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RUDIMENTS OF MUSIC.

<^3>:-^«>-

SECTION I.

NOTES, RESTS, etc.

Musical sounds are designated by the letters, A,B,C,D,E,F,G. Each letter represents a sound

one degree higher than the letter preceding it. As the sounds ascend, the letters are repeated over

and over again. The Keys of the piano and organ are also called, A,B,C,D,E,F,G(see plate of Key-

board.)The interval between any letter and its repetition is called an Octave (meaning eight sounds;)

thus: A B,C,D,E,F,G. A,B,C,D,E,F G.

Octave. Octave.

The duration, or length, of sounds, is indicated by the form of characters called Notes. Seven forms

of notes are in common use. Every note has a corresponding sign, called a Rest. Restb indicate a

silence of the same duration as the sontiff of the note with which they correspond. The following

table gives the forms of the notes and their corresponding rests, and also their relative values.

Comparative Table of the relative value of notes.

A IHiolc Note TVH

2 Half Notes.

4QuarterNotes.:

NEighihNotes.

16 Sixteenth

Notes

.

33 Thirty

Second Notes-

fi4

is equal to

^^^ X
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/\ / \ /
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Whole rest -^ under a line.
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Quarter *'
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Sixteenth "
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The duration of a note or rest is increased on»' half by putting a dot after it

o- is equal to d e) o or JJ J J J J etc.

a- is equal toj d or •••••4 etc.

A second dot increases the duration by one half of the first dot-

J.- isequl to • J • J'

SECTION II.

THE STAFF, CLEFS, AND LEGER LINES.

The Staff or stave consists of five parallel lines.

The notes are written on the lines or in the '-pares between them.

The lines and spaces are numbered from the lowest , upward.

Sijijns called Clefs, are used to determine the letter, sound, or pitch, that each line and space

represents.

Two clefs are used in Harp music: the Treble, or G Ckf. ^ m
and the Bass, ur F Clef,^: These clefs are placed at the be^innin^j of the Vtaff. EXAMPLE.

m
The line running through the circular part of the rf^ -^clef is always the G line; that is. on this#

line, a n»/te would represent or sound, G.

O

The line runninjf between the dots forming part of this clff,0: is always the F line; that is, on

th is line, a note would represent or sound. F. ^E

Two staves are used for Harp music, joined thus, by a si^n called a Brace.~
1Th f upper staff, with the fo, for the rij(hl hand. I i^^

The luwi-r staff, with theO:,for the Kft hand

6872- l:<3
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Having determined the name of one line in each staff, it is a very simple matter to find the names

of the notes on the remaining lines, and also of the spaces.

an
EX. m:TIT -o-Tf -»--«-

B D E

In this example all the notes in the Treble staff are given, commencing with E . There is first a

line, then a space, alternately.

The lines and spaces separated.

G H D E

fl I « Q 4 5
< ti 3

4
11 1E \ fm f» ti

1'-'"• vnj -^ vf ti 1

The notes in the Bass staff.

B D F F A C E

LV • I
tJ" (t
•r J ti

r» '»

A B
The lines and spaces separated.

-re -It
—

—

-a a—

-

C

4

D

5
o

E

1

F

—-a

—

G

S

A

4
-*l£ 1 o—

—

ti^ o « ti
ti

When the sounds extend beyond the limits of the staff, either upwards or downwards, the notes are

written on added lines, called Leger lines.

The notes are written on, above, or below the Leger lines.

Names of the notes on

the Leger lines above

the Tr.'ble staff.

.1
4

^ i ^ -
j^^
—~ ——, Names of the notes above

A C E (i

the Leger lines above the

Treble staff.

it
4 I S

B D

Notes on the Leg'

below the Treble ^

ger lines
j
Q

staff. ^ •' =^

C

Notes hi

in the Tr

I'lowtbe Leger lines -Q

eble staff. ^ L "^ ^ *

The Leger lines and spaces below the staff are counted downwards.
E

4. ^
Leger lines above ^^

the Rass staff.

Notes above the Leger ^ts=

lines above the Bass staff

_Q_ I 4 §

B D F

Leger lines below

the Hass staff.
^ a a

E C A F

Notes below the Leger :<»v :z=:

lines below the Bass staff." -xr
TS

D ^ o
^ G
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SECTION III.

BARS, MEASURES,AND TIME.

Music is divided into portions of equal duration, called Measures, by lines drawn across

the Staff, called Bars,(the Measures are generally called Bars.) The end of a piece or part is

marked by a Double Bar.

*
Measure. Measure

.

Measure.

Bar. Bar. Bar

The duration or" the Measure is indicated bv certain signs, or figures, placed after the Clef, or

after a Double Bar, if there should be a change of time in the course of th-e piece of music.

These signs, or figures, also indicate th»' rhythm, or accent, of the measure. They are called

Time- marks. The word /i'nj<? has two meanings in music; one is, the rhythm, or accent, of the

music; the other, the rate of movement: musicians, to prevent confusion, use the Italian word a

tempo in the latter sense.

The various kinds of Time are classilied as

SIMPLE COMMON.

MMPLF. TRIFLE.

The following table contains all the varieties cf time met with:

Simple common.

c or

i(

%
= two measures of

4

%
= two « ft

4
8

t(

%

SIMPLE TlilPl.F.

I

compound common.

compound TRIPLE.

COMPOUND COMMON.

*>= four measures of SL

\2 = four " " SL

COMPOUND TRIPLE.

= three measures•sof
I

8-
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1

g

^ o ^ 3
o

6

13

o

3; a; • r-* TJ
O u

-«-> c
o- rt rtO ,^ .CJ !->
-4-» •-> C«H

fi "s?
a>.

1> •*-»

o
1)
f !

>

»—

<

^r* ^ §
P<

-d +J M

eS

-3

aja rt P^

1

•.-1

1)

r/;

p-
1

Is

if O

,0

•T-t

A WJ
<V « Vi

^ 45

If

D
^

x> ^



When there is a Pedal of reinforcement (calU-d

thff Swell-P.-dal) it is phiccd in the centre of the

1^^' base of the instrument (cuvette) that is to say be-

tween the three Pedals on the Kft and (he four on

the right.
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It will be seen that the upper one of the figures that indicate Simple Common Time, is a tno or a

four— even number: of Simple Triple Time, a three— odd number: of Compound Common, .six or

twelve—even number: of Compound Triple, a w///p—odd number. Also, that all the Compound Times

are formed by adding; together two, three, or four measures of Simple Triple time.

The measure is divided into Beats, or Counts;

C or :^ has four beats, or counts, in every measure.

(l or -2. " two " ^ " " '' "

A

As C signilies the duration of a whole note in every mi*asure, and has four counts, or beats, in the

measure, it follows that there must be one beat to every quarter note, or two to every half note, or

three to every Dotted Half note.

As (h has two beat^, there must be one to every Half note.

As 2 - •' •' « « Quarter note.

4I., -^,4*., all have three beats in the measure.

3l m three Half notes with one beat to each

.

B :== " Quarter notes " "

In slow tempos _3 and .3_ sometimes have the

number of beats doubled.

3 z= •' Eighth notes " «

(In rapid tempos 3 and 3 has but one beat to

the measure .)

In the Compound Times, there is one beat to every measure of' Simple Triple the compound measure

contains: thus

O has two beats, as it contains two measures of 4|_

y u .t .t « i( M A
2677-1^ *
15292-
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hav«' each four beats.

1 !• three "

In ^low tempos it is rustomary to give a beat to t«very member of the Simple Triple Time from

which the rnmpound measure is constructed.

Thus yt . -U-, would have six beats, and so on.

SECTION IV.

SCALES.

Thkhv are two kinds of Scales used in Piano and Or^;an music; viz: the Diatonic, and the Chrom-

atic: the word diatonic means, ihrot/^h the taues— ixwA a Diatonic Scale is one that contains the seven

notes in succession, without repetition.

The Diatonic Scale may be either Major or Minor.

THE MAJOR SCALE.

The distance or ditference of pit( h btt / cen any twf) notes is called an IntkhvaI,. The interval takes

its name from the number of notes it includes; thus \ to B is a second, A to C is a third; there being

three notes included from A to C.

The smallest interval used in music is called a Skmhonk. or Mison Skcond; from K to K, and from

B to r, are Semitones, or Minor Seconds. (' to D, 1) to K, E to 0, (Uo A, A to B, are Ma-IOH Skconhs.

k Major Diatonic Scale contains both Major and Minor Seconds.

The Minor Seconds occur between the third and fourth, and seventh and eighth notes; thus:

t « S 4 ft 6 7 N

C I) E F G A D C

This is called the Natihai. Scale, or Scale of C, and is the only stale that can be formed without

using Sharps or Plats. When a Scale has two Whole tones, or Major Seconds, from the first to the

third notes, it is called a .Major Scale; therefore this series of sounds or notes forms a Major Scale,

and is called the Scale of T Majoh. •

This sign JJ, called a Sharp, when plated on a line ov space, raises the note 4 semitone.

u « [,,
u YVdX, " " " " lowers '• " "

** " i|' " Natural, replaces the note to its natural position.

t«77-117



This sign x, called a Double Sharp, when placed on a line or space, raises the note a whole tone
u u LL, a u a i^i.^ a u u n. u , a u u u

Flat, lowers

The l^k^will also restore a x, or !?l? note, to its natural place.

The use of these signs is to make the semitones come in the right places, when the scale begins

with any other note than C.

^ -o- IDI -O- 311 fe: _CL.

In this example, there is a natural semitone between six and seven, and a natural tone betwen seven

and eight; consequently, F must be raised, to make this scale correspond with the Natural, or C Scale.

i -BV -*>- ô-
-«- ~»V -o-

In this scale, there is a natural semitone between four and five, and a natural tone between three and

four; consequently, the B must be lowered forthe reasonbefore given.

The jlfs, or 7s, the scales require are marked at the beginning, after the Clef, and are called the Sign-

ature; the notes marked thus are to be jf,
or 7, all through the piece.

The following table contains all the Signatures,and the names of the Scales to which they belong.

^^^m^^m^^Mmmm^^i
C Major,

or A minor.

(t Major,

or E Minor

D Major. A Major. E Major. B Major. FjtMajor. 'C|t Major.

orBMinor. orF^f Minor. urCjjMinor. orGJtMinor. orD^Minor. or A^f Minor.

F Major. Bt Major. E!> Major. A^ Major

or D Minor, or G Minor. or C Minor. or F Minor.

D\f Major,

or B'? Minor. or

Gi? Major

EtMimor.

p^m^^m^i 4AL^'^S^ -^Mjy^ f»^
C\> Major,

or a\? Minor.

A piece of music, with no signature, is said to be in the Scale, or Key of C; with the signature ofone

ft, in the Scale, or Key of G, and so on.

A Sharp or Flat, etc, introduced in the course of a piece of music, is called an AccmKNTM,, and its

effect does not extend beyond the measure in which it occurs, except in the following cases:

Where no note intervenes.

'Vhen a number of notes are tied(see expla-

nation of Tie further on)in successive measures

m TT- i * p
Accidentals only affect the note on the degree(line or space) on whichthey are marked; that is, if F(I^i

space) were marked sharp, and F(5l^ line) shoulfl occur after it it would be necessary to mark the latter

If also, unless it was intended to remain natural.

2677-117 15393-



The following exception i^ sometimes fdund:

followed by its octave; but it is better to prefix •

In this example, each note is

the accidental to the upper note^

Thk Minor Scale.

A Diatonic Scale is called Minor when the interval from one to three is a tone and a half.

Each one of the Minor scales is called the relative Minor of one of the Major scales, and hasthesame

signature as the Major scale to whichit is ralated. (See Table of Signatures.)

Tht' K«'V-note of the relative Minor seal*-, is the sixth note of the Major scale to which it is related.

Thus, the Kt y- note of the reJative Minor of C would be A; of G,— E, etc.

Ir the ascending Minor scale, the six and seven, or only the seven, must be raised a semitone.

iLtOf descending Minor scale, the seven, and six, or only the six, must remain unaltered.

Scale of a Minor, the Relative Minor of C Major.

Ex

1.

ja

ASCENDING.

•^1 i 9 X f> a 7 H

This israllpd th.- MELODIP MINOR SCALE.

2.

or za

ASCENDING.

mi

3 4 R 7

This, the HARMONIC MINOR SCALE.

In N9 l,the semitones are between two and three, and seven and eight.

In N9 2, the semitones are between two and three, five and six, and seven and eight.

*
DESCENDINCir- MELODIC.

* mc 3n ;S: 311

DESCENDING -HAR.MONIC.

31:
zaz 31=

In the descending .Melodic Minor Scale the semitones occur between six and five, and three and two.

The descending Harmonic Minor Scale is the same as the ascending

The student should write all the Major and .Minor stales with their appropriate signatures.

TRIPLETS. AND OTHER IRREOILAR GROUPS OF NOTES.

It is Sometimes necessary to group together some numbi-r of notes that can not be expressed by exa< t

fractions of the measure; for example, if it should be necessary to play three equal notes to one beat

in a mea»>ure of Common Time, we have no note to express the third part of a Quarter note; resort is

therefore made to the f(.llowing expedient ; we write three eighth notes, and mark them thus:

this is called a Thihi.kt, and it signifies that the t/irce Eighths are to be played in the

time (i| tiro Eighths.
a«77-117
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la Triple Time a group of two notes in the measures would be written thus:

1

^ ^
^

and would be played in the time required for the three beats of Triple Time.

It is possible to group together any number of notes to the beat, or to the measure; itis customary

to mark over them the number of notes the group contains.

The following example will illustrate this point.

ts
t^

IS

p^ #

fffiffrf m
m

t

Ca) When a great many notes are grouped together, they are frequently written with only one connecting
line,

and the value of the remaining notes in the measure indicates the time in which the group is to be played.

Thus, in the second measure in this example, the first beat has a Triplet doubled(called a Sextolet
)

;

the second beat has a Triplet; consquently,the group of ten must be divided between the third and

fourth beats. In the last measure, the group commences on the second half of the first beat, and ex-

tends over the second beat.

2677-117
15292-
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SECTION V.

TIE or SLUK, PAUSE, STACCATO, &c.

Th^-Ti* urSUir. —-. Wh»'n two or mor«' notes on the same line or space are joined with this mark,

thus:

the first noteooly is struck, but the key is held down untilthe expiration of the duration of all the tiednotes.

The same si^cn -— . when put over notes on different lines and spaci's, is called a Sl.fH.or Lk(;ato, and

signifies that the notes must be played in the smoothest and most connected manner possible.

The PvrsE, ^. This sign, when placed over a note or rest, sijj;nilips that its duration may be pro-

longed at the pleasure of the performer.

This sign is also used to mark the conclusion of a piece of music; it is, in this case, put over the Double

r\

H.ir. thus; i
The Sta(Tato, . . . or 1 » t. When these si.i^ns are placed over or under the notes, they signify

that the notes must be played in a detached manner.

^ • •

?
1 r ! ^^''"" ''"''' ™""''' ?£qi^

I I

« as if Mrin.'iithu-.: ^'pF ~t" w^wr-
NOTK— Strlrtly «pe«k)iiMr, the . . siifnlfv n le>s .l.tHt linl nmiUHT "f plavlnjr t liiui the » ».

Th«' SosTKMTo. .-^T^. This is a combination of the Slur, or Legato, and the Staccato signs.

It signifies that each note should be held f(T almost its full duration,and the arm raised from the elbow

before striking each note.

The Tkmto,!—I or— . This si^n. when over or under a note, signifies that it must beheld firmly for

itN full duration, or sometimi-s a little over th«' full duration.

The ViHKATO.or VlHKANTKr- res«'mbles the Sostenuto, but the keys are struck with more forc<».

Syncopation. This term is applied to passages in which the notes are sounded on the unaccented beats of

the measun*, or upon the sKond member of each beat.

• i"']- >->T.
^'

'-["I p-'-^^^f^^^^
III thl« ri«iiiplr the n..le- are ouiiiled 1,11 tlie-etomJnml In thN exnmiile the noten lire foiiikIhI mi the i><'<'oiiil member nf en eh

fmirth tirnt" I'f the meli'ure. hent.

The Skohzanho. or Sk«»m/.ato sign A, sometimes marked yj". This sign signifies that the notes over

which it is plar.-d must b«' strongly accented.

»6:7-I17
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CRESCENDO, and DECRESCENDO signs --=:===-, sometimes marked cresc. and

</ccr<?S6'. These signs signify that the passage under or over which they are marked, must be

played with a gradual increase in the sound, —=r: or 6'reA'c. , or a gradual derrease in the sound,

deeresc.

fhe ARPEGGIO sign | signifies that the notes of the chord before which it is placed must be played

the lowest to the highest, in rapid succession. Chords are sounded thus on the harp, hence theirom

name.

Ex.m EFFECT,
Arpeggio Chords are

sometimes marked thus

:

#
The signs, j9, pp, and ppp, mean soft,softer,softest

.

" '* fiffi ^^^ fffi mean loud, louder, loudest.

fp mecins that the first note must be loud, the following notes soft.

Pf means the reverse, ?>. first soft,then loud.

^> moderately loud-, mp, moderately soft; the letters mz are sometimes used.

The letter p stands for piano, the Italian word for soft

.

forte, a strong or loud

m mezzo, this word means literally, halfway, or medium.

SECTION VI.

MISCELLANEOUS SIGNS, TURNS, etc.

This sign ^ is used to mark the place from which a piece or part is to be repeated . D. S . means

return to the ^ which is a contraction of the word Segno, meaning a sign. D.S. means dnl segno,—
from the sign. D,C

. , a. contraction otDd. Capo, means literally, from the head; it signifies areturn

to the beginning of a piece.

When the Double Bar at the end of a part or piece is marked thus-.
:J|

, it signifies thatthepart or

piece must be repeated. When the Double Bar at the end of apart is marked thus-. J|. , ?^e, with dots

on both sides, it signifies that the part preceding and the part following it must both be repeated.

This sign 8 signifies that the notes overwhich it is placed must be played an octave higher

than they are written

.

It was formerly the custom to write the word /«co .(meaning in place,) at the end of this sign, thus.-

S~ loco , to indicate a return to the natural position of thcstaff . It is now, however, very generally

omitted, and the end of the sign is indicated thus, ^ ';

2677-117
15292-
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This^ipn i>. a contraction of the words nttarn atta, meaning, an octave higher. When a passage

is to be played an octave lower than it is written, the sign f^rji hnsso is employed ; and when both

staves are to be played anffrn higher, or <ym lower than they are written, the sign must be

marked over both.

When a note is marked thus in the Bass staff. m
to b • struck with it.

The same mark above a note, in the Treblestaff

be struck with it.

