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4 Musie, or the succession and variation of sound is exprcssed on paper

by .characters - termed NorEs.

B

* FOR THE

. CONCEATINA,

| SEDGWICK’S IMPROVED AND COMPLETE INSTRUCTIONS

NOTES.

These notes are :named (in the . English

| language¥*) after the first seven letters of the alphabet, ABODEF G.
To obtain an eighth note the A is'used again, and for a continuation of
o the scale the other letters in suecession.

Examp]e ABCDEFGABCDEFGABCD &e.
y 'l‘he distance between the first A and that which follows, is called an
Gctave and 80 on with the other letters,
oo Tllese ‘notes are formed either as round dots @ or in the shape of the
Qetter 0, turned sideways thus o.
4| called

Example: A 4, B B, &e. -

They are placed on five parallel lines

THE STAFF,

"% & T il b scen; as follows, that Musical Notes are named differently in other languages.
| Italian, La 8i Do Re Mi Fa Sol; German, AHCDEF G.

in the following manner counting upwards from the bottom ones

_ : e — 8
R~ R . _

It will be observed that some of these notes are placed on ﬂ.nd‘nthem
between the lines of the srarr, ,-Those on the lines are called vLiNgs, while
those between them are called spaces.

Example. Lines:
1st 2d 8d - 4th bth
P m— 2
Spaces:
1st 2d 3d 4th
: — ] -
n — & g

e
Example: English, ABCD E F G; French, La 8i Ut Re Mi Fa 8ol -

-
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CLETFS.
The name of notes are determined by signs called “crrrs” Of these
But on the Concertina, as on the
This is called the G or

there are three, used in modern music.
Violin or Flute, only one of them is availahle,
Treble Clef, and is formed thus:

— e [

It will be observed that the upper end of this clef intersects the 2nd
line, which is from that cenlled G also, and all the other notes are named,
in rotation from this one. Thus it will be seen that G being the name of

the note on the 9nd line, the names of the other four would be respectively
E B D and F, and those on the spaces F A O E.
Example: '

Linea 1

The names of these lines and spaces must be committed ' to memory
before proceeding farther. :

. LEDGER LINES.

It will be seen that the staff can only contain nine notes, or just one
octave and & note from X to F, but a8 there are many other sounds than
these in music, some lower in pitch and others more acute, small extra lines,
called Ledger-lines, are added when necessary, either above or below the
staff, thus:

These also take their name, “. rotation, from the G clef, as will be seen
by the following gcale or gamut.~

There is also another method used occasionally to denote the higher notes;
namely, by placing the word Octava or its abbreviation 8va, followed by
a series of dots or a curved line over the staff to the extent of the passage

. By examining the above Seale or Gamut, the student will perceive that notes on

required to be played. This denotes that although written on the staff the
notes are to be played one oclave higher than they stand.

the Ledger lines continue on by line and space, in the same manner as those on the staff

—

s



—

:
i

-

' L .
= C

The word loml) t the end of the lines is Italian. for place, and signifies that the notes are again to be played in their natural position.

oF NOTES AND THEIR VARIETY.

1 remarked on the first page that notes were made in one of the two
following shapes ® or <. . )

There are, however, siX varieties, but all from the above basis. These
different shapes are necessary in.order to express the different lengths of
gound. They do not however in any way alter the name of the note, 88
that depends entirely on its position on the clef. They are as follows:
1. The Semibreve or whole note o.

. The Minim or half note {p
_ The Crotchet or Quarter note P’
. The Quaver or 8th part of a note F.

. The Semiquaver or 16th part of & note E

The Demisemiga@ver or 32d part of a note ’

E R I

There is even a seventh note used in very rapid masic called a Hemi-
demisemiquaver or 64th part of a Semibreve.

By the above list it will be seen that the Minim is only hdlf as long 88
the Semibreve. The Crotchet bt half the length of the Minim and so
on, as is exemplified in the following Time table, which is most essential for
the pupil to commit to memory.

TIME TABLE.

- 1 : i
= Semibreve
=

is eyual to 2 Minims,

- f -3 e

or 4 Crotcheta, '

£ e L

or B Quavers, x

prrrpres
e

or 16 Semiquavers, .
erepprerprrrpees

: or 82 Demisemiquaven;.
SOOO DSOO POOP POSO POOP POOS

s

. Norz.—The stems of notes may be turned mp or down, or joined in groups,
without interfering with their length in value. '
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THE BAR OR MEASURE. , instance, let us suppose that a composition is written containing the exact

§ Bars are short upright lines drawn at tegular intervals across the staff quantity of a Semibreye or whole note in‘each bar, it might so occur that
i : ‘ 7 | we should have in the first wEASURE to hold one note thronghont  its

~ duration, while in the next and in precisely the same space of time we

% I’_':__._E___:___ﬂ might have to play 4, 8 or even 32 notes, performing them according to
SAmE——— ' their length with -sufficient rapidity and eveness of _execution to ensure
dividing it into fragments, each of which must contain exactly the same their not exceeding the limits of the preceding bar, or otherwise falling
‘mumber of notes or their equivalent in some of the other kinds. For | short of them. : '

A
—

Example:

These regular divisions of & masical composition constitute what is | or three-fourths of o whole note. The subdivisions into cempound Common
' | or compound Triple Time are fully explained in the annexed table.

known as )
TIME,

: I 0 . ! i : i
and forms positively the most smportant portion of the pupil’s-studies. TABLE OF SIGNS. %

Tk exists naturally in musie, as is shown by persons totally unacquainted SIMPLE COMMON TIME.. - SRR A i

with the art, They will move their hends ot feet in regular intervals during One Semibreve (or whole note) in & bar or its equivalent in value of
the performance of some ‘pleasing mclpay, in fact “beating time” Time other notes. st ndeRe T TS

in music is then the measurement of sounds with regard to their duration: [%ﬁ,’——— P 5] A ﬂ '
? 1 - S 2 ——prliig . i ]
o ‘._'____-____..—-—-—'_-'_.-_ -

There are two pi-incipnl kinds of time, nafmely TOMMON and TRIPLE.
These again can be subdivided into simple and compoxnd. These varieties Or one Minim (or half nct?)— in & bar or its equivalent in value of other

are denoted by certain signs placed 4t the ¢émmencement of a piece i J— . Ay _ : _ .

