects; do you see how they lead in from one to the
- other? There is no sudden change,and each movement is absolutely necessary;your
piece is definitely complete. Practise it well; you will be pleased to play this properly
because it is not a study: it is a musical corfiposition.

Standard Course, Lesson IX,
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