¥

't
fe

it signifies that the octave below is

means that the octave above must

In music fur two or more instruments, when a rest of several measures occurs, it is marked thus:

I-

5 (>

31
_2fi- 28

I or thus:
jj^ _ ll

and so on.

Thf Double Bar is used to mark, l\.^,the end of a part; l<Jld,of a whole composition; JJI^ja change of

key< 4y^,achange of movement; 5^h, change of time; fil^, the close of an Introduction, Prelude , orSytn-

phony; and when a short phrase is enclosed between two Double Bars, and is marked '^i,iJ^ thus.

^ r m
f

J * ^ it is to be played twice.

The APPOGGIATI'RA. This name is applied to a small note, written thus:

The small note is always half the value of the note it precedes; f.<? before a P , the small note

is a P ; before a ^ , an f ; and so on.
I

)f

The Appoggiatura must be struck in the place of the note it precedes, and must take half of its

duration.

In this example, the place of the d is with the other notes of the chord, but the Appoj,rj2^iatura, .\,

takes that place, and the G is the last note struck .

A
f

played thus,

^ P
•677-117



1 *'
The ^hort At)QOiCgiatura(also called ACCIACCATURA,) has a dash across the stem d'; it is played

in the piace of the note it comes before, but must be as rapid as possible.

ii^
^^-^

:L.^
n

?-JLx
Written. Played.

The Long' Appoggiatura takes two thirds of the value of a note with a dot.

Ex.$
^ ^m

Written. Played.

It takes the full value of the note when before a note withtwo dots.

The accent always falls on an Appoggiatura whether long or short

,

When two or ^lore small notes(called GRACE NOTES) precede or follow a note, they are generally

played very fast and without accent, and may be played, when before a note, either in its place or be-

fore it} experience only can determine.

The MORDENT av This is the sign fora Double Appoggiatura with the accent on the first note.

It is always struck in the place of the note it precedes.

* ^^m
Written

.

Played.

The TURN >s- There are three varieties ofthe Turn called—Direct, Prepared, and Inverted.

For the Direct'Turn, the sign is placed over the note, thus:

*
oc oa ^m
Written. Played.

For the Prepared Turn, the sign is placed after the note.

1. 2.

i rr rrirrx^rcrr i r?:^ r^
orWrittP'' Played. or

N9 1 is best in slow movements ; N9 3. in rapid.

When a Turn follows a Dotted note, the final note of the Turn is struck in the place belonging to

the dot, te . the part of the measure filled by the dot.

/^ 18 3 4

Played; 4E£fc:r r
or:

. P mlm0F
8 4

P
2677-117
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In each uf the thr»e ways of playing the preceding: example, it will be perceived that the last of the

four notes forminjj the Turn falls in the place belonging to the dot, that is, the first mtcber of the

second beat.

The Inverted Turn is ma rked thus: ^ Z
Played, Sometimes writ-

ten out, thus:
m

P

When a ii, b, or J|, is marked over a Turn, thus: v: the highest note of the Turn is to be played f, 9,

etc.; when under a Turn, thus: s the lowest is to be Jf, 9, etc.

Played:
rttfrr «—«-

^^^^^Played:^^
TheTrilljOr shake marked thu.s:/y\ - , consists of a rapid and alternate iteration of the note

written and the note above it.

# nz Plaved

The Trill always ends with a Turn, whether it is written or not, except in the following instances:

first,—when a number of notes in succession are marked with the sign:

^^ Played: li

Second,—when the trilled notes alternate with rapid ascending or descending passage?s:

4r

I [ H-jT^^^ Played

:

\^
^J^:^^̂ ^

When the Trill has no Turn at the end on the note written, as in the above examples.

When one of two or more notes is to be trilled, the position of the sign indicates to which note it be-

longs. When the sign is above and below two notes, both are to be trilled.

m Played;

r
~^Mm P'ayed. ^^ #^Playd: !«»««

The Trill is often preceded by an Appoggiatura,

I >-^jPlay,.d. n-"-
^-'^-' i^ t^sa ij t-

: Played;

or by a Direct or an Inverted Turn; these Turns are always written

J^m' ~| Played: IS r*J P
I
Played: Um^-^^M^Ĵ
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ABBREVIATIONS,c^c.

The Teemolo. The Tremolo is somewhat like the Trill, but has more notes, or the notes are farther opart

There are several ways of making it, which the following examples will illustrate.

trem.

Played;

Played:

rm
Played: Id4h4

Played:

Irtm.
Played like preceding

1 1

"
.7,

1

example.
[t>g f [

Played

The last example has a different meaning when the word Tremolo, or its contraction, trem. does not

accompany it; viz: the number of bands indicates the denomination, and the written notes, the numberthal

must be played. The following example will make this clearer.

i JZL
This signifies that as many eighth notes as make

two half notes are to be played, thus: ^P^P^PpP
f\V V

fL. ^'
!**

1 m— .

tJ g^ this, as many sixteenth notes,thus: ^ \ ^^ i
When this contraction is used with Quarter notes, the bands are drawn across the stems to distinguish

them from Eighth or Sixteenth notes, thus:

^^^^^^^^^^^^^^ ^^^^^^^^^^^^^^
^^^^^^^^^^^Q ^^^^^^^^^^^j ^^^^^^^^^^j ^^^^^^^^^^j

When a single note or a chord has one or more bands across the stem, it is to be repeated in accordance

with the above rule.

written. Plaved.
4 ^ irr i.^

written. Played.

Sometimes the number of notes to be played is marked over, in addition to this sign.

^ f-f^ f-
'I-

I P-1#~^^^^T^

H

writteJi. Played. written. Played.

When a phrase is to be repeated through several measures or parts of measures, the following sign is used.

^ ^ / •/ /
_ Thus, ^^^^S"^ thus, or this measure may be marked once.

When one or more measures at the end of a part are marked thus

:

'l^.t l.of Imo. '•2n'l 2,or2do. '

I W=^
^

-^ ^

i p
It signifies that on the repetition of the part, the measure or measures marked 1*1^ 1. or. 1 mo. must be

omitted, and those marked 21^ 2. do or 2. must take their place.

The contraction, ^6ei.,(/y^//«/,J signifies to press down the Damper Pedal, (erroneously called Loud
Pedal,) the effect of which is to prolong the sound after the finger is raised. The sign for raising the

foot is made thus: or •. There is no sign for the other pedal in Square or Upright Pianos; for the
Grand Piano, the words una corda, one string, (abbreviated V. C.) are used. The effect of this pedalis
to shift the action so that the hammers strike but one of the three strings. ib2b2-

Thewords ire corda, three strings, {abbreviated T. C.,) signify that the foot is to be raised.



List of the Principal Words used in Modern Music
With iheir Abbreviations and Explanations

%ilag%o
Ad tibilum (ad lib.)
A Jut (a 2J.

A. ,• • -^oAn or nX; a tempo, \n time
Aec»leran4io(aec€i.).C,j'''\ inrreasinjf the spee<J
Accent K un r»'rtain parts of the measure
Aiiagiu SI -iurelv

A' i": nol in strict time
Tc : , ...eil bv b( th instrumentrt

Agitato Rest iesii, with' agitation
At or Alia In the stvie of
Alia Marcia .... In the style of a March
Alltgrtttu Diminutive of allegro; mo<lerateiy fast, lively;

r.-ir than amiante; slower than allegro
AlUgro . 1.

.. 'v; bri.sk. rapid.
Allegro oisai . . . . V. ily
Amorcto A: itely
Andanti In n.uJtratelv' sli;w time
AndantiHo . . .

.". Himlnutive <ila/u/a/»M strictly */<;ir«r than an-
(Unte, but often used in the reverse sense

Aniina, eon { . . . . With animation
Animatu )

A piactrt At pleasure: equivalent to ad libitum
Appanaionatu. . . .Impassioned
Arptggiu A broken chord
Asaai . ... .Very; AlUgru assai, very rapidly
A tempo In ine original tempo
Attacca Attack or begin what Tullows without pausing
narcarolle . . . A Venetian boatrtians song
Bis . . ... .Twice, repeat the passage
firavura . . .Brilliant; bold; spirited
Briilantt . . . .Showy, hp.irkling, brilliant
Brio, con . . .With much spirit
Cadtma . . An elaborate, florid passage introduced

Hs an em.beilishment
Cantabilv

.

.In a singing btyle
Cmnaontita A short song or air
Capriccio a . . . . At pleasure, ad libitum
Caiatina An air, shorter and simpler :han the aria.

and in one division, witnout Da Capo
CAurd. . . The harmony of three or more tones of

different pilch produced simultai.eously
Coda A supplement at the end of a composition
Coi or eon With

'^ *^

f^rttetndofertie.) . .Swelling; increasing in loudness
Da or dal From
On i^'ix. 'DO . .From the beginning
// (D.S.i. .From the sign
L, _ 1 .Ju'Jtfcrtsc /Oecreasing in strength
Diminuendo (dim.) A'iTAd\u>i.\\\ softer
Diviti Divided, "each part to be played by a sep-

arate instrument
Dolce (dol.) . . Suflly; sweetly
D' leittimo V'ery sweetly and softly
Dominant The'fiflh tone in the m.ajor or minor scale
Duet or Duo . . . . A composition for two performers
K And
/r: Klegant, graceful
^ With energy, vigorously
t'.H^, rn<jHie . . . .Alike in pjtcb.but dilferent in notation
Ktpretitvo With expression
KiNa/« The concluding movement
fine The end
forte ff) Loud
Porte - pianu (fy) . .Accent strongly, diminishing instantly to

piano
furtiihimo'/f). . .Str^' loud
for»andof/r '> I . .Induates that a note or

• ^ strongly accented
furut, . .

'
. . . . Force «* tone

chord is to be

fuuco.con. . . . With fire; with spirit
CtiocoBo Joyously, playfully
Oiueto Kxacl; 'ill strict t'ime
Orandioto (i/.in<l; pompous; majestic
Orave V*-^^ - -w aiid solemn
Oratioto r,

H'irmong Ir. , 1 -t > i-n binat ion of tones, or
'

' t.i.riih. p music
Kfv n'tc I tc flr^^ ' t the scale, the tonic
1. '' Very broad iu Blyie
/.i Slow, but rot (to slow as Largo; nearly

like .\ <>

largo Hroail a; the dowest tempo-mark
Lfgato t'ri of staccato
ledger lin* A ' ove or below the

•liti I

lento . .
S ow. between Andante and Largo

li*le$to tempo .h - •• ~po)
loeo I' no longer, an

Um Hut

V -- '—rr
.»'

v.... '
M.trail''
M> HO
M»nu mu>$$o
Me*i»

r ... v t, t n,,f too much so
lignified

Marked
I.eiiH

i,',. .iiely

Metzo-piano (mp) . Moderately soft

MiHore Minor Key
. ^ ,

Modirato Moderately. Allegro moderato, mocl-

erately fast

Multo. . . Mu( h." very
Morendo Dying away

. ,
, ,

Musso K^uivalent to rapid. I'iu r/i(.v,vp, quicker

Moto . Motion. <7()« moto, with animat ion

Non Not
, . ,

,

yotation The art of representing musical sounds
by means of written characters

Obbligata An indispensable part
Opus (Up.) A work. ,, . .- .
Ossia Or; or else. Generally indicating an

easier method
nttava fsi'rt) . . . .To be played an octave higher
Pause (/T\). . . .The sign indicating a pause or rest.

Ptrdbndosi Pyi",P »^^*y gradually
Piactre,a At pleasure
Pianiisimofpp) . .Very softly
Piano (p) Softly
Piii More
Piii Allegro . . . .More quickly
PiU tostu Quicker
Poco or un poco. . A little

,. , , ,. ,

Poco a poco. . .Gradually, hy degrees; little by little

Poco piu mosso . .A little faster
Poiti meno A little slower
Poco piu A little faster
Poi Then; afterwards
Pomposo Pompous, grand
PrtKtissimo . . . .As quickly as possible
Presto Very quick; faster than Allegro
Primo '!»}"). . . . The first
Quartit A piece of music, for four performers.
Quasi As if; in the stjle of
Quintet A piece of music for five per-

formers
^ alltfntando (rail.) Gradually slower
Rtplica Repetition. Senza rtplica, without

repeats
Ritiforzando .... With special emphasis
Ritardando (rit.) .Gradually slower and slower
Risoluto Resolutely: bold; energetic
Ritenuto In slower time
ScAerzando Playfully: sportively
Secondo (2*^.") . . .The second singer, 'instrumentalist or

part
Segue Follow on in similar style
Semplice . . . ... Simply; unaffectedly
Senza . Witnout. AVnjfl sordino without mute
Sfiirzando (nf). . .Forcibly: with sudden emphasis
Simile or Simili . In like manner
Srnorzando ('sm(/r«)Dtminishing in sound. Kquivalent to

Aft/rendo
Solo For one performer onlv. Soli; for all
Sordino A mute. Con sordino, with the mute
Sostenuto Sustained; prolonged.
Sotto Below; aader. Sotto voce, in a subdued

tone
Sjairito Spirit, ron .Vpiri<o with spirit
Staccato Detached; separate
Sttntando Dragging or retarding the tempo
Stretto or stretta. An increase of speed. Att stretto faster
Subdominant .The fourth tone in the diatonic scale
Syncopation . . .Change of accent from a strong beat

to a weak one.
lacbt , ."Is silent" Signified that an instrument

or vocal part, so marked, is omitted
during the movement or number in question.

Tumpo Movement; ra e of speed.
Tempo primo

. . .Return to the original tempo.
TenutoUen.) . . . .Held for the full value.
TAema or Theme . .The subject or melody.
Tonic The key-note of any scale.
Tran^uillo Quietly.
Tnmolando, Tremolo A tremulous fluctation of tone.

y"'i 1
A piece of music for three performers.

'''^"* A group of three notes to be performed
in the time of two of equal value in the
regular rhythm.

^''"PP" Too; too much. Allegro, ma nan trappo,
not too cjuickly.
All; all the instruments.
A, one, an.

r^na corda On one string.
Variattone The transformation of a melod

i

ft"'.

r»loee

.

ytbrato

Vivace . . .

Vivii . .

Volti Subito V s

— _. _ .......xiy by meani
of harmonic, rhythmic and melodic changJ
anc) embelJiKhments.

«^vuio.,p,

Quick, rapid, swift.
A wavering (one-effect, which should be
sparingly used.
With vivacity; bright; spirited.
Lively; spirted
Turn over (}uickly.
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As the object of this work consists in providing a guide for instruction upon the Sifigle/dsweli a.s Dou.
hie- Action Harp, the author deems it necessarj'- to introduce it with a few explanatory remarks, in refer-

ence to the mechanical construction of both instruments and their relative differences.

The name of the Pedal- Harp is derived from the pedals which are attached to both sides of the base of

the instrument, each one being constructed in such a manner, that when priissed down, it raises the note

(or string) with which it is connected, half a tone, through all the different octaves of the instrument; in

this manner the pedal B. changes all the B flats into B naturals, all the other pedals acting in the same
way together with their respective notes (or strings.)

As every step of the diatonic scale has its corresponding pedal, the Harp is supplied with seven, at-

tached to the instrument in the following manner:—

Note: Modern harps are generally supplied with an additional pedal (called the Swell pedal) for the purpose of increas.

ing the tone by opening the small openings or doors (soupapes) which are at the back of the harp.

#

The strings on the Single- action harp can only be raised once, while on the Double -action harp two

movements can be produced with every pedal, each raising its respective string a semi -tone; and thus of-

fering an onnnrtunity of playing in all major and minor keys. Owing to the mechanism of this Harp it is

necessary to tune it in the key having the most flats: viz. C flat major:—

35:
-*>-

^8r

when after this, all the pedals are brought down into the first notch, the harp then stands in C major:

^
31:
-t>-
-*»-

but when in the second notch in C sharp major:» ^ m
33:
-*»-
-t»-

All minor and major keys between Ct major and Cl major can be employed upon this harp.

But this is not the case with the Single- action harp_ as here each string can only be raised once from

a flat (!?) to a natural (llj ), or when the string is tuned as a natural tone_ to a sharp ( jt)-

To play in the most usual keys of flats and sharps, this harp is tuned in the key of £ flat major:

k

f̂
ZSSL

-^

When all the pedals are in their respective notches, the harp will be in E major:

& xe:
-t»-
-o-
-«^

All the intervening major and minor keys can be executed on this Harp, but the latter, especially those

with two, three and four sharps present difficulties which the composer must well take into consideration.

5872-13* Copyright 1901 by Carl Fischer, N.Y.
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The following table shows which major and minor keys are applicable upon the Single-and Double-

action Harps, and with which pedals these keys can be produced.

In order to place the pedals, which are necessary for the production of any certain key, they are

pressed down with the foot and fastt-ned into the notches,- (which are at the base of the Harp. ) This is

generally designa ed as the "placing of the pedals'' in contradistinction to when the pedals are kept

down only momentarily by the foot.

C^ MAJOR,

or

A^ MINOR.

O^ MAJOR.

or

E^ MINOR.

kj^^ J J
a 11^

Wm.-^ n w%^

IVdals for the

Double-action Harp.

O
Natural key of this Harp.

sm ^ a Q_^
4^'W^l J ^

a Ki^
*)

F.'

dV MAJOR, i fet'lJV I
^=^

or

B^ MINOR, 'l^^t

9 o
w

\ J rJ f ¥

' mF.'C

A^ MAJOR

or

F MIN

#^^^. ^
OR.^^^ ^

F'C.'G.'

B^ MAJOR.

or

C MINOR.

^^^ ^ «s
f.'c.'g:d:

^^ F
F MAJOR

or

O MINOR.

t^-
v:

'^.

8

« %

f'c.'g.'d.'a:

F'C.'G.' D.' a: E.'

•) • meant lo brinic thr ••- < ' ... .i-

•* mrans Ut briiiK ih<

Pedals for the

Sin^Ie-aetion Harp.

Natural key of this Harp.

A.

A. E.
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C MAJOR.

or

A MINOR.

G MAJOR. I

or

E MINOR.

# -o- 8

r^ ^

^ ^

^

D MAJOR

or

B MINOR.

s
\

^^
^

A MAJOR\
or

F# MINOR.
'

E MAJOR.

or

C# MINOR.

B MAJOR.
I

or ^<

Q# MINOR. (

I
tf̂

^^
ii^i^ g «^

i

P=r^

Ar^
F# MAJOR.

or

D# MINOR

C# MAJOR.

K% MINOR.

P =22:

^^ ^

1^j i ^
'̂

TT"

i2 XI-

^
Tff~

^

« »-

#

^^

îS O-

S

*

^
^ -J

'
^ ^ 5

-

«— o
¥^

^p I
>i

f'
r 1.

^
"Tnr-

=8=

m:

F.' C' G.' D.' A! E! B.'

f."c.'g! d! a'. E.'B.'

f."c."g.'d;a'.e:b.'