-

P SRS J

music jmmediately after the clef, as will be shown below. il —

Comuon Tive consists of one Semibreve or whole note in each bar: ) ) P"’“::jﬂﬂ““'"—:__ﬂ i

All model’_:_l_-‘i ﬁ?ime;”afeﬁeﬁvedfmm tﬁ{s sstandurd, their mames intimating | ' _ il _ ' ) . '\\_
what portion of & Bemibreve they ‘aflot to & meastre, we will beiseen here- | . © o P “?‘F‘TP?"TR;E“E TIME, R e 3

“hfter. " ' Three Minims or & Qemibreve and & half in each bar or their equivalent , - 8

frarere Tixe is an unequal divisfun of the Semibreve, aucﬁ asthree-eighths 1 in other notes.




il

3‘1_:-_ = Ie= r fr—— 1
Eé_—_?—:;_——_—__ggﬁ:_: H
Three Crotchets or their cq;:iva]eg; S 3 T

Three Quavers or their equi valent.

1t will be easily observed that in the above figures the upper one stands
for the number and the lower one for the deseription of notes in each bar.

For example % denotes two quarter notes or crotchets end % three eighth

notes or Quavers, &c.

COMPOUND COMMON TIME

£ two bars of Siimple Triple. Time into one. For

is merely the putting o
hets or six Q_uavera into each bar instead of

instance, by putting six Crotc
three.
' Examples:

l

==

A

R '
Ay

In this kind of time the first and fourth notes of each bar are emphasised ?
more than the rest. '
In the same manner we can produce twelve-eighth fimo‘ or twelve |

Quavers in a bar,

Example:
A A

COMPOUND TRIPLE TIME

is in a like manner composed by putting three bars of Simple Triple Time
into one. For instance, by putting nine Cratchets or nine Quavess inta:
each bar, instead of three, we geb nine-four and nine-eight times. :

Examples:

llustrate the above kinds of time and should be
well studied, both by playing them over as soon the pupil is able to do so,
and previously by copying them out om paper, marking, over it, the value
of each note in' the bar, so as to make up the equal quantity of ewery.

The follqwing exercises i

mensure.
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SIMPLE COMMON TIME.

S=23 Se=ari -aes |

. Quiox. Count COMPOUND COMMON TIME. . _
b e ===-_ oo —Es
88— = o o s s o : : e '
" -
Srow. Count -
1 - =
| .\.
§
Count .
B ol
T T SR z
. | A— — 5 :
manner a8 %’ and %

. Hwn.—% and ;ET_ Times are now seldom used, except in Sacred Music: they are accented in the same




-

In playing the foregoing exercises, strict attention should be gi'Vell to
counting them, by werbally subdividing each bar into halves or quarters, as
will be seen by the words placed over the Staff. .

Comeon True is usually divided into four parts ; counting one, two, three,
four, at each quarter (or crotchet) of the measure, unless the {

r——— ——

has an upright mark across it, thus:

when only two in a bar should be counted, the progression of the piece
In very slow music, it is sometimes necessary to count this

being rapid.

time by Quavers, eight in a bar. The proper speed of a composition i8
determined by Italian, German or English words placed at the commence-
ment of it: such as Allegro (quick), Adagio (slow), &e. These musical
terms are very numerous, The student is therefore referred to the little
Dictionary on page 79, for the trauslation of those most commonly in use.
1t is as well to remind him once again, that when counting four in a bar,
two 8th notes, four 16th notes, or eight 32d notes will have to be played
(should they occur) to every single count, and double that number in
Common Time when only counting two in a bar.

-

A Time is counfed {wo in each bar,

; )
g Siz in a bar in slow music,  Two in quick.

g Grenerally three in 4 bar.

g Three ._i'n quick time. Nine in slow.

12

& Four in a bar, or fwelve in yery slow time.

3

9
ACCENTUATION.

Aceentuation is the stress or increased emphasis given to certain notes

4n each bar, in preference to others. The Accent.usually falls on the first

and half of the bar, in common time, and in

[6&%’__—:_;‘ ‘]:‘8{% on the 1st, 4th, Tth and 10th quavers.. ;

—_—

In Ei}z or g time, the 1st, 4th and 7th notes are marked more than

others, There are, of course, exceptions to these rules, an explanatioﬁ of
which will be fonnd under the head of ¢ Syncopation.™ '

DOTS, TIES, AND RESTS.

A Dot placed after a note thus,

t D :
prolongs its sound to one half its usual duration. Thus a dotted semi-
breve should be held the length ‘'of & whole note and a minim: FA
dotted minim the length of a minim and crotchet, &ec.

Two dots make a note threefourths longer than it was originally, the
9d dot influencing the 1st one as that did the note ; namely, by making

it half as long again.

— .__._.._.______._-_____._._——-—_._.

Mips or CURVES, ~=" ~ connecting two consecutive notes of t_-]-.l'B
same name and on the same. line or space, denote that ‘the first one only is
to be struck and held down during the full length of the two, without lift-

* ing the finger from the key. BExample:
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Written thus :

feee—

Rests are sighs denoting silence during the whole or portions of a bar.

are shaped as follows:

Yemibreve, 8 black

mark under the line. over the line.

is used, inv anably, for an entire bar’s rest without referenc
]mr example

tity of the measure.
[@HFJ]

Two ‘bnra rest.

Minim, 8 black mark Crotchet, like the ﬂgm-e
7 turned backwards.

— =

e to the quan-

Some authors simply draw a line across the stnﬁ', placing a figure repre'-

genting the number of b.w s rest over it. Example:

Eé:; =M

Quaver,
the same reversed.

Played thus :

..__M___-.__.._.-._._____-—-———- -

[ s, A T
———‘_._.———'_______'_____....——-—“ _—.' I -

The seven different styles of notes have each a corresponding rest. They

Semiquaver, Demisgmiquaver, Hemidemisemiquaver
two prongs. three prongs. four prongs.