R"C."G."D.'A'.E.'B!

F."C'.'G'.'D."A'. E!b:

F."C."G."D."A'.' E!B'.

f."c."g'.'d."a^'e."b:

f."c."g:'d.."a'.'e."b."

A. E. B.

A.E.B.R

A.E. B.FC.

A.E. B.FC. G.

A.E.B.R C.G.D.

Note: The keys marked thus ^0^ are seldom used by composers for the harp„ because they are in enharmonic relation

with the keys of Cb major, Gb major, l)b major and the minor keys of the same signatures, which sound far better and

clearer, as they do not require so many pedals ; it would also require a very excellent instrument to perform in such keys

and produce them in perfect tune; very often the keys with three and four sharps_on the Single-action Harp, and
on the Doublfl action Harp those with five six or seven sharps are imperfect; but it must be observed that the
more modern harps of both American and European makers, form an important exception in this respect.
•T8'7a - 13.1
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The Clefs employed in connection with the Harp, as well as

Tonal -Rangje and manner of tnninj?, of the instrument.

Thf clefs used in connection with the Hurp are the Treble (g») and the Bass (>j ;
of which the

first is for the notes of the rif;ht_ the second for those of the left hand, the same as on the Pianoforte.

As the Single-action Harp is tuned in E flat major, the Double- action Harp in C flat major, the

natural tones of both instruments (without the use of pedalsj are as follows:

I.) Sincle- action Harp. (} , i. • • l

•J" I

»

*'*!!!!!'! ^ ! ! t ! ! ! t ! I ! I t ( t ! *

»* » h ! ; ! ; ; ; ; ! ; ; I ! I 1 I 1 ! iJ 1 • • ! I • • • • • • ; : •
i : ; ; : : : '.jc,',a

:::!!:::
i i

;::: ! : : | : i : : : ! :
i : i^<2:^£ t - r =E =£E

• •II • • I I I I ^! /5!P"t^!i^I ! 1 i ! !r^l rr^I*
^^ I H 1

1
1 1 1 1 i \ iikim^^^^̂ ^m

i I I t I I I f I i » I • • I t » t ^'^ I I * * * ' n- m %. i
* C*li

: Contra irr
Firit or HfT ~\: IThird or! Fourth or,

. [Three-lined ! Four-lined

Oelare. jOreat Octare.; iSmall Oet/tve.

;

heconJ or
. •One-lined Octave Two-lined Octave,,; Octave Iii Octave^

J III I ipjjji J'ii'
:

'

'

"

ti^LiilltiiiiM^fe^^^
_ii p ji ji II p.^^irji-^i I • i . . . I I I I * I I I I I I • • • I I I • t t • I I30'^»^*3^2» V'^ 1 . I I I I I I » I I I I I I • • I I^ • ~~i ^<^i ^iT*. iiillltliiii • I iiittiitlllllt>l^•^•T^'O'. ' • t I * I I I • I • I I « « * t I I I I • f

3.) Double- action Harp. *^| : : ! : I : ! ! ! '. ! 1 ! ! ! I : •
| ! I ! ; ! ! ! ! I ! ! ! ! ! | ! ! | ! I j j

^yM.l
—

il:Flr<^A;iBiictin^B^FViri4iA!>:B^ri:dliek!f;if^iai;bly^k!di>i^

a) Some of the older- styled Single-action Harps only extend from y^y\^

Modern Harps extend from to^^
to *; But

To distinguish the strings more easily all the C's are colored red, all the Fs b/ue.

It is most advisable to exercise the greatest care in stringing the Harp. To begin with pure and
clear sounding strings must be obtained, and their selection determined in such a way that a well gra.
did diminishing of thickness is perceptible from the lower to the higher octaves; the latter is best ef.

fectcd by means of a string-gauge.

The harp is tuned in fifths and octaves, but for the sake of greater certainty and accuracy and for
obtaining absolute proof of the purity and correctness of the tuned intervals, other consonant intervals
are also used.

As the art of tuning correctly cannot be taught by rules, and as it depends chiefly upon a correct
and musical ear, the manner of how to proceed can only be indicated somewhat in the following man.
ner:—

It has already been mentioned that the fundamental Key of the double-action harp is Cflat; there.

fore this C flat & f^ must be tuned in unison with the sound of a tuning-fork of this pitch, or in u.
niHon ^ith the sAie note, played by any other instrument; after this C flat, its lower octave must be

toned ji ^J
and being convinced that this octave is tuned quite correctly, the fifths and octaves as

pr.-Hented below must be taken up. proving the correctness of the notes repeatedly by playing the in.
tirralk or chords marked between.

The Half- notes (d) indicate th- r.-.tes which are to be tuned_ the Quarter-notes (J) those after
which thi v mu.t be tuned, or with « hu h the former ought to be compared ;uid proved.

Pitch not*. Proof. Proof.

'i*«l?

-^'^3
^w * W^irti-i

MTS-tSS
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For the tuning of a Single- action Harp, the same process is to be observed, but with that differ.

ence, that its regulation must be based on the Key of E flat, this being the fundamental key of the

instrument— therefore the plan of tuning is as follows: —

Example. Example

sn m^wm ^

C>0. Hi
I

a.

E 4^ i^«3i :£tc

TTs*-*
*<r «"••• ^t

Remarks on the Position of the Harp— the attitude of the player-

Position of the body, hands and feet while playing.

*1. The Harp must rest on the right shoulder of the player, inclining (#) towards the player to such

an extent, that the instrument will stand solely upon the two small feet at its base, the two fore-feet not

touching the ground; at the same time it must rest lightly upon the inner side of the right knee.

W It must be absolutely avoided to let the Harp repose too much on the arm instead of the shoulder," because in addi-

tion to fatiguing the arm, this would also interfere with the correct position of the hand, and consequently tend to im.

pede its movements.

§2. To hold the Harp in the right position and to manipulate the instrument with ease and surety, ne.

cessitates that the player be seated at a suitable height, in correct proportion to his figure and the size

of the instrument.

8 3. The attitude of the player should be an easy, graceful and up-right one; the head erect but unre.

strained in order to enable a perfect view of the strings and notes, (upon the music stand.)

§4. The right arm must be held in a sufficiently elevated manner, in order to place the hand in a down,

ward position; in addition the wrist of this arm rests upon the right edge of the sounding-board.When

the right hand is to play in the lower octaves^ the same rule in regard to the fore- arm is to be observed

and attention must be paid, that in employing the highest strings, the lower part of the thumb comes in

contact with the edge itself.

The m.ost careful and particular attention must be paid to the above rule and although its observance

in the beginning might appear inconvenient, the pupil will undoubtedly perceive its advantages after a

Httle practice and understand that only in this manner will it be possible to execute passages of every

kind with ease and surety.

S5. As the left arm is placed at a greater distance from the instrument, owing to the latter's position;

and as its services are mostly needed for the lower octaves, the above rule in general cannot be applied

to it, excepting when the left hand is called upon to play in the upper octaves of the treble key, or when-

in order to produce exceptional and peculiar effects— the strings are to be played very near to the sound-

ing-board.

In general the left arm must not be held too close to the body, but should assume a graceful and un.

restrained position,

§6. The hands must be held in such a manner that the thumbs are always upper-most, while the other

fingers are held in a slightly rounded downward direction. The position of the hands themselves will ex-

plain,— that the strings are plucked in a side-ward manner, that the first, second and third finger are

moved in the direction of the player— and the thumb in the opposite direction.

The fingering throughout this work is as follows:— i designates the thumb,2, 3 and 4 the next fol.

lowing fingers; as the little finger is too short, no use of it is made.

5873-133
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Tbp proper position of the hands and fingers is indicated by thr following' fij^nres a and b.

Righl hand. t\/m. \ i^ Left h.iml. / r^^v'

Owinjj to thi" fact that both in scale -liko and other passajjes the fin^^ers proceed into the next posit.

ion by passinjj under the thumb while ascendinji; and the thumb over the other fingers into the next low.

er position while descending, the above- shown position of the thumb is most important and veri/ esscn.

tin/.

Beginners must pay particular attention to the proper holding of the hands, and ought to be very

caations not to play with the nails.

» 7. The feet must be placed on each side of the Harp, in such a manner that both will have an easy com

mand over the pedals; the latter are pressed down only with the fore- part of the foot, and those which

are to be placed must be brought into their respective notch, by a slight inward movement of thefootjbut

all these movements must be executed without the slightest noise, and only with the foot, as the whole

leg must not be raised under any consideration.

Practice, combined with close attention, will soon familiarise the pupil with the exact position of the

pedals, the situation of which he will learn from the Fig. on page 17.

On the correct system of fingering.

1. It is only through correct fingering that clear and perfect execution is acquired, and ease and steadi-

ness are gained by continued practice; the pupil must therefore closely observe the sign** for the fingers
in all the following examples.

Not*. To make the exercises of this Method .ipplicable for both the Single- .ind Double -action Harp^ the .Vuthor has
Jtudirdtouse fuch keys a« will serve for both instruments; examples which are only intended to be played on the Dou.
ble-action Harp are marked . For the pedal with which the different keys are produced see table page 184 19.

2. Taking for granted that the pupil has fully acquainted himself with all the preceding rules, in refer-
ence to the po>ition of the instrument, the body.etc, and particularly as to the remarks referring to the
righl hand, he must now endeavor to play the following four notes with the right hand, proceeding in this
manner:- after placing the hand in the correct position, the third, .second and first finger is placed u-
gainst the brings in such a manner, that starting from the third, every succeeding finger will touch its
firing a little higher than the preceding and in such a way that th^se three fingers will be in a paral-
'

'

"

"^''^^ ^^•' '"'undinK-h-ard; after this the thumb is placed in an upright position upon theAt string,
hout altering the position of the other fingers; furthermore the pupil must not forget to keep

the arm m an elevated position and to rest the wrist upon the side-ward edge of the sounding-board
Thr^r foar not« must first be practised very slowly, and care be taken that the little finger does not

ausume an ungraceful position, or be bent towards the middle of the hand

Kight hand:

K:*;M hand: aMreviaKd M.Jf.

M-7S.11J
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§3. These four notes must be often repeated and practised, first slowly then quickeningby degrees as the

pupil advances.

During each repetition of these four notes the fingers must be prepared in such a manner that when the

thumb strikes the string A flat, the fourthfinger has already resumed its position on the string E flat.The

remaining fingers are prepared in the same respective manner.

This preparation of the fingers must take place with great care, in order to avoid their touching the

strings too soon, and thereby preventing the lattefs vibration.

§ 4. After the pupil has studied and mastered the above exercise with the right hand, he must proceed to

practice it in the same manner with the left, strictly observing what has already been said in regard to

the position of the hand, as the strings are plucked and the fingers prepared in the same way as when us

ing the right hand.

*) Left hand: t^'lJX
^=^:xi

<t -c»-

*^ Left hand: abbreviated L./r.

§ 5. As soon as the pupil is able to play these four notes distinctly, and equally w^ell with the right

the left hand, he may proceed to play the same with both hands together; care must be taken thai

notes are struck simultaneously.

In order to produce the notes with the utmost equality, it is advisable to practice very slowly

and increase in speed by degrees.

and

that the

at first

Ji.H.

L.H.

%
Both hands.

g -»-

-«»- 301 -O-

S XE -t»- TT

BDC

1

8 G. The following examples are so arranged as to proceed by degrees from slower to quicker movements_

.but as equality of touch is necessary throughout, the pupil must begin the exercises marked (a) and (h)

comparatively slow, in order that he may execute those under fc; a.nd(d) in the same time, and with the same

distinctness.

The author strOHgly recommends not to advance to the next example before the pupil has thoroughly mas'-

tered the preceding one.

R.H.

B.H.

,
'^^ b)

I 1

1—^
2 1

a i'y—^—
a *

% 1

t 3 a i
—S ' —*

—

-

X 3 2 *

H 2 1

4 3 2 *

,32*
^Mr^ 'r'n 1

^Z. ^
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1^
4 • 4 -

4 S' 1 ; .; 2 ' * 3 2 1

4 •' \ *

t -

4 ;< 2« ^ 3 -J ' 4 s ^ ' 4 .H ;i
'

4 3 2 '4 3 2 ' 4 H ^ *

!*.>/
4;i 2>

1

i 7. In the next example it is necessary to observe what has already boen said in reference to the preced-
ing ones, only with this difference, that the fourth fiiifter, in every instance, has to prepare the next de.

gree, and consequently the other finjjers follow accordingly; therefore, if the thumb strikes the A flat

'*^'''"K feUr
J J^^ the fourthfin>(er must be already placed on the F strinj; #r^^M- j -"^=^==

^J 4 8 1* "tf«? 4 8~2 I

For the sake of brevity the next examples are ^iven for the rij^ht and left hand together, but it is ad .

visable that the pupil practice each hand separately nf first, and then take it up with both hands to .

Ijether.

li.H. ^ix-^
"V^^^

4

4 S <

^
'lit

J J f r
4 8 w
^ i

-8—a-^̂
m

-I—*
8 1^^

m^
I 8. The following example should be practised in the same manner, observing' that for the sake of pre.
paraiion,- the fourth finger descendsone degree every time a change occurs.

R.II

L.J/.

4 8 8 1

¥=« ^
4 ? ^ #-

^
1 JT «

'^-

8 *

-IJJJJI

^M
4 3 8

4 8 8 1

? i

\y\\ hen the pupil is able to play the above exercises with both hands, separately as well _as together,
he may proceed to the next_observing that it is now the thumb.which is to be placed first on its respect.
Ive «tr.ngs. »fter which the other fingers are to follow in regular order. Whilst the fourth finger strikes

the ..ring Et jftkU^ ,he thumb must already have taken its position on the string A^fej.^

t?kTn7«,.7oi\rr!
'.*

'r.r*;'
"" in repeating thee four notes, to k..p the thumb always at the same height.taking care not to let it incline downward., a fault which occurs often with bepinnors.

A//

L.H

unt'Ku
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234 234 234 234

I23 1 23^23 ^ 2;^

231^334 -331^23 4

I23 123 123 I23

234 "334 3 34^331

1-3 ,^23. ^ 23.223,

§10. In the next examples the same must be observed, taking particular care to prepare the fingers in

due order.

§ 11. In order that each finger may be developed with equal strength, the author deems it advisable to prac-

tice the following exercises of four notes, ascending and descending in such a manner that the first,

second, third and fourth note of each group is alternately played with a particular accent — viz.

—

The same is also practicable in the preceding examples, both ascending and descending; especial

care should be exercised in the employment of the fourth finger, which at the commencement is gen-

erally the weakest, taking care that it always strikes steadily.

§12. When the four notesME -Ti— are succeeded by the next following four^ o «* "

it will form the scale of E flat major,- these last four notes are played with the same fingering as the

first four, but great attention must be paid on the part of the pupil that in changing the hand from

the first four notes to the last four, no rest or interruption occurs, and the hand moves with facility

from the 1^.* to the 2^ position, which mainly depends on keeping the thimib erect, (see also page 21 § 6.)

To execute a scale steadily and equally the fingers must always be prepared for their respective

strings, therefore before the thumb has struck the string A\> ^ ^"\>

J ~<i «^ 1^ ^^^ fourth finger must
A

I

4 3 2 1 "tr 4 3 2 i

pass beneath the thumb to the string Bl? (k \^''\i i

*

lar order.

after which the other fingers follovi in regu-

The change of the hand from the 1^.* to the 2*i position is shown in the following example by.

Ji.^.

.=>872-133
$
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f 13 To execute this scale with the left hand, the same rules are to be applied as those relative to

the rijcht hand; the pupil must not lose sight of the necessity of passing the fourth finj^er under the

thumb in proper time, as (his is of the greatest importance, inasmuch as the wrist of the left hand

does not rest upon the edge of the sounding-board, and therefore its only support depends on regular

preparation and steadiness of the fingers.

t

4 S 8

,.>,. ^^\ " ° "
_4 3

m

H.U

L.N

4fe
Scales for both hands.

v="ih:w7

4 »

4 I

i
S 1

2=^

^

m 4
^ 2 1

4 8 "5

4 .S 2 '1^
t

m
m

3 2

4 » 2

3 a t

m ^
• * '^

1 4 * * ^'
. ,

8 2 ^

^^=
3 i'

4 3 2S^^
S3

•J 1

r 7 «

'

1 4
2 1

*•«< 4 3 2 1

4 -. • -^ 4

9: V
f:'*^^--''^

••^^-fi

^

4 3

"VntTrr^Whrrrfiiifrifrffiirre^

? ,-##J%^|JJ-^
••7«-IM
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t ^'-i
1 4

3 2

^
f=-^- 4 3 2 1

4 3

^
2 *

4 3 o 1

^ 4 3 2 1
4 3

2 1

Ji.H.

L.H.

^S
t

2 1

^
-8-*- H9-4-

^S P ? 3 ^-^
S 2 2 1

3 2
1 4 rm^^ 2 1 4

^ 2 1
2 1

4 3 2 432 1

m^P "T-r? a 1

3 1

i ? P

4 3

4 3

2 1 3 2

^
4 3

o 1 ^#^
SR* g^3 2

4 3
4

"*

§ 14. In the descending scale the thumb must pass ovei: the other fingers to its next position- so that

J 1^ 1 2 3 4

when the fourth finger strikes the string Bl; ^ '^'
^' T f T P the thumb must already have passed

over this finger to Al? % 1>T -̂j J J after which the other fingers follow in their usual order.
«J' ^ 2 i ^

^.^. i
t

1 2 3 4

a 3Ce: -^ 33:
::* S S 4-

-O- ^* o «!=©=

The same is of course applicable to the left hand:

_!. 2 3 4^_^l

L.H. —-— "

Exercises for both hands.

a.H.

L.E.

^f¥Pf=B1

3 4

r~="

1 2 3 4 1 2 3

,

•

•J, 1 2

1^ (^

^^ J ]-^—2—

1 2
g 1^

3 4

3 4

•

' 2 Tf
12 3 4 1 2 3 4

-^Ar^ • • .

1'
1 rn r ^^^

5872-133
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Vf

^ te"^rfr^^
1 S 3- 4

wI

<^
f rfpnrfff

^^^^^W
^ a 3

f^

f
lvi.rrfr

|

fff3

)!i^

u « 4 L

^"
.'JJ il JJJjIiJ J J ljjj^

^ e*^

?̂ ' « a

» 2 .

g
:< 4

1 8 3 .
*

1^ 2 3 4^

9 15. Ab continual and conRcientious study of the scales comprises one of the most important factors for

insurinn and ^ivin^c steadinrhs to the hand, the author is promj)t«;d to advise the pupil to practice them
unaraaingly. In order to avoid monotony in a certain direction, as well as to provide opportunity for

the pupil to acquaint himself practically with the pedals, the scales should be practised in all keys pos-

sible upon the Harp, thereby makinp use of the entire ranpe of the instrument, as illustrated in the
followinK example in C major; all the remaininj; usual keys will be learned from the table, pagi's 18
and 19, which aUo hhows through which pedals the different keys are produced.

C Major.
, , ^lieii* 1

HI • . . . .. '4
The pupil muHt practice the following examples in different keys in the same way

\.' 4'«ii^- ^—^ 333 .? T?*Ssssi =^'*^==4---^ 'iy ffil'

^

T«J2S--|

ll»1» III
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I 16. With the followinj? exercise all the fingers must not be prepared at once but in the following

order:- second, fourth, third, second finger and then the thumb. (To prepare the thumb and the third

finger at the beginning would not only be needless, but tend to impede the movement of the other

fingers;) after the first five notes the preparation of the fingers takes place as in the scales, being

indicated by the downward stems of the eighth notes.

^B m^fn)K-r 1 „2
W^mf^mmPmwrrm m0^^r'^f^m

^

2132
4.32

2432i4 3 2

w^TT^cirrrr
i

1 4 3

m T^ ^^mmn M^m^r mWi«*^P^ P^^rwi»i
l^ti^

4^<t%*-*
' t-r-rt

"When descending, the order of fingering at the commencement is: third finger, thumb, second, third,

and fourthfinger, after which the preparing of fingers again takes place as in the scale.

In both examples the pupil must execute the notes in a well-accented manner and in perfect time.

123 4 1 2 .3 4

:
' '

' '
I M i I i LLI Mill

^w¥;^ M.^ffiiT~~tprrw

3
1

2 3 4

4 1234^ 03X^
imrg[r

§ 17. Different keys have been chosen for the following examples, offering the pupil an opportunity at

the same time, to acquaint himself with ih.^ use of the pedals.

B'' Major.
1

w

*i34i-23„ I2,. 1

5872 - 133



C Major.

.r?-/-^^^

^— -^" ^*' -^ «^ ^ •

^
>'Vwi-i>_

J IK. In the nt'Xt i-xample the fin^rrs urr prt'pan-d as follows: fourth, second, third and thumh_
in thr coursf of this passai:.- thr fourth fin^rr must imim-diatdy take th»- position which was first oc-

cupitfd by Ihf third.and the bpcond th.it of the thumb.

E» Major.

2 s 1 ' 2 8

In the H.ime example desrendinR. the fingers must be prepared in the order: thumb, third,second
and fourth fin»:»T, in the rourse of this passage the thumb takes the position of the second finger
acdthr third that of the fourth.

I « , «

•S7a .111
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§ 19. In all cases where it is not possible to prepare the finji^ers on account of preventing: the vibra-

tion or even the striking of any string, the fingers should assume their position in the strings as soon as

possible.

Such passages must be studied very attentively in order to execute them with steadiness.

C Major.

^S^ 9^ 1 4 3 i^

m^m
8 14 1^m FPff^̂ ^

s

^m ^m
l^^^^^^^^^^^^^
^^m^^M ^e*^^ms^^ -^

^ ^^jj:j7jm§9^fe^^^-

§ 20. Some passages require only three fingers' for their execution, the thumb, second and third finger;

this fingering is more particularly adapted to triplets andsextoles,but is not confined to these alone.

All that has been already said as to the preparation of the fingers etc. must be observed here, only

with this difference that in^ascending the scale_the third finger passes under the thumb, and in de-

scending, the thumb passes over the third finger into its next position. The pupil must bear in

mind not to bend the fourth and little finger too much towards the hand, but hold both in a well-

rounded manner.

E'' Major.

^ i> , .. FT1 m m rr^iii^^ I Q 2 1 1 2 3 13 1 2 3 1 2 ol

.213 2 1 3 g^
3
^1

1 „ 2
1 .2 i3iil

3 ^3 8

Fi^
2 3 18 3

^isi^siguizo

5872-133
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r^*^
ffi^'L-rm

* 3

fv... v^
:**-

^ P-^^ lD'

^^g^
£*F^>^ ^

K Major.

i . , ., 1

1 » J 8 I ' ^ 1 ' < - i

» S , « » 1 3 S ^ '

}\ ott 2 *

ort

fc^^fe^ijjjj—"
if

+—.—^—
I

i I
I ^ 1 —

Lu ^ LLj LLj

r^-^ -^= =^= r^TT^-^

or«

. r-^' /
^

- ' u. ggeaaa in
or* X »

)^i^ =^ ==—

-

lf.-J.^^^v,,^,,,,,_

^
^ii!5 ;V' 'trt- •: -t^::- --v.''

</

6-

ti

6'

.vVfrv^.»'*.»^.>^

The difference between triplets uid •rxtolei rauit be diitinctly and exactly marked by the pupil.

•«7«-ISI



' C Major.
33

fejtf/M?Pti±
1^ 1 2 .J« ±m^Pmm^ tt

M

-aslagisa
:

s

ffi^

«3 a.

'i^
^ 1^

^ ^

j^4^ifjjfJ?S
13 2 1

(_ <5>. al2a*23^ g

-t-*-

» #
1 g g aoc -#-#-

^e

w
1 2

^JtJt.

-iiuia'Ccrcc;
G Major.

a*23
la^i^'aisf'i «^*

D Major.i»s ^ ij major.

tJ fl2?l2? 3

i S^ f*^f^ £=tfu
0m .ff,^*;i^±* mA'0i m' ^d-'* rpa

(C:L

3*23123

3 1 2 3 12 3

p^'CLL^rtiP
^^i*# ^ P Li ^ ^^^

i 3 2*32 1 l3ala2l

^^,
The riUe as given on page 31 § 19 must be observed here as well as in the following examples.

5872- 133
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^
Mn '^

* 8 1 3 * - 1 3 1 21 ,

m • *m m ^

,i?-.^

\ 21. This finKtring with only three fingers is very often employed in connection with the other of

four fingers, viz:
,

E^ Major 1 1, 4 3
1 i

>'
- •* ~r-

4 8 8
iie?

.>:r7rjWd^
i^

21

4 4 3 5!>«=^

4 3

=*V:i^f
.•.2'

2 1 ^ ttB
4 •> 43

The pupil will do well to practise the preceding examples in different keys. Here follow various ex-

amples with mixed fingering_the pupil must by a steady survey of the notes, make himself so far fami-

liar with them, as always to know where th< fourth or third finj^er mu*t pass under the thumb.

2 * « 3 ? 11 4 e t

(f^WTTTffT
1 « 3 « 14
r-f -rr
» 3 «

^—0-F ^
m -^-J-J J P g

S 2 i t d »

i

S
1 ;- 1 2

m^

/I*' •••41* 3* *•>«

(b ^^^iM^m
^^^^
tffp^^^

ss
ulTIlI §̂

ilti«,, lit. I,.

T;*;

•«9t. tS«
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^ A^ Major.

'^^^^iinm.
'34^343

s 22. The fingering with only two fingers: the thumb and second finder, rarelyoccurs alone, but oftener

in combination Avith that of three and four fingers, when this fingering is used alone, it is generally in

progressions of ascending or descending seconds or thirds, viz.- .^ ^ M. 0.
~

*f^ E^ Major. ' ^ ^ • •
Q^7 Et> Major

nJ^

.->=i\"rrrj"^

-«—1-

c/ ^u
2 1^

J-JJ'JJ^

^
^P f^rr^^^ i

I^
2 1 2 1 « 1 «

^mn
1 2

m^nf
mmzr

^m

a
* * J J nTJ~=

^^
*) This key not being applicable on the Single-action Harp (unless the D's were tuned into D flats) these examples

may be executed on this Harp in A major.

**) The rule already mentioned onpage 31 § 19 must also be observed in this instance.

5872-1.33
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. LV%i. «' r

In addition to the above, this finijerin^ is also practicable for the shake, in explanation of which
more will be said further on.

Here follow a number of examples to be executed with this fingering in combination with that of three
and four finjjers.

^

c ^ —^ — ' ^ ^' p^'r^^rtgm

^^^LS=^=S
<

« 2 »
» 1^-g '

2 1

«

--rjj » » # l«»pfrr

'^'^^mka^a
^^m.

m^
^^
£^a

^^s*

iT5

^
^

=?j^

:.'

(i %
''^-'"•'-

II,,

—
^'JJ.^'^J
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—T~~'* ~
I
—^wm—4

—

-^m ^ ~n

—

vl~^— w im—"

On sliding the Thumb and fourth Finger.

The little finger not being used on the Harp, it isnecessaryin figures consisting of five notes, to play

two in succession with one finger. this is done when one finger slides from one string to another (with-

out being raised again) which is marked by a slur ^—^ over those notes where it is to be used.

This sliding in ascending is commonly done by the fourth finger, but in descending always by the thumb.

The pupil must practise this style of playing very cautiously in order that he may be able to execute

this sliding movement upon the different notes evenly and distinctly.

Bt* Major.

To slide with

the thumb.

To slide with the

fourth finger. f̂''

w« I
t> 4 4 3 a ^ -^

Si
4 '^

o 1

1

,43 a 1

m
0-rm

^^^
2 1 ^ m-

m
*f ŵm

d̂^

m
It is not onl?/ in scale-like passages that two notes are executed in this manner by one finger, but it

occurs in a similar manner in other cases, for example: in all four-part chordsfplayed simultaneously or

arpeggioed) which are preceded by a so-called Appogiatura, producing in reality a phrase of five notes.

^ ^ '-4

—

Vvi^—l ag ,

I

' 4 •

^S-&
(Parish Alvars. Op. 35. tef#
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Sliding with th.- fourth fixiRer however app ears oftener in arpeggioed chords. viz:

1^1

The sliding of the thumb can also be employed for the execution of three-part chords, especially if

sach chords are preceded by an appoggiatura, and as the latter must invariably be slurred to its resolv-

ing note, this ligature is not only more easily executed by sliding (especially if this be the composers in-

tention) but it is also the surest and most appropriate fingering in such cases especially in rapid tempos.

Allegro^
, , 1^ F^ y » ^ ^ ^ ^ ^ _

Allegro.
11

1 1

:«^>«^«2 11

~-^
,

—-^ * * 4

f^=^' ' • ^ * - ^ ^^ • ^^m: ^^^^

\^ ^'..
./%_-.i^-^

1 1 •
« .

l_l

-"If^

»•?>• tlS
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As a general rule this sliding movement is executed 'W'ith the thumb and the fourth finger; (Glissando -

passages, in which every finger can be slidingly employed, cannot be classed as belonging here, as in

them the performer has not only to slide from one note to the next, but rather over a greater succession

of sounds) however it may occur at times^ that the third finger is also employed in a sliding manner, as

shown in the following exercise: —

Note:- Although it is absolutely necessary to employ the Glissando in very many cases, we will not omit to observe

that it is advisable not to make use of it too frequently and especially in such passages, which can be executed with
other regular fingering equally well, it is usually preferable to choose the latter, unless the sliding has been partic-

ularly indicated by the composer.

Fingering for the different Intervals.
a.) Seconds.

Seconds played together are executed with the thumb and second finger:^ ^^
—
\ except,when another

-i ^ .4-
*-

fingering is rendered requisite by preceding or following notes, viz: (ffl f J"'

j

i ^
Arpeggioed (or broken) seconds are likewise played with the thumb and second finger, (see Fig.A page 35.)

J.J Thirds.

Thirds played together are generally executed with the thumb and second finger:

. 1 1 .i^m 1 1

2 2

g^
1 1

1 1 2 3

1 1 ,

- ''' 2 Z^^

i I 2 2

«
1 T i -

1 1 4

2 U 1|li2m
A succession of ascending thirds, of which two are tied together, is played with the following fingering

1 <> 1

2 1 i Q 2 3
4 3*'**

For descending passages, in which the thumb is allo\ved to slide on to the next string, the fingering is as

follows: —

5872-133
2323^1
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Ascendinjj passa^rs in thirds, to be executed in a staccato- like manner, are played with thi' second

and third finders.

. . ! 1 1 ; 1

, 2 a «

8 8 2 3 a a

^^if ffr 1-4-1 ' ' i

f~% i P~f'=̂ f~'

In descending passages it is prrferabh* to use the thumb and second finger;

'''ill

\

¥^ -1—

^

In the Ko- called Glissando- Passages, which are executed by simply sliding the fingers over the

>irings, ascending passages of thirds are played with the second and third fingers.

But in executing descending passages of this kind, the thumb slides down, whilst the lower notes

are played with the second, third and fourth fingers, the latter being regularly prepared as in scale

playing.

5 , M M-iiirnTrT>i^
Such passages in thirds, as last mentioned, are treated more in detail in the special chapter "On

the peculiar effects of the Harp'' page 75.

Arpeggioed thirds are likewise played with the thumb and second fing-er.(see Fig. B page 36.'

But whenever it is pohhible, it is far preferable Ui change the fingers_ for example:

F Major.

I

frs '^ . . • . ' •

1 '

9.C ' '

Mil- tai

*tt^'t' -'t^T-rJ
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i#-i^i2 3i|^4^ ^^^^s

*"l'f • T * J . • J • ' 8

6'.j Fourths.

When perfornjed separately a Fourth is played with the thumb and second finger.
'

1

:3 Z.^.^
A succession of fourths alone is not used, except when a third is added beneath or above them, through

which they are also turned into a succession of thirds and sixths when the third lies beneath,the

fourth is played with the thumb and second fin^er,viz:

-^ 3--*-*-^ -j
\

1 ' 1

±.

But when the third lies above, the fourth is played with thr second and third fingers:

R.H.^
-^.—^

Is

to—

»

^—»-^

Ig \% \p |g ly^ 4

§^5—*^^ V5—8- 'S^.
—^<r^•9-&—f-o—

&

-a- 5^

Besides this,the fourth is also played with the third and fourth fingers, as often as it occurs in

the chord of the fourth and sixth, in the harmony of four parts, viz:

R.H. (k^ %\\ L. H. J\ |<>
_^Y

—

4 *» —"^

Arpeggioed fourths generally occur only in combination with other intervals, principally

with thirds; the fingering in such cases can be seen from the following examples:

,3 214 3.114 .3214
- # Jl #Jl . Tl p ,.—

,

p 2 ^m
1 ;a 3 1 2 3 4

1

1 331 3341

2 3 4 I 0341

341 0341

t^
3 2143 21 4 3214

3 J 24 3 1 2 4 3 124

Ji^ J.
' d' ^ ^

'
^
"L^

^ JW

^^-fflTL
;]

i-^-
1
* r —r

3 1243 124

5872 - 133

3 124

gffi

# %• as
3 1 234 133

3 1234 123
wi-imL^JkS^ 4 133 4 # #-
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d.) Fifths.

Fifths played alone, are played with the thumb and third finjjfr:

1 ^ 1-5-

jr>,.^^ L.M:^^
When the fifth is combined with other intervals _the fingering of course will be different, accord-

ing to the position or distance of such intervals, viz:

?-

Fifths in arpeggioed style:

^-tp=

' » t 8 a ^ t :r s ' 4 i-ra

'

f.9'^: rV: -•::'•;

3

^^^
Ŝ 1 2 3 4 1 :i

<

^s-11(43124 S134

In the Harp compositions of the old school, the following figure, consisting of arpeggioed fifths
and thirds, is of such frequt-nt occurrence, that we find it designated in theoretical works on music,
as the typical Harp -Bass.

« »
or

111 t X 1 1 ;: 1 1 :: 1 i

;2r :'-':'-'^':'-'J (

1 1 1 1 1 1 j

iiJsO:'^

e.; Sixths.

A uurceMion of sixths played tog.iher. is to he executed with the thumb and third finger

!
I't'T rrrri'frp

1* '» i#'»

^" ••::?

^
,j.j-jijjjj^

2

••7« • tSl
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But when such passages of sixths are to be executed in legato style_it is far preferable, especially

when descending, to change the fingers for the lower notes, and to slide the upper ones with the thumb:

1" 1 1 1 1 i I 3 ^ i 1 "1 * 1 1 1 1 *

E^ MAJOR.

3.3 2

- iSn^> ' P C C r E

2^3

1 1 1 1 1 1
2 3 2 3 2 3

^r ^p k

I~i r~T 1 1 1 1 1 1 1 1
2 3 2 3 2a 2 3 9 a o Q

?^

3 2 3 2 3 2 3

In triplet passages this fingering will almost always prove the best:

Sixths struck together occur also in the Glissando -passages, where they are playedwith the second

and fourth fingers when ascending:

Such descending Sixth -passages are pla)'ed with the same fingering as descending thirds:

1

Arpeggioed Sixths are likewise played with the thumb and third finger:

C Major.

E ^SJ 1
j* rj £J

3 3 ^1 1

^S3^3# 3T!^3

I P^##

^m
3 3 *T **

I
^^=F

^^^
f 3*

^TjtrtTi

Such sixths moving in triplet -figures- ascending or descending, are played with the following fingering:

3 3 3 .3

^ ^
13 2 1 3 « 1 3 « 1 3

BS
#̂ 1 #^ 1

^

B » 8

S^ SSi
«^—

#

^ ^^

& # -•-

2 2

5872 - 133
3 3

3 «
^Wjrl J-

3123
3 2

:i 8
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. . i_,^^?i_?ii*'i-',^.i ^

I

In the following, u fewexamples of arpeggioed sixths in emanation with other intervals are given

B' Major ^
«.«

^^ — # #•

.^ y— m~ ^^^9 ^^^^ ^^^ ^-^ • •• ' -a a "w-

I'AKISH ALVAB8.

In the fullowinK cadenza another variety of arpeggioed sixths is presented.

p /*4f|f«*A«

I • ^ ^ ^ ^ ^s ^ ^ ^s ^ ^ ^^ ^ ^ r, -u_

/j Sevenths.

A seventh played alone is performed with the thumb :ind third finger:

If together with a seventh, we find additional intervals, say for example its third or fifth- or both

at the same time, the fingering is changed in the following manner: if the fifth lies between- the seventh

is played with the thumb and fourth finger.

n

The name taken place when the third and fifth lie between.

/Z //

*^. \^

M71 • Ul



45

But when the third alone intervenes, it is preferable to play the seventh with the thumb and second fin-

ger-.

^•^•^^^!: L.H. /y £g

In chords where the seventh is connected with distant intervals, \i is played according to its

position, either with the third finger and thumb:

R.H.

or with the second and fourth fingers

B. H.

m 2

x.^.SSr=^

li5-
-^*

? 3 1^

f
L.H.^±^S -4-9

r^gT:

Arpeggio figures of sevenths as a rule occur only in combination with other intervals, viz:

F MAJOR.

m g|
-̂•"s

±f^ #— -#

*T^2 2 2-f-2 2 2
3 11^11 2 2 "•^S 2 2^ 8 o «

1^ fei
1 1 -^ 1 1

8 P 2 .^ ^ -*^8-

I
2 .. 6

*^ 1^ i
!i u^yi^v^m^^

J-' Z ' J-
1 „ 1 212l2-#-212^2

1 1 - 1 2 1

^ tkf~rf-wfz

TnLgTLD

5872 - 133
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g.) Ortaves.