=====—===

Thé crotchet and quaver rests are sometimes shaped 6i[fcrei}tly, and
more like the letter Z; thus, L and X, '

Tt sometimes occurs that several bars' rests are required in suceession;
especially when two or more instruments are being performed on together.
The rests are then shaped thus: ' '

;_ SR _.._-I__'_:_:_-: E:[T- [___: = :_

* Rests, like notes, are uﬂ'ects‘(l by dots placcﬂ after them, TFor instance

a dotted minim rest

b A



is equal to & miinim and & «rowchet rest.

[. pe——e== TS e .
g___,ﬁ —

.QF THE SHARP, FLAT ASD WATURAL.

On page 4,1 have given an example of the uatural scale or gamut of
the Treble Clef, consisting of nearly four octaves. ‘fhere are, however,
other sounds called half tones or semitones; which come between these; to
produce which, on paper, {he following signs are used. The sharp ﬂ, the
flat jp and the natural . _

A sharp placed before & note raises it half a tone. A flat, on the con-
trary, lowers it half & tone. The natural is used to bring it back to its

usual position. Examples:

3

—_————

ey

A flat or a sharp having once oceurred in a bar, all notes of that name
are influenced by it until corrected by 2 natural, Example:

- % iheao (V5 should be plajed as Cf, although no sign appears before them.
. 'Should a note that has préviously beetl gharpened or flattened during &
bar, again occur b the end of it, followed at the commenceient of the
fiékt ba by Another of the sime naine, abd on the same line or space, it

.

~

18 not usual to repeat the

sign; the previous # or b exerting its influence

‘on the note in the second bar, and afterwards throughout it, (but no longer,)

unless corrected by a Y. Example:

There are also Double
(thug ph). These raise of flatten a note tWo semitones, or, in ‘other
words, one wholé tone.: Mo bring hotes’ influenced by these double gigns
back-to their original position, we must- use the-following: for 4 Double
Sharp, thus, nﬁ, and for a Double Flat as follows, hh.  We come now t0 -

of the Scale.

Scace) and thie Chromatic.

o0 —5®

- Gharps (formed "~ thus X ) ‘and Double " Flats

-

THE SCALE.

A Scawe is a suceession of consecutive sounds. Ascending or De-
scending. It can be made to commence on any.of the seven letters,
ABCDEFG. Theone selected being called the Key Note, or Root:

There aré two species of Seales in musié—the  Diatonié: (of NaTuRAL

We shall first speak of




. : ':12\

~

THE CHROMATIC SCALE.

" 'This consists of & series of half (or semi) tones following.in close succession above or below the Key Note. Example:

Ascending.

" Descending.

j _.‘:__,‘_‘,éif'__!__lu_._ -

S *
. Tt will be seen by the above, that from C to Cﬁ i§ & HALF TONE, Cﬁ to
DY another, and so on. Thus it follows that the interval between CY| aud
DY must be & wroLE ToNE, and that between DY and Ef another: This
of . course, is the same throughout the Scale. Sharps are generally used
to designate the half tones.in going. up the Seale—Flats in coming  down,
but their names are synonymous—(}ﬂ and D} being salike, and produced
by the same key, and so with the rest. '

By observing the marks ¥ placed over the intervals BY and C{ and Ef
and Fg, both up and down the Scale; it will be found that no sharp or flat
oceurs between them. They are XATURAL SEMITONES. - W€ NOW proceed to

THE DIATONIC SCALE..

This consists of five whole tones and two half tones to each octave. In
the. Seale of C; these’ intervals present {hemselves in- natural succession,
without aid of Flats or-Sharps. This is; consequently, called’ the NATURAL
Key or Music Bxample: '

;'jﬁzgiéi?:_bjfé

\

—— ﬂ:_!’hr iu_j::_g;zsj !_ = i:ﬁ-‘ﬂ:'_-_—'

T T

AFAJOR SCALE OF C. -

I e ®
5 ¥ Lt'
i . o o
[ SR TR r"—'——*—’[ ____—:b_,_ﬂ-——/—ﬁ
iy g B
: Halfl tone. Haif tone. Hall tone. Half tone.
3 4 5 1 2 3 4 5

Flgure]a iu_rlgic:te whole tones. iy ) 5, 0 :

By comparing the above with that of the Chromatic, a better concep-
tian of the laws régulating {he Diatonic Scale will be arrived at, as the
half tones in the Natural Scale fall between B and C.and B and F, a8,

shown above. ' . : . R
“mhe Diatonio Scale is divided into. Major and Minor Modes. Tn ‘the
Major (the one exemplified above) the position of the whole and half tones-
is. INVARTABLY ; the same, consisting : of .4wo whole tones, then a half, next
three. whole _tones,' and- lastly another half. :-Tn; all zother keys. besides C,
the regular progression of this Secale ;is__el_'t’ected by, the ‘use of the ﬂ or;bd
Take, for instance, G as 'the key note.. It will -be found: necessary to uee;

Fﬁinstead of FY, in order to make it perfect. Example: '




The small notes represent the Chromatic half tones or intervals.

ot

In some scales it is , necessary to use the b in order to render the Diato- | yrz rule to be observed in it ; the third note of the scale is always de-

nic progression perfect.

Take, for instance, that of I pressed. The position of the whole -and half tones is different from those
| in the MaJor Mode, as W i1l be seen by the Scale of A Minor.

T

: Diatonic Scale. Diatonic' Scale. . s
i " — e l
et e
— B e E3 ' : 1
Tone. " Tone. Semi:ohe. Tone, Tone, Tone, Sem;lnnc, Tone. Tone, 'Semitone. Tane. Tone. - + | Tone, * Semitone:’ & |
2 3 - LEME s b : l
\ ‘ g The ‘Scale of B} requires two flats (Bp and Eb);. that of K} three (Bp, |
). : E} and A}), and so on with the others. i \

In the key of D, two sharps are required for the purpose ; in that of A, . THE MINOR SCALE,
three sharps, as will be ghown hereafter. , is a variation of the Major, and is erratic in natum, some composers '
wntmg 1t one way, and others, another. There is, however, ONE. mnm

e

" Tone. ‘l‘nue Semimne Tone. Tone. Semi‘.one. Tone. Tone Semitone 'i‘una
3 4

d Tune ‘%emimne 'l‘ann Tone.
3 4 N ) . 1 2 v iy

Major Scale consists of two whole tones, while that of the Minor possesses
one whole tone and a semitone. This constitutes the difference between

the Major and Minor Third. Exam ple o b e

It w1]l be seen from the nhove, that the tones take & different position in
descending the scale to that which they had inl. gou_]g up it. Some authors
write it in the fallﬂwmg manner: - :

i

ﬂ.ia' Cebeye et - : - i 1y
Eéjc,_t:_{_# : —-—E Mniur_ad;_ 3 l{}:\uf 24 -

Fither method is correct. 8 s
In studying the difference between the Mn_]or and Minor Scnlés the I

pupil should observe that the distance betwéen the 1st and 3d notes of the
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KEYS. .