Octaves are play»d with the third finjjer and thumb as well as with the fourth finger and thumb, in older

methods the latter fin>;ering being generally used; however, it must be ob.serv«^d that the first fingeringwhen

practicable is preferable, as th<' octaves can be execut»d with greater force and steadiness than can bo at.

tained by the use of the fourth finger; this the pupil will be able to judge of when he has tried both styles of

fingering. We must not fail to mention, that for the execution of octaves with the left hand,it is best to em-

ploy the fourth finger and the thumb at all times.

C MAJOR.

4 • 4 * *

^Tjen other intervals lie between the octave, it is always played with the thumb and fourth finger:

or:

^Tien the intervals, which are added to the octave, pass over it_it is sometimes necessary to play the

octave with the fourth and second fingers .viz:

li.H.

i«-1 .. •

A HucceSHion «.f octaves marked: staccato or tnartellato for t

thumb and third linger:

Jj.i
' « i « 1

A t:rr **

*
' 1 1

1

1,1 .! 1

he right hand, is always played with the

^<>':::m W^ or:

For the execution of legato passages it is often necessary to play the octaves alternately with the fourth
and M-condMr with the third finger and thumb; and in some cases the octave is even played with th.- second
finger and thumb- this change of fingers f)ffering the possibility of preparing them for a following octave
and at the name time promc*'"- •'--'—'*•*

= -- •*- . .
.r

.

- t,

Ascending

M7t-tU

oting and facilitating the execution of such passag.-s in a very essential manner.

Descendii
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This change from the third to the fourth finger must especially be used where an octave of short

duration is immediately connected with a longer one, viz:

1 *^ 1 1 1 1^•#

m3 -i ^ 3 4 3 4 3

^yo. j)7 I^^Ep

I ,^. -N —^ 1 1 "t,-^ '*^ '^^. #

4 3

0-
4 3. 4 3

^^ £

4 4 3434
f

3 4

^F^
^

lEi^

The octave is played with the secondfinger and thumb in all descending legato triplet-passages, or espe.

cially where there are three successive octaves linked together -likewise generally in ^ and 1^ tempo.
'"^i^^ -"^^^ .—

.

-—

^

8 8

^^^^^r^^ rf^, f*sf &£a^- i j
jJj.A^

Octaves are used in glissando-passnges as well as thirds and sixths, but they are only exe-

cuted with the right hand and are only possible in descending passages:
1'

Two consecutive octaves, producing the same sound, their enharmonic or nnisono character being

brought about by a combination of the pedals, are fingered thus:-

eI'MAJorJ
1 1

^

3 4

1 1

3"" 4
3 4

On the Single-Action Harp such enharmonic changingof the octaves in unison can only be produced withE^ and

Ah. In the first caseD^ must be produced by the pedal D, which sounds like E flat_in the other G^by the

pedal G, which sounds like A flat.

The thumb of both hands must slide from the first note to the second.

On the Double-action Harp such reiterated octaves can be produced on every degree with the excep-

d §: ^
z • Parish Alvars uses such octaves in his Op. 84. "Gran Sfudio"(ad inii-tion of -=^ ^"^^

tazionidel MandoUno) viz-.

5872- 133
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iti 111

r MAJOR.MAJOR./ 1^ rW, yi*

f»

.J 4
fFk)

Such octav»*s sometimfs occur at the end of a piece of music, when the upper notes only are re-

peated; thevare plaved bv sliding; the thumb from one note to the other:

E" MAJOK.fet^ \f T S^

Broken octaves, when they follow each other in steps are best played by the rij^^ht hand with

th«- third finder and thumb_but by the left hand, like the octaves struck together, with the fourth fin-

ger and thumb, for example:
< 1 1

But when such octaves ascend or descend like the following, they are more easily played with the fourth

finger and thumb:
^ ^

The author deems it necessary to remark, that in this case again it would be preferable to use the first-

mentioned fingering t third finger and thumb.) as the octaves can be played with greater strength and pre-
cision, provided the performer's hand is sufficiently large so as not to be inconvenienced by the octave -

stretches with the third finger.

Such broken octaves, i.e. octaves played al arpeggio, which do not follow in steps, must, as a rule be
pUyed with the fourth finger and thumb of the right hand. i.e.

•Ta. iia
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With such octaves it is still better to change the fingers somewhat in the following manner:-

fe^ »^ P^|;'-^ ^
^

Broken octaves in triplet- figures are fingered as follows.--

If the arpeggio movement of one and the same octave is continued for an extended time, it is per-

missible to lay the second and third fingers of the left hand on the intervening strings which form

the third and sixth of the respective octave. By doing so the hand will obtain a resting place

and greater certainty.

1 1 1 1

Z.R.
=5|? :s -^

1111 1111

.

--'' For the second and '~^--.

third fingers to support the hand.

^ 1

The same may be done when two octaves near each other are played al arpeggio for some length of time.

i 1 1 1

Z.H. ggU^^-M-
iJX tn

JV:£. However with octaves struck simultaneously it is entirely wrong to make use of this license

'-^

S±
i^ .^

^ B
:^

Jzi

-4

In playing such octaves as the following with the right hand, they must be executed solely with

the fingers necessary for their production and without the assistance of any others.

11111111
i?.^. $

k
n-i^

1

0-
1111
m 0— 0-

or 4
4 4444444

5872-133
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All inUTvals extending beyond the octave, such as ninths, tenths etc., whether executed simultaneously

or al arpeggio are played with the fourthfinger and the thumb.

H.H.

f-»-^^
Nlhth. Tenth.

But exceptions to this rule will sometimes occur; in such chords, as illustrated in the following examples,

where the intervals lie very far ;.part, the tenth will usually be placed in such a position, as to be executed

hy the right hand with the third finger and thumb.

B.H.
f-»

?;;^ E

and by the left hand with the fourth and second fingers.Owing to the distance between the intervals, these

chords must always be played al arpeggio.
i I*

r...^^m
\ *-s-

I) i roof ions for strikiniJ: the Chords properly

and the rules to be observed thereby.

Chords on the Harp are generally executed in a broken (al arpeggio) manner, from the lowest note upwards;

the reason for this is to allow of greater vibration and tonal volume in the production of the chords and ac.

counts for this manner of execution in all hlow movements. For this kind of chord- production the hand

Hhould perform a Nlighlly curved movement, in the direction from the lower to the upper note; but no other

part of the arm must take part in this movement and the latter must be brought about solely through the

flexibility of the fingers together with a gentle turn of the wrist.

Let the pupil try to play the following chords in the manner as indicated and illustrated in the lower
staff, taking particular care to strike one note after another as equally and evenly as possible.

i
k^ s 31:

-^ « -€»^ XE
sWritten thus

H.H.

Flayed thus

Written thus:

/ //.

I'layed thus".

The »lur between both the E fUtt tifpiifies that the second E flat is not to be btruck, but mcroly Hustained,according

to the vrll-km.wn rule, that when two note* of the tame pitch are joined by a blur (in that case called a tie) the first on.

Ijr it to be i^lajred.
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When a chord is to be played simultaneously with both hands, the Arpeggio begins with the low.

est note of the left hand.

Written thus;

Played thus:

But it is of frequent occurrence, that the chords are to be played in a very short and decided man.
ner, with absolutely no Arpeggio effect, this style of execution as a rule, being indicated by round or

pointed dots above the notes; in such cases the fingers must all pluck the strings simultaneouslyleav.

ing them upon the latter as much as possible, checking their vibration in this way and thereby produc.

ing the chords in a very distinct and staccato- like manner:—

Con moto.

In addition to the above indications for the execution of these chords, such terms 2.%\-frappe, sec,

mnrcato, ynartellato, deciso etc. are also employed. Furthermore, in such cases where the composer

is specially anxious that the chords are to be played in a broken or al arpeggio manner, particular in.

dications are employed- the simplest and most usual being an undulating line placed before such

chords, as shown below: —

^m^ ^

%
r
f

^t t*-

t

still another indication for this style of execution, consisting of a little line obliquelydrawni across the

chord, is sometimes met with: —

5872-133



52

But this indication is now somewhat obsolete and of rare occurrence. In modem compositions,however,

we frequently meet such chords, written in the following manner and executed accordingly.

^
, ^

•"*
• < -^1 ;^f ."vl >^\ •-*• '"i in 1^ -y^^

In the above examples none of the chords have exceeded the compass of an octave for one hand; how

ever, it is of frequent occurrence that we find chords written for the harp which surpass this limit to i

considerable extent. Such chords are often strikingly beautiful and exceedingly effective, and art

played al nrpef^gio in almost every instance. In the following, a variety of such chords is presented,

in the different positions in which they can occur.

z //

The chords marked thus O might render it difficult at the commencement for the pupil to reach all the

f«)ur notrs simultaneously, in this case it is allowable to bring the thumb on its respective string, after

the fourth finger has played, so that the thumb can reach the string at the top with more ease; this must

even be observed by more advanced players in the chords marked thus 00.

When such chords occur only in three parts, the fingering will be either fourth finger, third fingerand

thumb.or fourth finger, «erond finger and thumb, according to the position of the intervals, viz:

\0' \-9-

^r3 Vt-^rs ^^
'2^"-l L.J/. * 5" -- oto

-b?:

l-^^t?

In some modern Harp -compositions chords are sometimes made use of, consisting of more than
eight notes, but »h only eight notes can be played at once with both hands, likice:

(Ip^_4
at ,

1»-

in all Huch chord* consisting of more than eight notes it is n-Muisit.- that all the .xtra notes should be
plav'd with the left hand

ft*:! . lis



53

Of course such chords must always be played al arpeggio and the left hand, after playing the first

four notes, must be immediately transferred to the upper position in order to let no interruption of sound

occur and to create the impression as though the succession of intervalswas produced without any change
of hands.

Written thus:

As already observed, the general rule for the playing of all arpeggioed chords is, that they be ex -

ecuted from the lower to the upper notes, however this is sometimes reversed with good effect, viz: the

chord being arpeggioed from the highest to the lower notes, as shown in the following extract from

Parish Alvars Fantasia Moise Op. 58.

Moderato maestoso.

On Arpeggios and the mode of playing them.

The arpeggios originate from the chords, and are produced as soon as the notes of a chord instead of

being played simultane-
ously:

i

m
are played separately, viz:<

tefcg
or: but in such a case the

manner of dividing the notes and the duration of the arpeggio are of course indicated by the composer.

The arpeggios are either simple o//e?.v^ which means such as only move in the simple extent of the chords

from which they originate, or rnnniKg arpeggios, which go through several octaves.

In the following simple arpeggios, the chords from which the arpeggios originate are given in the up-

per staff, the pupil will do well to practice these chords with great care, and then proceed to the arpeg-

gios connected with them.

5872- 133



:)4 Tahir of the Simpl<» Arpc^^jrios.

Fl^'DAMKNTAL ( HORDS.

*

»

i^^

??•;*:
su-^u^^g^^^

^
& X

1, •- f a .1 2 i 3 2 4 — — '"

— -—•-•-

• _ * rin^

-—

V

\

("Ji sT^.0

r^^:

.-7"";' . -T' . f.'rr" » ^'-#g^

^'"*^

&ra*^
* -

^^^^^bI

, m 'm m'm m 'm •*'"'» .* *• #* *# •* ** •<*• -*t ^4 f

/ ,
m m ' m . . .mm . . m 'm m' 'm m' 'm': ' : 'm' ; m' . m : mm : r^w^/rM^.

^ ' # « « • m -m #_-« # # .,••..»
\f-' # « «

•- •# •• •
/ / , m m m 'm m 'm 'm 'm 'm 'm m ' ' m ' ' m m
\ \^ » \ • m • » » m m # -
y 9 • • • » • •—— B '^ —

i

' * • * ' - I

m m m m,0-0 • • •

• •• • _ »
« #
#

'. •
#_ #. •

'T »:-
^ •# *

r # Si#^t•r.•li:nr ;; fr- jtiv f:<r*!ft..1 bv VrrwJneat a glance from which chord ;in .irv'ci'ii'-d pnssajje is di.-rivijd and Instantly

thf %'ariou* fnt«»rT.'
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m
4-»*-

w

—?-«^—

-

-O;

^ XT

1

=?^
Isxier

-̂x î»-

-»** ^
«40Q

:§?
Tir»-

:i3[e^
t^

s

3i;
:^

ixs:
-«*-

a^S^^ JT^J'pn^^^

^ Owing to the distance between the intervals in the progressions marked thus * the thumb or fourth finger must execute the
jump from one bar to another with accurate certainty, the other fingers following immediately; in practising these examples
the author advises to take them up separately with each hand at first and devoting especial attention to the development of the
left hand, as perfect execution with this presents additional difficulties.
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In addition to the pncedinK simple nrprf:,i:io.s thtrt- are many others, which may be considered part

ly as a further continuation of them, or derived from them with some sliijht alterations, viz:

,2 .. 1

"^ -^ I. • t I )
'

1 S.

4

1
' «-

»^ . ^Jfi^* ^#* ^^ ^^ ^ B^ ^^ ^S^^ • »t̂

• ' ^4-«- ' •

rrrr^rir

(1^2
,g.>i»pg>.e»

.-.^
F^ mP ^^•^ >» r-(» • ^^ ^^

y^^ ^i^fff i ; r r ; f f r
\̂ =i=^^

4^
r^

«s«s,*=^ ^%/.P ^^=**: ts*^*"^ :s*^ ^^"'^ "^'^ •"• ^^fp, ,r,

1

]'y

.# #

^i^^-,^ ^
^

xx:

3^

i I

• • 1 •

2i

»j?f1^
It it hardly nerettary to explain in lhi» instance that the thumb of the Iff t hand is not to be pr.pared until thf

fourth finger of the right hard ha* played the Hame note.
in:* - isa
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I? to
8 Om

^ rJ»pt-

^
33̂

^-S^
132:

3ti£

3:

iat^K: i^i^

^
22t :r« iS^BZZ^

n"

<*
" #

. a

3^
i

'/ ^i^till;^te=^Si ^ fcr ^^
It sometimes happens that a melody is connected with the arpeggios, in which case the noteswhich

belong to it are as a ruleespeciallymarked. In such cases thenotes which form the melody must be played

with particular emphasis, care being taken, however, that the regular movement of the accompanying
arpeggios is not interrupted.

fc 8 ^8

t tob^
? k

I' (7 f*ifrr!*f»i-'^»

LEd'fc
'^'W ^^^^^ffi^^^

3
Iji It. d=^^ ^E^^^:^ 23

F^fct^

*
^^ i ^

^gd'^^tt^' tm^m ^
p*): ,

!> P
_i^ llS-

*

^ *9 ^ » 4 »

±E Ksra spV * _^^:r^-^-t^^
f^ ? -X^

7^
- 4 r

-3-K— 'Jfi *
^S

3>

fc *3^ f
^VT^ I

+* *^
r ^ r

^' !Sr ^S^*

r rr

^g
_!_•_

i
i4-

3 *1»^

i i=r=t

Running arpeggios arise from the chords of both hands, in which,however,the arpeggio must not be ex-

ecuted simultaneously with both hands, but the tones belonging to such a chord must be played in their

individual progression either up or downwards, for example:

(

8 8 4-^r^

or:
3 4

\^m^^ ^ L4g
5872 - 133
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For the e%vn and accurate ext-outinn ..f such and similar arpe^Kio^. »< »« absolutely neressary always

to prepare the fingers beforehand— and in such a manner that while one hand plays, the other is

already placed in its next position. A f.w .xamples of such arpe^igios are presented in the following-:

^"^^•nt

^•- ;^^0^

i tf i fffi i^
^^^m

^
I '^ '"^1

^-i

All such ranninK arpe^jj^ioi*, which extend through several octaves, orijjinate in the precedinj^ ones and
;' ' "'.\e are merely continuations of th«- same,- but for their proper execution, cmssinj? of hands becomes

;rv, that \s: the rJ^ht hand mu.>t sometimes enter the domain of thr left, and vice versa; as insuch
••'''«•» ' .ire alternately compellid to change th»'ir positions, one hand must always be'prepared
whilf i;.. ...,. i .

N still ji '«'..'. in order that the even and fJowin>( execution of such arp«'j4f(ios may never
be interrupted. In the : v.^ examples the nr.tes, written with their stems pointing uj)wards { fesqn i

*'«• t" '

\vith the ii^lii hand, while those with their stems written downwards •••« • 4 • •>

are tu 1 with the left. (^ i i )

»ii;4 Ui
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NB: Here the pupil must be careful to mark the notes in a most exact and rythmic manner.

It happens verv often that such arpeggios are not written as above, but are connected in one phrase or figure; in such a

case it is left to the performer to determinewhat must be played with the right and what with the left hand _this capability

is soon acquired by practising arpeggio-playing; a general rule is that the highest note of an arpeggio must always be

played withthe thumb of the right hand.the cases where the highest part of an arpeggio is played with the left hand

are rare_but even then the highest note would have to be played with the thumb; in consequence of this ruleit is some-

times necessary to mingle the fingering with four fingers alternately with that of three or only two, according to the

number of notes.

5873 - 133



To facilitat.- the correct division of the hands, arpt'tfgios are sometimes written in such a way tnai

the individual passages for the right and left hand are additionally grouped together by means of up or

downward stems, as illustrated in the following example.

X. B. Here and in the l.jllowjng arpeggios, the preparation of the right hand must not take place too soon,
in order not to i-'-rf. re with the strings which are still vibrating and thereby cause them tojar.

In modern I
.

lions a melody is often connected with such running arpeggios; such melodies are
uiually indicated by being written according to their exact time-value, and as already remarkcd,the notes
furming nucha melody must be executed in a specially prominent manner.

\t%



*^ Generally in such arpeggio -passages the octaves of the left hand are written as above, indicating that

such octaves are to be played in a broken manner, and as though forming a part of the arpeggio.

Therefpre the passage marked () ought to be executed thus:

In all such passages, i he notes which form the melody must be plaj-ed with particular emphasis, the other notes

on the contrary are played piano or pianissimo.except in brilliant passages which ought to be played forte

or fortissimo throughout. In the first case the composer generally adds the following directions-, marcato bene

il canto (or: la melodia) e jojt? gl'arpeggi. Particular attention is to be directed towards markingthe mel-

6872 - 13.S ody very distinctly and playing the arpeggios softly.
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Such passaj(es, difftrt-nlly written, are also met \\-ith at times, for example:

The following arpeggios are also recommended for repeated and careful study.