. ‘”T.he'aqi,'!ls.theil‘ name implies, are taken from the Kﬁy

Note, or Toot of the Scale. Thus we speak of the Key
instead of the Scale of G. Bach Key, except C, requir-
{ng more or less sharps or flats at its signature in order
to complete the Diatonie Scale, these are placed on the
Staff at the commencement of & composition, in order to
avoid the confusion that would result from having to mark
them before each note as the piece proceeded. They afe,
therefore, put between the clef and the * Time Marks.”
Example: Key of D.

_ .
@ -
These three signs combined are called the  Signature,”

being indicative of the names of the notes, the key of the
composition and the time it should be played in.

Keys, in Mausic, succeed each other in regular rotation,
as will be séen by the following cireular Diagram. Begin-
ning at C, they progress right and left until they merge
into the extreme keys of F# and G}, which are synony-
mous, Both scales being played on the same notes with
merely different names.

bearing the same Signatures
a3 the Major keys above them,

but the roots of which are al-

o)V

ways one third lower.

b




ACCIDENTALS.
The term ACCIDENTAL is given to a sharp or flat occurring wn the course

of a piece of music and not described at its signature. An “ Accidental”
influences all notes of its name appearing after it in the same bar unless con-

tradicted by o natural, but not after.

TRIPLETS AND SEXTOLES.

When three notes are placed together thus :

See—

with the figure 3 over. or under them, it indicates that théy are to he
played in the ordinary time of two of the same kind ; the third note being
forced into that portion of the bar, without interfering with the remainder.

Example :

Counnt 1 3 3 4 - 1 2 3 4
_—:F___‘ﬁ_:l':::l:q: —— = '
T —1+¢ O e S 5~ . iy
- P ;,i———..‘ ! P

.__,__./

These are called Triplets. Tt does not follow, however, that they must
all three be of the same length, for & Crotchet and.Quaver, & Quaver and

‘Semiquaver, or in fact any combination of notes that will exactly make up

the time of & triplet may be used. Example :

Count 1 2 3 4 1 2 3 4
. 3 = 3
I

—_—

In a similar manner a group of six notes with the 6 marked bver
them is called & gextole—the two extra notes being forced into the usual
gpace of four, the 1st, 8d and 5th being emphasized, unless, as is sometimes
the case, they are. divided into a double triplet, when the accent will fall

on the 1st and 4th. Exam ple:

P P
Eé-——-——f: — : E —-—p_ﬂ—-&::.
—-'——F——,—:‘—_—;'——i —— | +—1 -
= — —]
e L s

THE APPOGIATURA, OR GRACE NOTE.

Tn connection with Triplets, T must speak of Appogiaturas. These are
gmall notes not included in the regular time of the measure (and therefore
forced in like the Triplet), placed before the larger ones. Example :,

From IL TROVATORE. 4 g ; ;
ﬁ .

€ i gj— =2
— W E

These Appogiaturas can be used either above or below the note ; but
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_the most melodious and eleg

e of.the large note

. In slow music, half:the . full valu

‘of equal importance. Examples :

e T

Written thus: géﬁj:r—___"‘[—‘: #E[:EE _[%iééjé
S i B e sy e— > e S

ANDANTE,

Played thus: @EE

TURNS—SIMPLE, DOTTED OR INVERTED.

' Pyrys are’embellishments
similar way to an Appogiatura. The simp

SIMPLE

Written thus:

Played {hus:

ant method is: to construct them from below.

forced into the regular time of & piece in &
le form of Turx is indicated by the

TURN.

Example:

Tn quick music the small note is of less length, but
]

gmaller one.

is ahsorbed in the preceding

£ BNt

et

ALLEGRETTO.

A which signifies that three additional

thout breaking the time.
notes, and then it sig-

following sign placed over & note

notes should be added to the bar wi
Sometimes the simple Turn is placed between two

nifies that four additional notes must be introduced. Examples:

TURN BETWEEN NOTES.

L. N .

-

Written thus: é:—:@r:-_—'—_:::j:—; ety

L] __,__—.

Played thus: —— -_.'__'_—_J:_"—_-_'
7 ﬁ :i‘—_f{'_ =AM P
o el —



g Dorrep 'Lury is so called when the ™~ 15 placed over a dob. Then
four extra notes must likewise he played.

DOTTED TURN.

[

e I __:—"_____'_"__‘_-H
Written thus: %_—:_ _'P_'_ S _E‘t. R j

Plaged thus: [ |—F——PF—p— ——
ét ,______*!:4:_—,_?4:1

Tourxs are mostly gubservient to the performer’s skill and taste j and it
would be better to avoid their use altogether, rather than introduce them
continnally, as many otherwise skillfal amateurs do I They cover up their
perforinances with so many embellishments of this and other kinds, that it
at last becomes difficult to find ont the real melody they are playing.

An exceeding . graceful Tuarn may be produced between & note and the
one below it, as follows :

Written thus:

Played thus:

V7

Ax Ixverrep Turx 3 differs from the others by being placed end-ways
over the note, and is as its name implies, an inversion of the Simple Turn,
the Jower note being played first. Examples :

INVERTED TURN.
4

-

= 7
é‘r—' e -]
> p 1

TRILLS AND SHAKES.

Written thus:

Played thus:

A Trirt s a very quick “Turn,” consisting of two or three notes, always
preceding each large note in succession as it either ascends or descends
the scale. When well performed, it is, in some passages, highly effective.
The Trill is wkitten thus : W . Example y y

~Y
Av Ay AV P

which would be played as follows :




EXAMPLES OF TRILLS.