^^^-^ ^^^=555, '^^^^ ^^^5

M^-l i'JIgff^;^
T^ feP

••) For p«.

1 on Ihr Sinplf adioa Harp in f» maj'<r.

A ritinf •rpejfjrioed chords, see p»/f«« fil.



On Modulation, and the Use of the Pedals.

The different modulations or transitions from one key to another upon the Harp,require the employment of

the pedals. If the modulation is only accidental, so that a note raised or lowered on that account is replac-

ed instantly or soon to its orijfinal pitch, the requisite pedal is not to be fixed but only kept down by the

foot while wanted- except such a modulation requires several pedals, of which two are on the same side; in

suchacase one of these pedals, must be fixed, to enable the foot to press down the other.

For every pedal that is used the foot must be held in readiness, and must both press down and re-

lease it with certainty- so that the strings do nctt jar _ therefore the first must not be done too hastily

nor the second too slowly.

The position of the pedals can be seen from the figure on page J7, and their effect on the strings from

the following table:

Fundamental Key of the Double-action Harp.

The pedals,wheninthe first notch produce:

The pedals, when in the second notch produce^

i
;t> d^ et> f^ gt> a}^ h^

t\^ ^» l-o lM> 1-^^
, ^„ ^o l |.. ^§E^
1 „ ',!« ..*+ x-« -.W „«

^
I? S elt ti Ktf atf h^

t^=itx^o j|o i^̂ ^

Fundamental Key of the Single -action Harp.

The pedals produce:

i\} bh

^o- "cy -^ VTT [yo *> -o-

y e fi^ g$ a. b c|f di^

ff^» Ho y-n^i^"-^i
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In the following, a table <»f examples is presented, the modulation of which moves throug:h all the

' keys pos^ihle upon the Double-action Harp and in which exact indications are givenwhich
^ to u>f ;ind where tht-y must be pressed down.

On the SinKle-action Harp only those modulations are practicable which are to be found between the

signs: -

# Ci" MAJOR G^'MAJOR

Ki)

t^<-;^^
W c»-w
sm -o-

â
^=5^

^

L^ MAJOR.m fc*
5

-«*-

#
se$ -o-

JT

m^n
g
(«^)

A' major"^

^ n: ^ e'' major.
ixx:a &p MIf i*^ ^^-

^^ a s ts- .11

XE3 VV=^ &2:

^3 bJ' major. F xMAJOR.

^ -o-

S-o- ^ 3 332: g^

(te^ ^ i
E E

^
-« -^

C MAJOR.

—o~
G MAJOR

•«7t . tax
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fa

F^ MAJOR.

mI
fci

B MAJOR.

tfP -o-5^ it"^ 35: ^
(B^)

S: CeV

fe *22: -^ Sf -^
^ ^

fe

^TT CT"

E MAJOR. *

^ a

XT
A MAJOR.

foSr :^ |g—s^
32=i
g= ^ 351

^§r

u
(Di)

3: Ste 33X1
sa: 31:

*^ P5 r=^=^^

»- *

D MAJOR. G MAJOR.

*F=?=^
ir^ S :iS -€>-

rt
(G^)

-1^—
(C^)

^ b-^ TF
3

f -o-
^^

—

xy

F MAJOR.

XT 1& ^ 77

i
C MAJOR.

^I? TT ^"

r r ^2 £5^ ^ 3a:

(F6)

^
(bI')

,

t5 -^
35: 3: ^5^

X5

I' MAJOR. A

#
rI' major.
k 3 s^^^^: s -«- Z: -5 115

3Z s=^ ^=2
(Et) (At)

_(2_

W ^Z2i 35:
^-^ ^zzz

1^
XT

o- ^

ili
k=:^
7—?::—^^

?#

Al' MAJOR.

H 35:
?=^ fcte3? g=^^

^^ MAJOR.

B -o-^S-*>-

(Gt)

W fe^
fciz

35: 3
^ 35:

- ^ 2: 2:
y, o

2=>

^ J^

l-a

a i

f=ir5
-72
—

zf

^

-^-1^

g'' MAJOR.

fck
2dz
9 »-^

feiri^ -o-

(F

9-

^

2:

?a^

XT

C'' MAJOR.

g:—

g

«i 6^

fe*gs
fct

TT-^
ĉ^^F^

XT
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The mndulations in the Minor keyspresentmoredifficulties with regard to the pedals, owing: to the in-

dividual formation of these scales, requiring as they do a variety of accidentals and furthermore as

they are played differently while ascending and decendingj for instance:-

C MINOR. also thus: \

k
ITS!^

mffi
^»**^

rwy>^

but descendV^
always:

ks IS.»-. -r-t-

«a„ ' *

^̂^<

^^ zx**jTtrt:^

The following examples contain the modulations of all the Minor keys practicable on the Double-action

Harp. The SinKl^'-acti(»n Harj) admits only of those between the sij^ns: * — ^.

^ A^MIXOK. £*» MINOR. B'' MINOR.

M& Mis i§ ^^m &̂¥P^^l W^ f
if' -«-

^ '"J 5=^ HBF^

(00

-o-

(KH)") (cjt) (cU^) (i)^)

^^ E i3 ^^: l=ffyg
jCE s$v\, "

¥ ~i5

T^

F MINOR C MINOR.
Ir

fcfe
3s;«

(u^M)

Ste

(At)

* ^ XJ-

— i^

(IX B") (E^)

% fe XE

^^N*

S!

SC

t

G MINOR.

^ -€»-V
-*-

1^

1^

i 1^

A MINOR.

*̂̂

-C

o %r^

B g,

^

*
1^

i?̂

D MINOR.

-*-s

-^

E MINOR.

<»

±
-o

:3E
<>

•m • \%%
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^=!^-
> ^^m

3S: E
B MINOR.

S^^m -)0-
^^^^^

1 f € i^f#j^ii

fI minor.

^
fe^:^ ^

fê
(C»At) (D^)

(G# E«)

23:

?
*
i -^ s 2: i±

i
-o-

48 ^ g ^g^ ?^=il

XT
C# MINOR.

«rf

C*

—

F# MINOR.

^
I

a£ ^^ 351 SZ]!L ia s*—**^ :§: :5=?55
I::!? «" 3i:

^ •— i5-

(h* B*), (e6)

«l i
(Bli E«)

^
tis:

t ? -5 -O-
li;^ :i2: 3i:

3-?*

(^
:fetag

B MINOR.

* li£ j5L

—o

—

E MINOR

* *
i i -€»- 9- Zz

jo:^3t±^ ^
(D^)

Si
(eU«)

j2_
(All Dt)

t
S i ^ 301-^

"57

f-

t&g—

*

i
XT

MINOR.
±

D MINOR.

i::5 t
Ti~

?= ^ ^ -€>-s^^ ^^
(C^)

^^?
(Dl! (i*)

i2;

(Fii)

s: 5^ -^
* "TT

i 13
G MINOR.

^ ffrJ^ ^ a I

TT

C MINOR. ^^
i i=" 30:

w
*^2: :?S 1 -€>- g- *1>^ :^V

(b!.)

—5;

(Cl| F#)

i^
(Ei-) (?l| Bli)

I 3:^ 3
-5

5>- 2=± 30:

f^
-*»-

XT

F MINOR.

<:

P

bI* MINOR.

fez-;^ &ari^^^^g ^ <;—

^

E33: r; 1 A;^=351^r~^
(A

^
9-

(fil-El!)

If2:

(dI") ^a (eI'aI!)

ŝ -o-

1^ -o-
-7?

—

—-. "O" "?7

î Hr-feidi

(ol)

s 1^

^^ E^ MINOR.

P^^^^^ t̂e 33:
vy 8

t^
XE

mi

(cl-) (DUi)

^=^:?:

3

^
'' MINOR.

fcl2!
fe XE^=^

î>
|> 11
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As each pedal can only raise a string to a single sharp, it is requisite with double sharps to play

them by means of borrowed notes; that is: to take for such a note its next higher string, which stands

in enharmonic relation to the first. If therefore C were marked with a double sharpA^^ it would

have to be played on the next string D, and the same vice versa with the double flats_ where the en.

harmoniraliy related note will be found on t"he next lower string; when therefore a double flat is marked

before A this would have to be played by means of the next lower string G.

But upon the Single- action Harp such notes can occur very rarely, since it is already necessary

to use borrowed notes for the simple sharps: E^ A* and B^, as well as for the simple flats: Cb Dl> Ft

and Gk, for example:

Written thus:

Played thus:

^^^t^P 9^--

^ r^

J^W^
«Mf

In the following examples the lower line will explain by means of which notes the double- sharps

and flats contained in the upper line are to be performed and thereby guiding the pupil in the execu.

tion of the following examples of this kind.

Written thus:

Played thu>

iwm TTT-**^ Tip W^ «i ^

î J J l
i^i

^^
w^=w
f s i''' -̂

! w^ i/i/J ^
i 22 ^^ J i U

—^—ff-* —

#

553;

m
:m

feB^^^

" i «
W^s

kg^^

t>:;..
.y'' ''

• .

^'

^

^iM^h&^h^
M7a- tSJ
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For the Single- action Harp.^^
mg^

fe

i

^
'4 '4 ITI |iW

Of course it must be understood that the placing and releasing of the pedals must take place -without in.

terruptions of any kind_ either in time or playing_ and it is therefore absolutely necessary to accustom one.

self to such a rapid survey of the notes, as always to know beforehand which pedals may be required for

the following bar, in order to prepare the feet for any changes beforehand.

In the following example, the places in which the pedals can best be prepared and taken are marked by

the sign
I I. On the Double -action Harp care must be taken not to press down those pedals too much

which are to be held in the first notch _ lest the strings may be raised too much and produce the effect of

the second notch, the feet should be accustomed to know the exact degree of pressure each pedal requires.

Moderato.

i\s in this instance the two pedals lie on the same side^one of them must necessarily be placed first

,

so that the foot maybe free to take the other_ the pedal to be fixed here is F, because the precedingmod.

ulation does not hinder this pedal to be fixed, and also because the pedal El> changes immediately after to

El] and sufficient time is given for replacing the Fl|. (One single attempt to take the pedals in contrary or.

der, will soon convince the pupil how unpractical this would be.)

An important rule relative to all such cases is that the movements of the feet are to be managed in such

a way as to do awaj'^ with any unnecessary exertion, and avoiding and reducing all superfluous action as

much as possible. Practice, experience and the general oversight acquired therefrom, must ultimately

teach the best and most appropriate manner of employment.

In order to avoid too many or inconvenient movements of the feet, it is sometimes requisite to make use

of dorrowed notes, (as mentioned above) where they would not be absolutely necessary_this however will

generally occur, when two pedals lying on one side are to be taken, the effect of one of which may be pro.

the opposite side; so, for example, the chord: ft) i aduced by the use of a pedal on

played thus: "^ .
j| jj

^

can be also

B872-133
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However, such means must be employed only in exceptional cases, and always with due considera.

ticn, whether preceding or successive modulations will necessitate or admit of such liberties. The nee.

essity for such an expedient will arise when the modulation is of such a nature that a certain note is

raised or lowered only for one hand, while it occurs unaltered in the other, for example:—

HUGUKNOTTKS.

In this case the A sharp of the left hand must be played by B flat ,r Lj— 111 order to preserve

the note A unchanged for the right hand.

Moreover, use is made of such borrowed notes in the figures called: st/noni/tnc - notes, of which men.

tion will be made later.

The accidental use of the pedals occurs also necessarily in the chromatic- scale_ but this scalemay

always be looked upon as not practicable for the harp, and as even impossible to be executed in quick

time, because the pedals cannot be made to correspond quickly enough with their relative strings, and

the extraordinary motion of the feet caused by it, would make too much noise. However,the pupil may

take up the following chromatic scale, practising it in moderate tempo: —

±^ ^dh In ta itS-«T5- U
f- ..f^ f^fr^^f^ r-

^>
r-

i i3?:
2:

S=5^ ?
zz; ::zi z z=^_^^

m 3E * 4^. P t—^ W^
(
g \^a-T.

? ^ ^?^3"^^^^"^^ f sc
^^ ^^^ ^\^i^ ^.

The noien marked thus are to be played on the Single- action Harp by means of borrowed notes.

The complete shake properly consists of three parts: the preparation, the shake itself, and the con.

elusion, and ib consequently to bt> executed in the following manner:

Played thus: jjg^ '^ *^* *^^^*^*^**^»* astssssssraiiSiS^^^^^S^*^*^*^

Written thus:

In caseH, where the shake is only meant tor notes of short duration _ it may as well be executed only

with the thumb and second finger:

M7«- HI



71

I

1213J212
4.^2 >rtr

w
^

i

^
p^

12131212 1 2 1 21212

fgl^^ ^^̂ ^ ^^
i

•^"- g>.„.^ttj
I -s«- -8*

^§ ^^
12 131212 I

1 2121212

ta
12121212

f^^ I
?

feEEl ( F^ i ii

The execution of a perfect shake is much more difficult for the left hand; nevertheless it is sometimes

met with, and it is therefore necessary not to overlook its study; here the thumb and second finger onlyare

required, of which the latter must fall upon the string almost perpendicularly. In order to impart power

and firmness to the shake, the thumb, as well as the elbow, must be held in a high position.

As regards the preparation and the conclusion of the shake the same remarks apply to the left as to the

right hand.

21212121 2

B>ir~"B> jff^—j^ft ^^T^^^'k. .T~\.

Here also a peculiar mode of playing the shake must be mentioned; this was first introduced by Parish

Alvars () and consists of playing the two notes belonging to the shake alternately with the right and

left hand, for example:

Played thus:

*^ Parish Alvars,Serenade. Op. S3.
L.H.

The shake is an ornament which is indicated by the sign tr^ over the note upon which it is to be made,

and is formed by alternately playing that note and the next higher one in quick time. The equal and per.

feet execution of the shake requires persevering and industrious practise; it must also be remarked that

it ought to be executed only by the movements of the finger, supported by the flexibility of the wrist; but

every movement of the arm must be carefully avoided.

Although the shake consists of only two notes next to each other, which could be played with two fin-

gers, experience has taught that it is best and most securely executed with three fingers, these are: the

thumb, with which the upper note must always be played- and the second and third fingers,with which the

lower note is played in regular alternation, for example:
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Written thus:

Plavfd thus:

12 18 181«1»1S1818

or alio: 1 ., 1 C 1 .( 1 i ' ;< I - 1 ;< 1

There beinjj no rule as to the number of alternations in the shake, except that they must fill up ex-

actly the time which is due to the note on which the shake is marked, the number depends entirely

on the facility of the fingers, which are to oe so divided as to finish the shake accordinj? to necessity

either with the second or third finj^er.

In order to obtain a favorable result in the study ol the shake, it is absolutely necessar}-to practise it

very slowlyat first, taking especial care that the alternation of the two notes forming it is as equal as

possible. The following example is recommended as a good preparatorj' exercise:-

Oii Appo^giafuras, Turns, Shakes and Tremolo.

The simple descending appoggiaturas are generally played with the thumb_no general rule can be given for

ascending appoggiaturas because there the fingering depends more or less on the neighbouring passages.

The proper fingering to be employed for a variety of such grace notes, maybe Itarnt from the following
example:- Wte '"^ ^ ^

Played thus. &-t 'Z^^J^Mz^

• 4t_m ]• T- ••['•i

4=t

}^;iM
^'' '"}

'^l '^

{^- - '^' # 4 S

i^J J JJJt
, f rf t t. tit tttl i <
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The so-called- double- appoggiaturas are mostly played with the second finger and thumb, but accord

ing to circumstances also with the third finger and thumb, for instance:

The turn belongs to that class of embellishments with which the space between one note and an.

other is sometimes filled up. The turn is generally indicated by the sign belonging to itcv), or written

in full in smaller notes; in the first case it is necessary to know that the turn is formed in such a man.

ner as is marked in the example N9 11.

In example TI9 I the top line shows how the turns marked by the sign svs are to be executed.

• ^- Moderate.
. i „ * ,

1 232 1 2 12 3 2 12 2g 1 232 12
I

a l-"~^ », -—

^

I m'J^^f-f' m f-0ii.mr-m\ ^ ^ „ 12 32 1 2 2 ,

kfffm
on

e\3 ^ CO

i i
CSS

fi 1- cc

EB̂ ^ m mp ^ ^
^mt « tJi l^

* * 1

N9II.

S 3i.33

w M m 3^2 ^
4 3g; «

s^
fy - 3

^ E=Et
^^

-M~^ ttE
P

I
P
i£,

However, this can only be done in such cases where the left hand has a rest, and is particularly very

practical in a so-called succession of shakes, as the execution with both hands is less fatiguing_ for

example:
k K |J^

I k b/„..__ \^^tr^^-^^ flfr^^^ Jlf^"

7''f^!\f-\\Y^sAW^^W^%
Analogous to the execution of the shake, such passages must be mentioned here, in which two neigh,

boring strings are produced unisono, with the aid of a pedal, for instance: —

1 2 1 ] 1 2 1 3

1 2 1 3 1 a 1 3

here all A flats marked thus- are played by G sharp, and the E flats by D sharp.
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However.such passajjes are occasionally of extended duration, in which case it is advisable to perform

them with four fingers, especially when they are to be played ">?',' or when marked hishi^Iinndo, for

example: —

(a*)

But this fingerinj; may be used not aloni- with unisons, but also in other cases, for instance:

1 a S 4 1 « 8 4 1884 1824 •-tc. \ 8 2 4 13 2 4 i3«*»324 etc.

•) Here the E flat is played by D sharp_the difference between this bar and the preceding one is therefore only ef.

fected by the pedal.

Such cases where a strinjj remains mute bt-tween the two intervals of a shake are rarer, but never.

theless it is most advisable to practice tli«-m diligently: —
1 8 2 4 1)24 18241324 etc.

But where the above named unisons or synonym notes occur for the left hand,they are to be played

like a shake- with the thumb and Becond finger only.

Here the Tremolo must also be mentioned, this effect beinj; employed to quite some extent by mod.

ern com4)osers, especially Parish Alvars. Csee the latter's Op.35 and ')0.) It consists of the quick re.

petition of arpeggioed figures, which arc written after the abbreviated manner in use; as the execu.

tion of a distiact and equal Tremolo is more difficult on the harp than on the piano, it requires per.

Hevering study, and equality is only acquired by practising it very slowly at first and gradually increa.

sing the rapidity as much as possible.

N^'ritten ihu-^:

li.H.

Played thus: fr>" U ^)W\ ^\WV ^/'/'/'/ ^^V/
if i* ** *'

~^,mwj%-^0iWi -'

or: I

•T Tf^ % '^ ^ % %

^

»«7a-iis
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Written thus: ^1^ |
^

L.H.

Played thus

or:

WK^^^^

Both Hands.