A pretty effect is produced by grﬁuping three Grace

Notes before a full b : !
note, somewhat in the way of a Trill. Example: 4

From the above explanation, it will readily be seen that Trills, Turns,

Grace Notes, and Appogiaturas all belong to the same family of Musical

Fmbellishments.

Shakes can be made on ascending or descending notes in a similar Way S
to Trills. 4
THE SHAKE, TREMOLO.

I will now proceed to explain

A Tremolo differs from a shake, inasmuch that it i8 8 rapid

repetition of the same note. Example: ~

which is a repetition of two consecutive notes in rapid succession, finishing
with o Tarn (usually an inverted one). A Shake is designated by the
mark & placed over the note on which it is to be made. Examples :

" Written thus: Played thus:
TS

e
B ————

| A, }

pATUSES AND CADENZAS. | i

]. . A pause ™ placed over ‘8 note signifies that it is to be held down far
beyond its asual limis according to the taste and diseretion of the player.

‘Written thus:
reste as well as notes, and they then denote long

ir

= 5:?,:1? _ 5 ; mp————— g 4 | Paunses are used ove:
—e—ag ¢ T ———— T = [ : ! gilence.
sy Sl —




a Cadenza (or Cadence)—in other

words, a long succession of Grace Notes performed rapidly or slowly,
according to the style of the composition, and often ending with a shake
These Cadenzas are entirely independent of time or measure.

Pauses are frequently followed by

and turn,

(Cadences sometimes occur without pauses. Example :

19

EXAMPLE OF A PAUSE AND CADENZA.

[é:g == SE: | #'j :E:J_‘:—%

ot e Pe,

3

E ™

2R -

===t

They are then called Roulades.

We now come to the varied marks of

!EXI’RESSIOH, ACCENTUATION, EMPHASIS AND
SYNCOPATION.

These signs are used by writers to indicate the style in which their com-
positions should be played. I have before had occasion to speak of Ac-
GENTUATION in my remarks on Ties. The word implies a certain force
given to some notes in the bar in preference to others; while by Eupnasts
we understand A srress placed on those pdrts of the bar usually unac-
cented. Bmphasis and Syncopation are closely allied. ExpRESSION in
music, is more or less & natural gift ; but those who lack it may, by care-
ful attention to the following signs, make up in a great measure for its

ahsence.

We will first speak of the Stur, which is a curved line over two or more
notes, intimating that they should be played smoothly—the finger not
being taken off one key until another is nearly struck. This is called play-
ing Licaro or flowingly. Example: ’

Legato, ==

e

Opposed to the Stur, is what are termed Staccato Marks. These are

dashes placed over each note
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gharply, and immediately be
Fxample :

gignifying that the finger must strike the key
taken off (before the expiration of its length).

_ _ ||1|___11__1__;.___

NN = . e
Played as if thus: 2%?_}&?%@ . AN A _;j—_i
_—_J L

When dols are placed over the notes instead of daghes,

or the finger taken off so quickly.

the key should not be struck so violently,
These npposed styles of playing are continually brought in contact with
each other in music, and strict attention to their marks must be given in
order to ensure proficiency. § e
The words Forle (Italian for “ loud ) and Piano (soft) or their ab-
breviations for. or f and pia. or p, 8T6 used to denote the degrees of loud-
When the extremes of either is desired, the words Fortissimo or {f
These are sometimes called double

.

ness.
and Pianissimo or pp aré employed.
forte.and double piano.

1t is often necessary to graduate the tones from soft to loud, or the re-
verse, and for this purpose we either use the word Crescendo, or its ab‘hri:-
viation cres. (in English “ increasing "), or else the following mark, ——
To decrease the gound, the word diminuendo, or dim, is employed ; or

otherwise the reverse sign — - These two marks are often used in con-

junction, thus —=—— signifying 2 swell, or combination of both the cres-

cendo and diminuendo effects.

single note must be struck with marked
words Sforzando or Rinforzando (abbre-
A or > are placed over it. Rfz,
of them, alike, denoting & forced

Tt sometimes occurs that &
energy. To denote this, the
viated Sforz and Rinfz), or their marks
8fz, and fz are also occasionally used, all
sound.

fp indicates, I’ like manner, that the note it is placed over ghould be
struck hard, but the succeeding ones played more softly.

To render a note marked with either of these gigns more effective, the
one immediately preceding it should be played staccafo, the finger after-
wards coming down on the forced note with & movement gimilar to the
blow of & hamurer.

When a succession of these notes occur, the word martelato is often
used to designate them.

Tt is necessary now to refer to former remarks on

THE TIE, OR BIND.

When two notes of the same name, placed consecutively on the same
line or space occur, with a line similar to & curve, only shorter, placed
over them, they are said to be tied, and denote that the first one alone i
to be struck and held down the length of the two. Example :

’Wri_tten thus:

Played thus:

The above remarks Jead us.to the study of



SYNCOPATION

Syncopated Notes are those which are emphasized oub of the natural
course of the bar. A Syncopated Note can hardly be forced too strongly,
- unless accompanied by a p mark, and even then it must partake of double
the force of its fellows.

The most common style of Syncopation is where & crotehet occurs be-
tween two quavers, Or, in fact, when any other kind of note occurs between
two of half its own value. The sfz sign A, is usually placed over the cen-
tre note in these cases, so as to ensure its being properly emphasized.

- Example :
SN F i

[ ﬁ% e

Written thus: \|Epz=E——— e

I

N
]
) Played as if thus: g :—b@

Sometimes this style of movement oceurs through geveral bars in suc-

gession, #

E;XAMPLES OF

ZE}MPHASIS AND SYNCOPATION.

21

A Strain is a portion of & composition, similar to a paragraph in a book.
Its close is designated by a double bar,

a period. When dots appear at it, they
side which they occur must be
on. both sides, both parts must

which acts as a full stop does to
imply that the part of -the piece on the
played over again. When they are seen
be repeated. Examples:

—I=] =ik ; :_i*—J

It often happens that two double hars appear in close succession, with
the figures 1—2 over them, thus : il

st

2d..

-

PR

This signifies that in playing the first strain over for the second time,
the bar marked 1st should be omitted, and that marked 9d used in its
place. _ . .

Sometimes the letters D. C.,, ot Da Caro (Italian for “from the head,”
or “beginning,”) are placed ab the Double Bar ; denoting that the per-
former must commence again at the first bar of the piece, the word FINE
(or end) giving information where it is to close. Should D. C. paw $ occur
(freely translated “ begin again from the sign”); the player must eom- -
mence back from wherever he finds the mark § placed. D. C. an$, on

I
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the contrary, denotes that he is to commence at the beginning and finish ‘

where the $ appears.

DOUBLE NOTES, CHORDS AND ARPEGGIOS.

When several notes are placed under each other on one stem, they are
tormed A cHORD, and must all be played together a8 if only one sound.

Fxample:

- A
Passages of double notes frequently occur, and are exceeding harmo-
Tixample:

sious when performed clearly.

“Axeractos are broken chords. That is to say, the notes are played
one after the other instead of close together, the first one being held down
till the last is sounded. They are known by & waving line being placed
before them: Fxample: ' '

Written thus:

- ‘I?l;iye& t.hn_s-..

Arpeggie passages are s0 called from their being formed of broken parts

of chords. Ixample:

NOTES UNEQU ALLY DISTRIBUTED.

* In rapid passages it very often occurs that an tinequal number of notes
are forced into a run, & figare being placed over them to denote their num-
i)cr. In such cases, they must be played as evenly a§ possible, but, all
must be forced into the space allotted them, without interfering with the
Example: . TN

other portion of the bar:

In this example it will be seen that seven notes have to be runintothe
space of four. The easiest means of accomplishing this would be to play.
as if written thus, making 1(}19 three last into a triplet. '
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SEDGWICK’S COMPLETE AND IMPROVED INSTRUCTIONS

FOR THE

 ERRMAN CONCERTINA.

Tue GeruaN CONCERTINA owes its popularity to the gweetness of its tone,

its easiness of acquirement, its portability and the cheapness of its cost.

Though by no means perfect, it i8 capable of producing greater effect and,
more rapid eXecution than any of its kind ; the Eneuigr (or PATENT)
(loNcERTINA alone excepted.* It is also capable of harmonic combinations
of considerable variety, although from the fact that each key produces two
notes—one in opening and the other in shutting the bellows—these cannot

“pe always complete, inasmuch that occasionally 2 note may be required to

fill ‘up & chord when opening the bellows which can only be sonnded while
closing it.

* The English Patent Coneertina is & perfect instrument capablo of producing the
most elaborate hnd infricate harmonies in any key from O to six sharps or flats. No
instrument, except the Organ, Piano or Harp can bring forth such diffienlt com-
binatious of chords.- It gives the same sound to the key whieh ever way the bellows

5 is moved, just as a bow does to the Violin, and although shaped like the German
i Conoertina, it is totally different both in.the manner of holding, fingering and

internal structure. A skillful performer can manipulate the most difficult Violin or

Flute musie upon it.

One great advantage is, that but little labor is required before the
beginner can obtain a knowledge of it. With attention to the following
rules, he will be able to perform tunes upon it satisfactorily in a very short
space of time. '

There are four kinds of GEruaN CONCERTINA in use. “Namely, one with
ten keys (one row on each end) another with twenty (two rows), & third
with fwenty-wo (also two rows), and the largest with twenty-eight (three
TOWS). a

That with twenty keys is the one mor® commonly in use. It has two .
distinct scales, enabling the performer to play in the keys of C * and G.

The twenty-two keyed instrument, fingered exactly in the same Way,

.affords a greater advantage | - One of the extra keys giving the note B},

which permits of the student playing in G, G and F. - For this reason I

+ The first key (pressing) on the right hand side is always ealled O, and the notes
of the Seale are placed on paper accordingly ;. although its real sound is very oftena
different note. The pitches of German Concertinas vary, some being set in @, others
in D or E, &e.
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would recommend those who do not care to buy & twenty-eight keyed Con-
cortine: to at least obtain one of this kind,

The ten keyed Concertina s fin gered like the top row of that with twenty.
No one who wishes to become proficient on the ingtroment should use one
of this class, a8 from its being entirely without sharps or flats, only the most

simple melodies can be performed on it.

The twenty-eight keyed Concerting possesses & full Chromatic-Scale
between :

™

i

and
[é:%;_ =
besides many extra notes both above and below.
The following scales give a correct idea of the compass of the various
instruments: .

-

SCALE OF THE GERMAN CONCERTINA WITH TEN KEYS. - .

LEFT SIDE. saamannnasansan~aar

Riaurt sibE.

- 4 Asfr_g
3 A 1 A 2 /\a'_‘_‘-ﬁ.j—ﬁ-F

t

= EE—=c==—— et P

SCALE OF.THE GERMAN CONCERTINA WITH TWENTY OR TWENTY-TWO KEYS.

LEFT SIDE.msaaanaem ettt A s an s snn s d

J F C.
KEY 0 A A A

0

| 3
%3;:—’;:?5: S e==e=—ci=
5 *3 4 B

Exira nnre} on the 32 keyed - 10

i AT A T A A Y S 6 4
| ﬂ:ﬁ,ﬁ P E————%} i

RieguT SIDE.

T4

. ks ~
A .
L 5E & %
1 N |

LT 2
et

nslrument,

T 8 e 10

—— %o 1 *° : —t!—_—j:‘_g e

-




DIAGRAM OF THE GERMAN

CONCERTINA WITH 20
* KEYS,

q

5

- l'-‘,mw mse T [ﬂ T
S 0
‘*h .

2% BOW KEYS 3

LEFT SIDE /

HAND REST

® ) )

BOLES
German Concertinas with 22

! keys have on extra key on each
j side, placed where the marks
oceur, a8 will be eeen by the Scale.

1%} 4

T >
S .
i
1y

|

i




SCALE OF THE GERMAN CONCERTINA WITH TWENTY-EIGHT KEYS.