Written thus;

Played thus:'

W^ .̂
m^^m

Characteristic and peculiar effects

possible upon the Harp:-

Harmonic Sounds (Sons hnnnoniques) Dampened ^0\lW.'\'^ (Sons etonffes)

Guitar Sounds (Sons d' ongies, sons pres dc latahie) QiiWv^vtv Sounds.

Sounds produced by the pressure of the Pedal, Glissandos.

Various effects may be produced on the harp, which when used with skill, and without affectation,will

bring about most surprising and beautiful results.

To these in particular belong the hnnnonic sounds, (Sons harmoniques).

If a string be divided into two equal parts, and a bridge applied at the point of division,each of these

parts will give the next higher octave of the note which the string produced in its entirety. On this prin,

ciple is founded the formation of the sons harmoniques, which always give the upper octaves of the

strings on which they are produced_ the bridge of division mentioned above is formed hereby the hand

itself, and particular rules apply for the right and left hand.

The sons harmoniques are most effective in the upper and middle register of the Bass- notes,inA\hich

position they are most frequently employed.

The notes which are meant to be pla)^ed as sons harmoniques are marked thus: O, or they are some,

•times indicated by the abbreviation: s.h.
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For the execution of the s.A. with the left hand, the arm must be brou^rht quite close up to the harp,

and by placing the lower or fleshy part of the hand (that is the inner part towards the little finger)

diagonally against the strings in such a direction that the tips of the fingers are turned towards the

Fig. a

Through this position of the hand, and while the latter is pressed lightly against the strings, the

bridge which divides the strings into two equal parts, must be formed, making it apparent that the

strings must be touched at the centre point of their entire length; if this point has been positively

decided, the string,upon which the son hnnnonique is to be produced, is struck simultaneously above

this place; with individual notes and in moderate tempo this is always done with the thumb; as soon as

the string has been sounded, the hand must be immediately withdrawn, in order not to interfere with

the vibrations.

o ^ o .
o

_Q >. o o 2 P

..//. 3""^^
o o rl^^i^

Hiiwcvt-r, I will not fail to observe, that in such cases where only single sons hartnoniqiies are to

be considered, I decidedly prefer the following manner of execution, notwilhstandingthat it is taught

by few Harpists and even unjustly condemned by some; the sons hannoniques if executed in this man.

ner, will possess much more vibrating quality, than the first-mentioned manner of execution;and in

addition it is decidedly preferable in such cases where the sons hnnnuniqucs are to be executed with

both hands.as the latter willbe less liable to come in contact with each other, which is of special import.

ance whereever they must be employed next to each other. I am furthermore tempted to say that this

manner of executing the sons hnnnoniquts is easier than the first-described one.

The proceeding itself consists of holding the hand against the strings in a more upright position, in

order that the fleshy part or ball of the thumb may form the dividing bridge of the string upon which

the sons hnnnonique in to be produced (Fig. h.) whereupon the string itself is sounded with the upper

part of the thumb; following this, the hand must be immediately withdrawn from the strings, in order

not to interfere with the vibrations of the sound.

Fig. b.

\s already mentioned in the above this manner of execution is only applicable in connection with such
notes following each other in single succession; at the same time sons hnrtnoniques played simultane.
ouBly rauBt be performed in the manner as described with Fig. a., the upper note being invariably played

m-ith the thumb, in Kuch cases. Especial care must he taken with three and four-part chords,that the low.

cr part of the hand br sure to touch each string, the clear and ringing production of the sons hnnnuniques
being entirely dependent upon thin.
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The movement of the hand while playing such chords must take place from the upper to the lower note.

1

\ 3

*)=»ii8^ii^"f ne

1 3

xte

It is also of frequent occurrence, that in a combination of this kind only the upper interval shouldbeex.

ecuted as a s.h. in a case of this kind only this particular note will be marked with a o, the other notes

being played in their natural manner, (that is as sons naturels.) In order to achievethis result care must

be taken that the lower part of the hand will touch only that string, upon which the s.h. is to be produced,

while the remaining strings are kept free and untouched. (The formation of this s.h. by means of the

fleshy part (ball) of the thumb again proves as more practical in this case.)

^):« ;i-^
2 o 1

\ al a

o
•-

^
3-

"

^ o " o

' 31 tW if II/ 13 * ' —\ 3 t

In order to produce the sons harmoniques with the right hand, the fingers (with the exception of the

thumb) are bent towards the middle of the hand in such a manner, that the second joint of the fore - fin.

ger will come to lie directly across the string. In a case of this kind, this joint serves to divide the string

into two equal parts; in consequence thereof, it is also pressed lightly against the string upon which the

s.h. is to be produced, and while the thumb sets the string into vibration as usual, the hand must be im.

mediately withdrawn from the strings (Fig. C.)

Fig. c

Exercise of single sons hartnoniqiies for the right hand.

o o
~3r I I I III 1^-10

B.H. ilLj J J J
I J ^B

XJ T o o o o o
I

T if
The simultaneous execution of sons hartnoniques in thirds, sixths, or triads, is extremely difficult for

the right hand and although employed in a few instances by various composers, I cannot refrain fromdeclar.

3/fg them as decidedly unpractical; the very construction of the instrument as well as the position of the right

hand itself prohibit such passages,- it forces the hand into a most unnatural and cramped position, and ac

.

cording to my idea, the musical result is really not of such a satisfactory nature as to repay for the torture

endured.

But there is a manner, in which s.Ji. can be executed simultaneously by the right hand,without any essen-

tial difficulty; this, however, is only applicable where the left hand pauses. The extremities of the fin-

gers of this hand must here be lightly pressed on the strings which are to produce the s.h. and of course

this must be just at that place where the point of division is; meanwhile these strings are struck by the

right hand rather near the sounding board, immediately after which both hands must be withdrawn.
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In the following example the cyphers under the notes indicate with which fing;er.s of the lift hand

the bridge of division is to be formed— the strings being plucked with the same fingers of the right

hand; the thumb is never used in combinations of this kind.

Il is hardly necessary to mention that single s./i. may also be executed in this manner;they are, as

a rule, played with thesecoodfinger of the right hand, the same finger of the left hand forming the

bridge of division.

Harmonic Sounds wiUi both hands.

Through the execution of so/is hnnnoniques with both hands (which generally requires crossing of

the hands) many effective passages may be produced. The following may serve as a short example

for the practice of this admirable effect.

Moderate

It maybe mentioned here that if the hand which is to produce a harmonic sound goes up so high that

the bridge of division occurs* on the fourth part of the whole length of the string, it produces a harmonic
Kound which gives the octave of the next higher fifth of such a string; this, however, is only applicable

in the left hand, and to my knowledge no one but Bochsa has ever made use of it.

Dampened Sounds (Sons itouf/cs.)

In passages purposely written as a contrast to the full -vibrating sounds, these dampened tsOunda are
very effective; a>. a rule they are only employed for the left hand, which is laid flat over the strings,

the fingers being kept closely together and pointing in an upward direction; to bring about this effect,

the thumb strikes the string, the vibration of which must be immediately stopped by a slight movement
of the hand against the strings, in this way producing the dampened tone or sound (son etouffe.)
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The notes which are to be played in such a manner have either the signs ^ . _ _ _ * under or

over them, sometimes also the full indication: .s-of/s efouffes or the abbreviated one n.e. is annexed.

. 1 • '

1 1 ' ' 1 A f- f- ' 1 ' I

Sons etouffes

When there is a quick succession of such notes in scale-like passages, the thumb after having struck

the first note, must quickly ^o to the second and so on. However this movement of the thumb must

take place at the same time with the suppressing motion of the hand:

Allegro.
iiii

Sons etouffes

In octaves and chords which are to be played sons etonjfes the vibration of the strings must be stopp-

ed by touching them with the flat hand, immediately after playing each octave or chord:

Octaves:

Chords:

^m -^9^ :*:e ^^ *

s.A _____-._.._
^

The position of the right hand is not well adapted for performing the sons etovff'es, and the only pos-

sible way to execute them consists in touching the strings immediately with the same fingers with which

they have been struck just before, and in this way stopping their further vibration.

feidnifj-^ii^
Sons etouffes

Single, consecutive sons etouffes occur for the right hand only in staccato -passages, and are only prac-

ticable in ascending scale-like passages:

Allegro. 8 ?

o 2 2 2 ^

^
Such passages are always played with the second finger_the back of which,in striking each note, must

suppress the sound of the preceding one at the same time.

G!\l^2iV ^0\XJ\!dL'& (Sons d'ongles, sonspres de la tabled)

These are produced by striking the strings near the pegs, and with the nails_but as in this place, it is

a most difficult matter to set the strings into vibration, this stroke requires considerable strength.

Should the player find it impossible to produce the effect satisfactorily with his nails, the tips of the

fingers may be used.

*) In English editions of harp-music the applying of this effect is generally indicated by the words: near the soundhis board.

J
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This manner of playing is generally indicated by the term so/is d'ongles or: pres de la tnhlc^

for the sons d'ongles thi; thumb cannot be used, the position of the hand making it impossible.

Modl«

•) •.»•. means here $ons »ia/Mr«/«, which indication always presents itself, when after artificial sounds, the notes

ought again to be played as usual.

To the effects which are more rarely employed belong the:

—

Cithern Sounds.

which like the preceding ones are also played with the right hand very near the pegs, but in such a

manner that the fingers of the left hand, immediately after playing each note, must exercise a

slight pressure upon the sounding board, this pressure being made exactly beneath the last used

string; in order to impart more strength to the fingers of the left hand, the thumb must be placed

against the body of the Harp in such a manner as to enable it to balance the pressure of the other fin.

gers. This pressure of the fingers upon the sounding board enables the performer to mingle a kind of

Portamento with the vibrating string, and to create the effect as though one note were drawn into

the next, a characteristic property peculiar to that instrument called:— The Cithern.

There is no particular sign for this manner of playing_ it is generally indicated by a remark of

the composer.

In the following example, all notes of the right hand, under which rests, are to be found in the left,

are to be executed as: Cithern sounds:

Andante, marcato.

w-m
^S 13^^te tjjyvty^ 5 ĝm ^m

A very fine specimen of this effect, will also be found in Th. Labarres "Nocturne espagnol" Op. 91.

Sounds produced by the pressure of the pedal.

As similar in some respects to the above- described effects, belongs the connection of one note

with its next higher one by means of the pressure of a pedal.

If, for example, the note B flat ^ ^ '•* P^^iyd, and the pedal B is pressed down immediate.
ly after it, the string will be affected in such a manner, that its vibrations will cause it to proceed

from B flat to B natural j^ff nf without making it necessary to strike the string again on ac.

count of the last n.imid note.

tttn-tii
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x^lthough the second note produced in such a mannei; is always somewhat weaker than the first, never,

theless the application of this manner of playing is sometimes very effective; it can be executed best

on the Double- action harp, and especially with those notes where the foot is already on the pedal, the

connection of the notes being brought about by pressing the pedal down to the second notch; for example:-

Modlo

tff4 5

^^
m ŝ^

^^
(liez par lapedale)

I
H—g-r

J 2^Si

^
(liezpar lapedale)

t±:? n^
^^^
(liezpar lapedale)

«^
S

(liezpar lapedale)

m%\^
This effect is generally marked simply by: liez par la pedale, Parish Alvars however used the follow .

ing sign: t^ orl;|^ very appropriately. The author refers here to Parish Alvars' Op. 35. Carl Fischer edition,

where this effect is introduced with much skill and ingenuity.

Glissando Passages.

Before the examples belonging to this part can be taken up to good advantage by the pupil, it is thoroughly

necessary that he has fully acquainted himself with the examples as given in the paragraph "On sliding

the thutnh and third finger^ page 37. In this chapter, mention is made of only two notes to be performed

in this manner, and to be executed either with the thumb or third finger, which in itself may be considered

as belonging to a perfectly cojrect and legitimate system of fingering; but the technical advancement a

.

chieved by modern execution and composition has, as in so many cases, considerably enlarged former rules

and created new ones besides. Therefore it is requisite in passages which on account of rapid movement

could not well be performed with the usual fingering, or which for peculiar effect ought to be performed

by sliding, to slide over a whole succession of strings with one finger; this is done with the thumb in sim-

ple descending passages, and with the second finger in ascending ones.

Descending Glissando Passages*

The second,third and fourth fingers are to be prepared at the very commencement, providing that the pass,

age be only of such an extent that the thumb is enabled to reach the upper note; in passages of greater ex.

tent, however, these fingers must be prepared for their respective strings towards the end of such a pass,

age, as indicated in the following examples.

—-V r~x rr> . i * 1 I

.

R.H. ^ 1"i
2 3 4

2 8

•prepare the fingers •prepare the fingers.

8 8
•prepare the f ings.

NB. In some cases the fingering marked below is better and mfore practicable, especially when the last note is to bo

played paiticularly strong; this can be accomplished much better with the third than with the fourthfinger.
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As rt'jjards the prt'paration of the fingers, the same rules as those mentioned for the rii;ht, appl)'

ftiually well to the left hand.

prep, the fing.

Ascending Glissando Passages.

prep. the fing.

In .simple ascending glissandos it is the fore-finger which slides over the strings but it must be

observed that after striking the final -note, the hand must be immediately withdrawn.

n H

L.H.

In modern harp compositions these glissandos mostly occur in connection with a well - calculated

combination «)f the pedals, with the aid of which modern writers for the Harp have created and broui^ht

about many striking and rich effects; many e.xamples, demonstrating the successful and appropriate

employment of these particular glissando passages, are met with in the compositions (if such author!

.

ties as Labarre, Parish Alvars and Godefroid.

As already mentioned, these last-named effects are possible in consequence of the synonymous rela-

tion of two neighboring strings; they can be produced exceedingly well upon the Double-action harp, as

on this instrument each string may be brought into some synonyra:(same- sounding) relationship with
its next higher or lower one, as shown in the following table: —

CtMAJOP.^^^^^

^
j

'^
'\ -M-^

^^ jt^ )iJ -t^—fr M ^
MAJOR.

<^) j j J ^
I

^ - 'i -
^ |»

II

tf
^ ^ P

an.
In the C major scale the synonyms cannot be formed on each degree, and those intervals which cs

not be subHtituted in this manner are indicated in the above examples by means of rests after the re.
fcpective notes; in the scale of C sharp major, however, every interval can be replaced as illustrated be-
low:—

iM7t- ISS

H 9 6> " CZ
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With the possibility of bringing two strings into the same tonal relationship in this manner,many ef.

fective passages can be executed upon the Harp which would otherwise be either entirely impossible

or so inconvenient for practical execution as to'render them totally ineffective; if, for instance, the fol.

lowing passage were to be executed in the identical manner as it is written:—

Fig. a. ii.ntT3^p r^ff
'

3 2

it would, even if performed in the best possible manner, be rendered imperfect in comparison to the far

easier manner of playing the passage as follows:-

grow , ..i.t 1,^
1'^*

Fig. b.
.j,rff ii^f 'i

However, with due regard to correct musical orthography, such passages are generally written as re.

quired by the key in which they occur; therefore the preceding passage would appear as written under

Fig. a. and ought to be marked by the composer in this manner: —

but even these marks are sometimes dispensed with, presuming that the performer does not require them.

With more extended and more complicated glissando passages, however,the necessary pedals and their

occasional changes are usually marked. The signs: glissez, glissando, or s/rwcc/o/«/?rfo indicating where

the sliding is to be employed.

If.B.^ In all these examples only those pedals are marked which are requisite for the formation of the synonymous

relations- and it is therefore presupposed that the harp is already brought into the proper key.
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Although such passages occur most frequently for the right hand alone, it is nevertheless necessary to

practise them also with the left, as there ;ire cases where they also occur for that hand; this,

for example, is the case in such glissando passages which run through the whole compass of the instru-

ment.andwhensucha passage begins with the right hand, and is taken up and continued by the left,

( see Fig. 1 and 2) or vice versa, when the left hand begins the passage, and the right hand is to take

it up and extend it (see Fig. 3 ) or when both hands are to execute such a passage simultaneously in con -

irary motion (see Fig. 4.)

8
Fig. 1. ^^^^^^—p--- """1 PARISH ALVARS. (La danse de Fees.)

:m.^.M- I
I i I I

• ii^^^^^® inano sinfstra.

« - - '»» T r - - -(81)
i

(B^clAl) »•:

ZiMi M. A m. m

i i i i ia tmrr-Tt'wtfmjXU
tmit • ttl

glinsnmin
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The employment of these synonym tones extends also to Third, Sixth, Octave and Tenth-passages, of

which mention has already been made in the chapter "On the intervals'^- however, it must be well un-

derstood that with the exception of octaves, all the above-mentioned interval passages are distinguished

only by the space between the strings, causing them to assume the appearance of these intervals,wliile the

passages in reality (if otherwise written correctly) will consist of entirely different intervals, for in.

stance: —

The pupil will see from the preceding passages that they consist of Seconds, Thirds and Fourths; this,

hoWever,does not interfere with sliding exactly as in diatonic Third- passages, the difference of the inter.

vals being produced solely by the pedals.

The same is the case when the passages are to be played in the manner of running Sixths,for example:
+ _

Ascending, these passages are met with very rarely, as their execution is extremely difficult; on the oth.

er hand they are more frequently employed in triad glissandos, where in fact they are performed only while

ascending (but with both the right and left hand.) These passages generally form a succession of alter,

nating chords of triads and sevenths; the sliding is performed with the second, third and fourth fingers,

while the hand is held in a somewhat upright position and following the curved shape of the neck of the

harp, in its movement.

glissando.
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As already montioned.it is only with octaves, produced in this manner, that they proceed in reality, in the

interval of the octave, for example :
—

J
« sdrucciolarnio.

^ " * i S 4 2 8 4 2 3

^Ffg:
^

Ascending, such octave passages are not practicable for one hand, but if met with in this way, are gen.

erally written so as to be executed by both hands:— o

^
(A«)

m&W) f !> I>"|,

'm\ f'-frr

Hit Kq (»: Ajj stirucriolandn.

With such tenth- passages as the following, which can only be employed while descending, the same sue.

cession of intervals lakes place (only in the higher octave) as with thirds: —

sdrucciolnndo.
fi

1

Having herewith described all those effects, the proper, well-devised and cautious employment of which

re to be met with in the wf»rks of the best composers for the Harp, it only remains for the author to

mention the efforts of a number of modern harpists, who endeavor to create sensations by means of ri

.

diculous and exaggerated employment of these effects.

But good tante coupled with artistic insight will ever keep such excesses at bay. The Harp is such a no.

ble and poetic instrument, and at the same time so rich in natural means of expression, that no such aids

need be called upon; it certainly reveals the utmost want of good taste to delight in such effects.through

which a noble instrument is lowered and transformed into a medium of displaying worthless artifices.