-

LEerT BIDE -Mwm‘,ﬂw“wwﬁumwu T BNRL N §

SCALE OF Bp

=c—

the Gterman Coneertina has

seen by the ‘above scales that
The fingering of the Seale of G on the
twenty-eight keyed instrument is slightly different to that with only twenty.
affords an exact view of both ends
The stars and smaller

It will be
double as mauny notes as keys.

Tye DIAGRAM ON THE OFFOSITE PAGE
of the twenty and twenty-two keyed Concertinas.
circles denote the two extra keys on the latter.
the ends of all instruments corresponding with those marked.on the
The two extra keys on the twenty-two keyed in-
with the cypher or letter 0.

Tigures are stamped on

Diagram and Scales.
_ gtrument are always stamped

Notes w1l;h an accent over them thus:
N

RIGHT SIDE .o iammansammssmsmmsmssmmannmassansamss s sanens
4
a_Jgt . A
= =—TF ji: "—:.l?__ =
i -
a T
A s D

denote that they are those produced when opening the bellows; those with

no mark are sounded while closing it.

It will be obser wved throughout this.work, that notes on the left side of
the instrument have their figures placed belnw the staff and those on the
right above it.*

* Many persons either from want of leisure or umdlcntitm depend wholly on this

figured fingering, without taking the troubie to acquire a knowledge of musie.
as it is quite out 'of the question to play properly and with
expression or even in good time by such a method. A little extra labor and careful

examination of the first part of this book will make the studenta tolerable musieian,

This is decidedly wrong,

Such knowledge will remain to him ever after, and he will soon acknowledge him
gelf amply repaid for his trouble,
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. fa)
Short lines plaged after a figure thus 5 - - - or 1 - - - denote that the note
over which each is placed is to be produced by the key previously struck.
A star sk placed over a note indicates the necessity of using the valve.

ON HOLDING THE GERMAN CONCERTINA.

The four fingers of each hand must be passed through the straps on
either side ; the thumb of the right hand being used to regulate the use of
the vaLve, and that of the left, to hold the instrument steady.

treat care must be taken, not to open or close the bellows without
sounding the note or opening the valve, as the Concertina, being air tight,
it might, by being forced, sustain serious injury.

As a general thing the bellows should not be drawn out to its fullest
extent, or otherwise entirely closed,

No more force should be used than necessary to give a fair sound.
Learners sometimes find a difficulty in the management of the Valve, often
pressing or opening the Concertina so violently as to cause notes to be
curtailed of their proper -quantity. An easy movement of the bellows
ghould be sought to be acquired from first commencing to learn. .

The Valve must often be used when two or more “ drawing” notes follow -

consecutively, as the bellows being already extended by producing the first
note, a slight quick pressure of the valve will cause the instrument to
collapse, and so give room to draw it out again for those which follow.
The same must be done in a series of pressing notes.

The duration of every note depends on the performer, as according to
the motion he gives the bellows shorter or longer, so will the sound be
faster or slower.

The German Concertina can be played either sitting or standing. An
agreeable effect is sometimes produced in slow music by gently swaying

the ibstrument to and fro in the air, but in the opinion of the writer, the

appearance of the performer while doing 8o, is by no means elegant, and
as there are other means of jmparting expression, it would be more
«“honored in the breach than the observance.”

Some performers attach a ribbon to the hand rests, suspending the Con-
certina round the neck. This, in the larger kind, materially assists players
by taking the weight of the instrument off their hands.

EXERCISES ON THE NOTES.

Notes PRESSING.

9

3
EX. 1. KEY OF C. 1 2 2 2 1

Tt

il

Nores Drawine. NN DS E 3 4.5 A

2

Nores PnressiNg.

Q.t-:-»




The following Exercises are given for the purpose of increasing the

‘They must be played slow, and equally—increasing the speed graduall

8y

execation” of the player, by assisting him to acquire a mastery over the bellows.

v ad the student bec

A A

1 1 2

omes more and more proficient,

A A A A
1 2 .2 3 2 2.2

: A ;
&5 S S, SRR TIT A o B
——% e e e e e e e i
7 ol =t W, —; & > —Fr e Ft i T B =N U e ey
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The same in G.
ex. 4. O -‘/;\ /u\ A : i\- e L g i
s ke [}
# 1o IS0 A S o —. -

>

20 key’d Concertina.
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8
In the above exercises (Nos. 8, & 4.) it will be observed that the melody begis on a fraction of the bar; this often occurs in musie,
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]ua(l: of the above should be played over many times b(,f(l]'? proceeding to the next; taking care to accent the first of each gmup
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PROGRESSIVE LESSONS. E
‘ - The Blue Bells of Scotland.
Andante. 1 A 1
T e —
-_E’H S e I et
5 A 2 q._z\_"x— ® 4 5 ; A & A T 4 A
5 7 3 5 5 A .

wh L]

' A > T
B o B [~y — e e
SEESESSIEEE S s EE

5 A 1 1 A x
a

Il
|
L
\l
U_




LESSON ON

\

Swinging in the Lane.

THE USE OF THE VALVE, ALSO ILLUSTRATING “ THE BIND” OR * TIE.

29

Ballad published by SAWYER and THOMPSON.

By permission of CHAS. C. SAWYER.
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[' 30 - SONGn o GOd b'eSS _YOIJ." By permission of the composer, J. R, THOMAS,
J' Examples of the Dot, Rest and Pause, ) ' ‘e )
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“The Vesper Hymn ?
Lesson in Double N otes, w1th example of' Double Bars,
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| Dear Mother I've 'come home to die.” " By permistion of WENRY TUCKER.
| Example of “the Slur,” * the TIE 7 and under acco:?{pmumené
Tenderly.
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Dear Mother I've come home to die.—Concluded, 3l
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| Thou art so near and: yet so far.

REICHARET.

Andante Amor0so.
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EXERCISE FOR THE GERMAN CONCERTINA WITH TWENTY-TWO KEYS.
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LESSON FOR THE GERMAN CONCERTINA WITH TWENTY-TWO KEYS.
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Chromatic Scale, and various fingerings of the twenty eight kede German Coneertina
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Oh! Summer -Night.—Concluded.
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Mary of the ‘Wildwood.
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From GOUNOD'S8 “FAUST.”

Flower Song.

Moderato assat.
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Woodland ‘Whisper Waltz.