The Harp will always remain highly effective whereever the p.-rff.rmanee consists of appropriate and charac .

teristic compositions, coupled with perfected techniijue .md po.tic feeling on the part of the performer; and
whenever the doulfol vibrations of the strings are awakened in this manner, they will appeal to the heart
and awaken an echo therein.
M7a-lU
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Explanation of such foreign w^ords and expressions

as are generally met with in Compositions for the Harp.

(gl>) Arpeggi. The arpeggios_ generally occur

in the following manner: PP gl' arpeggi e

marcato il canto (To play the arpeggios

PP and to mark the melody.)

Bisbigliando. niurmuring;_ (This sign generally occurs

in connection with the so =

called synonym figures_

see page 74.)

Carrezzando. caressingly.

Deciso. decided, resolute.

Marcatissi7no. to be marked as much as possible.

(con) Duolo. melancholy, (expressive of grief.)

fcon) Forzn . with f re e

Frappe. strikingly.

con tutta laforza (with all

the force) con tutta la/or-

zapossibile (withallpos-
sible force.)

Giocoso. gay.

Glissando. to slide with the finger.

(see also: sdrucciolando.)

(con) Leggerezzn. with lightness.

Leggiero. lightly.

Martellato. hammered

Mesto. plaintively.

(This sign generally occurs in

such Octave passages as ought

tobe executed very short and
staccato_ see the part on the

intervals, Octaves page 46.)

Perdendosi. diminishing.

Pesante. heavy, ponderous.

(n) Piacere. pleasingly.

Sdrucciolando. sliding, glissando.

Si SUOno. sounding like: _ (This sign generally occurs

when the composer, in passages of synonym notes

or generally in such passages as are formed by a

peculiar combination of the pedals, annexes an ex-

tra musical staff, in order to explain his intention

Simile, similar, like.
more minutely.)

Sons d'ongles. nail sounds.

Sons eiouffes. suppressed sounds —abbreviated S.E.

Leggierissiino . as lightly as possible.

Liez par la pedale. to slide from one note to the

other by means of the pedal.

Lnsingando. caressingly.

Main droite. right hand_ abbreviated M. D. — R.H.

Sons harmoniques. harmonic or flageolet sounds
abbreviated S. h.

Sons naturels. natural sounds— abbreviated s. n.

(This sign will always appear after the use

of artificial sounds or a peculiar man -

ner of playing; and when the strings ought

again to be struck in the usual style.)

Staccato, short.

Main gauche, left hand M. G.- L. H. Sfrapate. to pull out forcibly, (speaking of chords.)

Mano destra. right hand M. D.-R.H. Tranquillo. tranquilly.

Mnno sinistra, left hand M. S.— L.H. Veloce. rapidly and lightly.

Marcato. marked, played with emphasis_ w«rcaifo«7 Velocissi7no. as rapidly as possible.

canto (to render the melody prominent)

assai marcato (very marked.) ^^ ., . •1. ^ • „
Vibi'ato. vibrating.

Volante. fleetly, swiftly.
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Forty Progressive Studies
for the Harp.

Part I.
Moderato.
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Moderate.

ij* frf-fr^l
14^234 l-^TI^ W M ^ M ^ "

4

^

1

7:3^

1

2

-15^

\^a^f 3

4

U-4 -a-

1 1

4 3 2 A4 3 2 Jt

— >

2

1

\Z 1

*
1

.J
1

4
M^*=J^

^^^ b^=j1
^^ ^—

1
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Andante.
1 1 1 1 I I

(

1 1

«3.

m
dolci

11 I

-±r

^S

a'l^M

H^^
S

4 •* 4 3*8
i^-

2 1 2 ' 2 <

i X A ^ i

8 4 2 12 1

8 4 a

2 1 2 1

4 » 4 a

P

* " •» 4 ° * ;» -^ J * < 3

f vn v^^nv

^^^
^ i prf

3

s 1 t I

4 S 4 3

2 1 2 1434s
; f«f» S^S

2 1 2 1

4 3 % 3

2I2I 2l8l2 lalglo4j?43 48484 8*843 (

4y ^
<oj- i

rfrrfTr

IS

z:

<9-'

f»^

1 . t 9 1 e

r^

21S1S ISISI 2l4i<434 S4S4.1 4*
*'^tTTfm-gp

z
-^

1 2 1 2 1

a 4 ;< 4 3

m—m.

—

> ^m
pp

• • « 4 •« 4 ,j 1
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Allegro.

I 3 2 1 UJl !"

f

2 1 2 12 31 2 1 2 ." p I

,. _

12 3
s '^ - ^» i

'^
i lt'.• ^ _ ^' 3s i --^

ffl
4.

tTT-

^^ <> 1
<>1 XJ-s -o-»- m

<>4

S ^ ^ ^^ ffi
*-*effi^ ^ "mm ffi

^ _Ol ft a ^ sy o

m [rfjfcgr

r>tffelPP^ 1. ^ F^*-p^.l^ » f-fil"i
1 2

rUCJlCf^m
iil^ *EES *> 8

-o-
Ol^ -^ JCS2

-*>^ XE

.| p, i, 'r' r;.:

oi

^

»'^iiiis3̂

-»<

^^^te
ill

m
Ml

tcrjEM^ *FPf^
S:A Qt -o*- ^

* ^1 4

1^

:

#^^^
Sz

p#i

Ŝl

^^te
s.

p^cccricrn

»s ^ *ES n: ^

#
P

#-^r

s
^
1^
m^fe
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^M̂d^f'^
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i^
^
^
^

s
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Allegro.

i
«v- 1

'"/
W'r'iff^rj^^ l

irrrrr. ':rrr^

4^
33:

:*-P:
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«: A «: S3EE
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jl^
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^^
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^ &^ ^*^
rfMijjjirrniijjIujj i|jji|
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6.

Moderate.
1 1 1 1^—r r-4 ^- ?? P .1 # "J 1-3—1

1

Q ^ 1 1

1* - f» - »3 i/m/fTi 1

#j 2^223
-f -6;

ii-^ --4-
3 ^ 3 ^ a 8

1 =t_^5J L
-»

'J J U^

f^^
1 1

1 1

-^i-
—

^

1 3^ ^31
r*

1 o 1 ., 1 1

?F

1 1 1

•SI
1

3f'T'
1 1

r"'^!*"

p

Hi^^
.=4..-

s
Iri^-

la^—^—

—

\L

9—
"J '^ L« f^

Usl J

o 1 o 1 1 o 1 1 1 1 1 1111 1111
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Andante.
(All the chords to be well arpi'KKioed.)

—

f

J^a:
'gg f

g

»i
'S-i * ^A

t -!9-

* & 4

(Fix G}|)

V 1 g '^^^»-
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Andantino affettuoso.
1 1 1 1 1
3 3 3 3 2
4 4 4 4 3
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Allegro.

9.

«-

fflfe
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Grazioso.
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^^ ^ A m

L.H.
-1^'

i
rTrrrT^£2 » *

W^ Ete ^ 1^^^
A'. Jf.

$
:M*^f^g^f^f j

^tp^p^pm^ft*^ ^^p^*: J r\

^m yjr
^

r\

m
587JJ-40
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^'^M
Hrillantc.

39.
C>

(

-•-
IOl.

^r . fi".

ft
-t>-

./•

^
4t

m f

±̂ t
// hnsso hi n tnnrcnffx

-h =^
P

^

f
-5- * jCe:

3 XE

laS»3*J i 5 m
.f^-i

—

.—r_t- —

r

_t ^g
'

—

r-

:V
tv^

(^*):^

t=»#=;^ ri^ i
-*»-

JBm

fca^9f̂=^e ^
Â p

i

crrsr. "'"
.,

^^mi i

/>

"^^^

. F f f-.Fl

(:f ^^l^V-^^^^#^^^
(#

o.

# *

• mm
ĴTT

ftN9t-4«»
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i
1 1

2 3
1 1
4 2

4^E£f^EEfw^EL i ^
2 J 1 1

-r-4)-Y
^=i=

5^
^

i^T?"?iv
:l i

3 4 'i

9 .0-

1 2 3*^ 4i^

ip

2 12 1

4 3 4 3 2 2 12 1

4 4 3 4 3

S ^S i t^ ^^ i
i

I * 118 4

6—

^

9 W

#—p r f»

*-^^=i *T
crcsc.

^ ^•4 ^^ j'

^ ^^ *
2 1 2 1 g 3 2 3 2

1**11-,

5H7a-4(>
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The Major Scales.

Charles Oberthiir.

C in.ijor

2 « 2 » i**- -*! 1 2, i* 2 ,

(

2 1 *

4»*

G major.

finRerinK the sairif throujjhout.

-f -*H^

• ' » ^^S
^-»" *'23

D major.i/inajiir. ,«. .^

;>» jn.g:_^.^f/^^^^j^::^ u^^^^^^
A major.

rKfc

r::%^^[^S:!^ ^:;j:"Crr;^

-sir

^

E major.
.•: •*«A

«^ ^^^

4-^^ !£^.^

• •
r^
'«'' -rii^ii^-!^^^^^^^

»il7t • iSS
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B major, (enharmonish related to c'' major.)

^

|^ir',[:^rrfr7fjn[:g^
#^^ m^^

I^F^j3J^"cgrcgf^^

^ll^r^^^^
^^^f^^'CF^^^^

Fft major, (enharmonish related to g'' major.)

^ito^
pp^mj::^

->'-VV ji:j :::rctJr^f,j?%fl^]£fft^^ --^-tgrri:;
j-j^^

j l

c^;.i:7j^-^^r||

C# major, (enharmonish related to D^' major.)

^%?-^

5:w *» •it

It will be advisable to practice these scales also in different keys, intenths and sixths accordingto the

following examples in C major.

kj ^'-cr^/^ijjrji^cng

,±im tmi^

m #^ i^^^^S ^^^^^^^

^^^^^^^tfg ygp^^^.
ffi^

;>••

jr.\:l^ :rj%^^^
^^ ^ ->-^:tcg

^ff-=5:
tE/^m^^"^-^^

5872 - 133
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The Minor Scales.

In ihr AM. ndinjj minor scale the 6'-^ and 7*-^ de^r-'t's are rai>i'd by a semitone, but in the descendint,'

scale ihesf notes thus raised are lowered again to t])eir normal <tate— In the following; so.ilestholVd.il

marks above the staff, are th«>se necessary for forming the key— whilst those inside refer to the ac-

cidentalhyraised notes.

C inilior. (DljCq F^Gq)

# » -t
—

> ( 11 '
I

—

I I
r Pm

As Bq

^i;^.^::^^^^

r^ i,j;]];"ku

Bb A!>

^''"^jr^- ii:^

(i Illinof. (DiraFlGiAU

Eb Yt

i^r^^M'-nt^

FftEb

g^^
I) minor. (The previous pedals and Eq)

^^l^^^.T^'-^^
BH ( I

tfrjTT^r-^^^
Cl| Bt

« —

^

t'y^y

A minor. ^ All pedals at q)

••)t . \\\



J3J

E minor, (add Fjt to the former Pedals.)

fe'^'^ j:j3
^'^^^^m^^'mf*

B minor, (add to the former Pedals Ct)

teSr^ryw^^

fe^^^j^ ^m'^^H^^

FH minor. ( add to the former Pedals G|t)

GM<t AliGii

^^^^^^^

Ii3^'

It

j7jj ^acfc^^^

fi» l?€
p^ ;j];];'igf[Q^^

Elj Dl^

M^'^c::^ ^^

C# minor, (add to the former Pedals D|t

)

Bi) All

£^£^^^-H^^^
A scale in G# minor cannot be used on the Harp, instead of it, its relative minor key of Al> may be

substituted.

Al? minor, (all Pedals at flats.)

#1, o:rm.h#tiprfl-^,^ rffi ,#*^

Y^ Gkl

g%^.^--^^^f^£"°^ l

-'^
'
'''t:'''^^^'qp^^

^%fr-gaiTri-'ff>-^
Gl' Fb

5872- 133
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E? minor. (Fh)

B-> minor. ( Fi Cl;)
,* -•

(n^^^f-'—i^''^-'*

Al» Gk

*'^

.A -«.F minor. (Fi| Ci) Gl;) ^«: *^ ,

I)^ En

[2^^g-:%:^t^t1g333n^^%^
Thf «e are all the Major and Minor scales practicable on the Ilarp.

It need hardly be said that like the Major scales, also the Minor scales may be played in tenths and
sixthft, of which the following scale in C minor may serve as an example.

C minor. (D^ Ch F^ Gi|)

in fiths

A| Kb

ft«?a • lis
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Studies in Arpeggios
in Major and Minor keys.

f^ f^0
mt y. ^ o

8-

i- .

jw^=
.

^^^^^

w^
i£

g ^p **

s-

i f==^ ^7

^
*

Ljy^
*

i

3^
i^ * tPfe^ r

1S3T
-^—

^

s-

m
ît

..^3F^

f
£
?

Copyright 1901 by Carl Fischer, New Turk

"T—l

5872 - 133



3*^^^^^ :^|5

ggrLigf i ifl^^fe

2v;4i5^^^^

^
'-F

^^ ^f-»^m^^
^m
ir
¥^^

^r.-': ff!^

5-.1/ ' • <<l',^^^

't .•!^^^3-;; .^^•f
-t

it;> . \%%
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TWENTY FOUR PRELUDES
MODILATIONS FROM ONK KEY TO ANOTHER.

BY

rilAHLES OBKHTHfR.
Con inoto

1

From C major

to

F major.

— i-

^^^^^^^
" (Bt)^ ^ S I

mm r *_

I

cresr.i^^
Cadt n zn

.

I r^TT If^ i

IjJiJggiiJJ

^^
^:^ V 3"

^
W^.

zzn ==^
J> ^ g II

Modrrato

From C major tiWi'-'^-i
to

B^ major.

— • ^

••7a - US

errtr.

PHktitAfil Ay rar/ Fitehtr, Stw York



J 37

From C major

to

\

i'K r_
A ^^

i

A -»

S1F fT^
i£ (Eb)

E

^^ ^^ :ri: E^
ff ^

^
^'"

i' V"
p ^

fe

^*

.1 krT7
-)¥r-i ^I'^^

/]
^ g ^ ^ ni

seinpref

7 ^ 7
II

5872-133
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Mocirrato.

From C raajf^r^ jj

to

A^ major.

— • —

,>#*^^^-*-^

(A^D^)

:9^k91^ ^^
**""*

'^^^: iiFff^^r^Tffffrf^^^
fe^ i < ^ ^w

.**-^-**.

^^^ S '- ,/z
"

^^ i ^r^W;[J^ s
t>

Alh'f^ro assai.

5

From C maj(

to crcsc

^i-X^

•«-:« • iss



i39

5872- 133
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Mo tie rat o.

From C major

to

C^ major.

««7t-ttl



JiJ

Moderat

rf^'"'i ijpJ#
poco

m % h A
fe* * m^ S^"^

m^-^ ^m
'cjAjtl

^^^^S *^
5872 - 133



\\2
Alleirro inodcrato.

to
I

•' '*

t major, i^^m
¥=f.=

i^^
li

4d

tr^i '

fn^rf^
(All)

?F
i

s (FH-^)

^^
(Gil) (Pb) ^^ (A.)

^m ^-f-^tj^^
f

t^

•^-' \t t

[#-.fg:,^>^^fc^ ,;:-^;^^M
(cU)

(r.'»)

^^^
fl

10

From C^ majorj

to

Con brio.

TP^ l:|f 'M|f
\ I

\t major. / _„._ ^^'tZ 'I" y ^ ,
«^ g f^^f--# •

risnluto.

I
I

m »

cresr.

22^^
tf e - string.

.!/-(l,l,) ,I-=ZZ r vb)

M7a- tss
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(o#)

i^^ri^S m
i.

I^5=^ a esq • M^f
j^ e sosfenuto a tevipo

X tXI
4 N:

V b,1 1 f f 1 1

1

* I
i i ':;

;

Deciso. ^'^•N """'«. 1) , -!)

11

FromCI* maj

to

El> major.

i ^.

1^

'-? ?

(cli)

i)

k

W^
1

k m
^ Bi H i \ i y^ i i^^? ^ ?

P V I
Allegro con brio. --

5872 - 133
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From C^ major
j

to

F major.

— # —

fe^

Allegro moderaio.

Kg

^w- i,
" r

a ^
i

•^> (cH)

^

W^Ti;

Con mot o.

14

f romCbmaiajor^

"
)"j major, f

M^ .^rrlT

> ' .:i<io.
V «-

r
^^

M7t • I St
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Moderato.
15

From Gb major
I

to

Dt major.

— #-

inoaeraxo. ^-^^
^., Ffe. ^.

^ Jj^"^ Ji^"

^^ i '\\'^h \'^i 'f^h

^^p^ iFT M- ^ * r=^

"^'^'i¥ ^^^r. .<yr.

p cresc,

iM3>tf^^^^ 5^
5872 - 133
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^Ij
>'!> '

' /.V

Moderato.

From

i

i^^4^*i^
3 S i * ^^

^

6 'i^^*£>

;^^
•7« • Ul
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Moderato.

17

FromGtmajorj

to

El» major.

-^ * ^

ite ^
#«#^

f^ \ \

r? PS

If
t

^

-# _ A

f

T=^

k A ^ a% is:

^:^ e* l» A^A

rr

(.3
:/ J^^

fr

iffi
^ =?=*= ^=*^

f

(I

y^ A
^^#^

1 i.
fcfe

fiz:-Ar^

r^n

5872 - 133



w Z 9 ^

(Bt)
yiXcW

^^^
i rj'r i p

»/r:

^^^^ y ^ >j- ^^ ^ ^ I !)

?
SI

19

From AVmajurl

to

Dk majur.

— •—

Con spirifo c deciso.

/

W^^^:^'j \

^^'""W I^H^^iBffl
^ -^-^^ — — *--—

I

|--f.^vi7f^

III73- III
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From Dtitiajorl

to /

A\> major.

Con moto.
149

^ ^' fi l

ial fl i^ * Jl^t ji
dolcG e espress.

ttr^ 1^
Ct^^

1^ [^^ 1^
y;;r'^

i

5872-133
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Allejrro

^^^^^^^^0
^^P

/ iioeo n poco.
/ tiisr. ' ^ ^

(l^^^^i^tt^

m &v jri ?,^ :rVf^

Allesro moderato,
:^

ii

lolce ye. Ici^ntn.

y-j^sji

-

^i,'i>ai i
ji^n i^iijjf^i i^^i i ^"v^
A_

^^
24 ^^Con inoto.

From E^majpiisS:

^"
\| *"fdoIre.

A^ major.

^^ ^^^ ^'V~'.^^2;

A^ major, il _. , ._ ,^

—

- _.—

^

/ ^f- i «^

:««;^ ^N «^.^ f^.^, _

^ JM-'^^J^J
•«7>- ISI