[ARRANGED FOR TWO GERMAN CONCERTINAS. |
i —_— 5

’ ‘. N3

GEORGE STANLETY.

- 71

:
ij
.
-

o
=]

N
Py ; S : ]
% i ﬁ ! — : - ; I | I J
ﬁ% Sy . : |

(=]
I
o>
>
)
e>T

0

et = ===t E SEET T EETE
SRR e e e et
n; g—— 13 44— o0y 99— O0g S— A s— A g——'u-.l- é\—-—a I— oy} - ‘4
g g T e . g
—_— 6 B s, o — - _—
piS 03 s | T | éwgfl—if’— - g . :
i F:"’ 5 = = _".IJj'i: 5 aaem e ey Ll F o ) : —‘:g:f :‘H::
= — SES=SC == =i H
AS 0 Yo n QN R P g o e 2 - 10 N° .II,\ L
Bt — I— — | —] = = ’ E’1_i-l~
i ; —a —] =] =3 | e s
ST T e SR e EET CENCEEES (SRS S . ———t
s3heslarla I e e
ow s — 0@ i — 4 R G\Q—g 3 4 BERE St §g— o L8 {‘\ 1_;—
7 7T 1—-—-= = :
A A _ ’ 6 — —
! I l ; Ilog— __,___é = Jr ol | | L l "
T§—sals s o Pt B Elfx L F- B B lsctslsgs| cos]
= I - i S { =1 i
v — v N — T, W R ATE A 8 LA o]
- 8 — 1 1 10 /)hlon 8 o g 8 8 810
o ; 9 ) ibo 8 7 8 7 9
=i — ot =1 T T 1—1 T A e RS O
= ‘I = — =1 I —— ,:DJ 1* ——F] ‘L ‘r_ dl I~
j;;ﬂ:#;_—.:Fi—Ftﬂjf S N S =T s
8 6y 8 — 3 4 3 4 6 8 —0g 8— N 8— A8 —'-'rm_ /
7 — 7 7 7 () o ®

6 7
*A very agreeable variety can be obtai

ever, to ensure the Concertinas being exactly alike in'pitch. This will be ascertained by
If the tone is perfectly the same; then they are in unison.

instruments at the same time.
LINE, HOWEVER, CAN ALWAYS BE PLAYED

7 ;
ned by two performers playing seperate parts t

AS A Sovo.

) 7 ; '
ogether on different instruments.  Care must be taken, how-

sounding the No. 1 key, pressing on the right side of both
If otherwise these Duets cannot be played. Tax urram
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Come where my love lies dreaming.

By permission of Wm. A. POND & Co.
' 8. C. FOSTER
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[ARRANGED A8 A DUETT FOR TWO GERMAN CONCERTINAS.]
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Come where my love lies dreaming.—Concluded.
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* Ad libitum, at will of the performer. .
+ Affetudsos affecting, with pathos. - l
. Agitato, agitated. ' |
1
i

. Allegro, quick. "
. Allegretto; not 0. quick as Allegro.

 Animato, with animation.

“Cantabile, in sustained (singing) style.-

PICTIONARY OF MUSICAL ‘TERMS.

Accdlerando, inorense in speed. T t ‘Fine, the end.
Forte, f., loud.

Adagio, very slow.

Fortissimo, ff.,-YeEY: loud.

Forza, force.
Forzando, marked, With emphasis.
Fuoco, with fire.
Grave, very glow.
| Grazia, gr:_a.ccfnl, flowing.
Al Segno, repeat o' the sign’ #:.  Dal Segno, repent | Largo; 8 very glow and measured movement.

from the sign B | Larghetto, not so slow 88 Largo.
Amoroso, lovingly. i | Legato, smooth and connected.
Andante, slow and distinct. : Legeremento, lightly, gaily.
Andantino, rather slow bt quicker than ‘Andante. : | Lentando, slower by degrees.
¢ | Lento, in slow time.

Loco, place, pley as written.

al, Alla, to, to the. -

A poco a’'poco; little by little.
Assai, enough. Maestoso, majestically.
A tempo, in time. ‘Martelato; struek with force.
Bis, twice (repeat). ‘Meno, less.
Brillante, brilliant. Mezzo, middling.
Calanda,ﬂit_hini.shing gradually in tone.and speed. Mezzo Forte, mf., rather loud.
Mezzo Piano, mp; " soft.
Coda, a fow bars added to terminate & composition. Molto, muah. '
Colla Foce, with the voice or melody. Morendo, dying away.
Con, with. : Obligalo, cannot be omitted.
Con Brioy with brillianey. 3 “| Octava, Bva., an octave higher.
Crescendo, increasing in tone. Pastorale, simple, flowing.
Da Capo, from the beginning. Piano, p.; soft.
Decrescendd, decrensing in tone, Pianissimo, pp., Very soft.

i

' Diminuendo, o ; Piu; more.

Dolce, Bd?t_. Poco, & little.

Espressione, expression, Con Espressione, with ex- | Pomposo, pompous, grand.
pression. Presto, very quick.

| Prestissimo, as quick 88 possible.

| Quasi, like,.almost.

i '_Raifenmnda, glacken hy-degrees.
_Religioso, with religious feeling.

! :Rinforzando, Rf., with.additional foroe.
i| Ritenuto, hold back the time at onoce.

Scherzarido, playfully.”

Segno, i3 the sign.

Segue, continue as before.

Simplice, with gimplicity.

Senza, without. .

Seria, serionsly.

Sforzandp, emphasizad.

Sincopato, forced out of time.
Smorzando, smoothed,’ decreased.
Soave, soft, and delicate.

Sostenuto, sustain the sounds.

Sotto voce, in an under {one.
Spirito, with spirit.

Staccato, detachied, short.

"Tempo, in time.

Tempo di Marcia, in marching time.
Tempo di Valse, in waltz time.
Tempo Primo, in the original time.

Tutto Forza, as loud as possible.

Veloce, with velocity.

Vigeoroso, with vigor.

Viwvace, with vivaoity.

Vivo, animated, lively.

Volto Subito, turn over the page quickly.
Zeloso, with zeal.
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Tyillando, shaking on & succession. of notes. -
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