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PREFACE 

Penelope Prim tripped out of the house, proudly 
clutching a brown leather music case. She was light of 
step and heart, for to-day was her eighth birthday, and 
she was on her way to her first music lesson. Her father 
viewed the project with some misgiv~ngs, and it was only 
Penelope's passionate pleadings that at last persuaded 
him to give it his blessing. When Penelope returned from 
her lesson, and commenced to practise five finger 
exercises with energy and determination, his doubts were 
allayed but not removed. The exercises continued with 
great regularity for several days, after which they became 
more and more spasmodic, and ended with the transfer of 
Penelope's interests to butterfly collecting. When 
Penelope grew up, she often felt that she would like to 
take up the piano again, but somehow she could never 
bear the thought of those five finger exercises. 

Penelope, of course, is an entirely imaginary young 
lady, but there are thousands of people who, like her, 
feel the urge to play or to sing, but are put off by the 
supposed drudgery of learning, or simply because they 
do not know how to make a start. The whole purpose of 
this book is to smooth out some of the practical difficul­
ties that lie in the path of the would-be performer. 
Many admirable books have been written on the art of 
listening to and enjoying music. This study of musical 
appreciation has largely been fostered by the remarkable 
revival of interest in music, during the past ten years or 
so. But may not this emphasis on the passive art of 
listening have the effect of diverting many from the 
active pursuits of playing and singing? For listening 
has become too easy; a turn of a knob, and the most 
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accomplished performers, the most brilliant compositions, 
are at our call. 

But where the making of music is concerned, things 
are by no means so easy. The potential performer is able 
to buy an album of piano studies, a tutor for the oboe, a\ 
book on singing or the organ, but how on earth is he to 
know which instrument or subject he ought to study, 
when he may have only the vaguest idea of what an 
organ or an oboe looks like, and no idea at all of what he 
must learn in order to play them. This is the gap which 
this book sets out to fill ; firstly to help the reader to 
make his choice, and secondly to show him how to study 
the subject of his choice. But before we set about this 
ambitious task, a word of warning is necessary. You 
remember the man who was asked whether he could play 
the piano and replied, " I don't know. I've never tried." 
If he should buy this book, I can picture him angrily 
demanding his money back on the grounds that, although 
he has read every word, he still cannot play the cornet, 
the harp, or the harmonium. For it must be clearly 
nnderstood that no book can teach you to play the 
cornet, the harp, or anything else. But what this book 
can do is to teach you how to teach yourself. It can, as 
it were, help you to find the cow, provide you with milk­
pail and stool, show you how to position your hands. But 
you, and you alone, can do the milking. 

You will have to study, and study earnestly, but if 
by this you picture hours of drudgery and mechanical 
repetition of scales and exercises, then let me put your 
mind at rest right away. Scales and exercises there must 
be, but modern methods of study have transformed what 
was once a painful necessity into an interesting and 
pleasurable pursuit. At last it has been recognised that 
we must not merely learn to play music; we must learn 
to love it as well. 
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This book does not presume any technical know­
ledge of music on your part. Even if you cannot read a 
note of music you will be able to understand it, for though 
some musical examples are included, they are in no way 
an essential part of the text. But before you can study 
an instrument you will have to learn certain rudiments of 
music, such as the names of the notes and rests, and the 
various time signatures. For you cannot expect to read 
until you have mastered the alphabet. These rudiments 
are included in Chapter III. 

The chapters in this book deal with a variety of 
subjects. You need not study them in the order in which 
they are written, but it is suggested that you should start 
by reading the first four chapters. After that, read the 
other chapters in any order that takes your fancy. The 
principles outlined in Chapter X (How to Practise) are 
clearly applicable to any practical subject which you may 
choose for study, and you should read them very care­
fully. For knowing how to practise is the secret of success. 

Finally, do not be put off by any of those theorists 
and " clever " amateurs who find pleasure in posing as 
musical intellectuals, and spend their time trying to 
convince themselves, and others, that music is something 
obscure and highly complicated, the prerogative of the 
genius and the connoisseur. Music, more than any other 
art, is the heritage of simple folk, for it fills one of their 
greatest needs, the need for relaxation. They have only 
to enter the realm of music, and all the cares and heart­
aches, all the trials and disillusionments of a workaday 
world are forgotten. So let no one dictate to you what 
music you ought to like or dislike. Play, sing, and listen 
to all the music you can, and you will very soon find 
out what pleases you most. And should you discover 
that you like all kinds of music, so much the better, for 
then you will have a tnne for every mood. 



NOTE TO THE REVISED EDITION 

Two large printings having been exhausted, I have 
taken the opportunity of preparing a new edition of this 
book. Several chapters have been considerably revised 
and enlarged, and a number of minor corrections and 
improvements have been made. In the space of sixteen 
pages it is impossible to do more than scratch the surface 
of musical composition, and as this subject is now fully 
treated in a companion volume, " TEACH YOURSELF TO 

COMPOSE Musrc," I have decided to omit the chapter 
"Do you want to Compose? " In the preparation of this 
new edition I have been greatly encouraged by the 
interest and helpful suggestions of friends-known and 
unknown. 
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CHAPTER I 

WHAT IS MUSIC l 

Are you fond of music ? Presumably you are, or you 
would not be reading this book. But what exactly is 
music? Music, says The Universal English Dictionary, 
is " the art of combining sounds or tones for reproduction 
by the voice or by various kinds of musical instruments 
in rhythmical, melodic, and harmonic form so as to 
affect the emotions." So far, so good. But what is 
Sound, Rhythm, Melody and Harmony ? Before you 
start practical work it is well that you should know some­
thing of the fundamentals of music, so let us take each 
in turn. 

Sound 

If you stamp your foot you are producing sound. If, 
at the same time, you clap your hands you are coml::1ining 
sounds. But it cannot be said that you are making 
music, though you may be making rhythm. Sound, then, 
is of two kinds; that which is heard as noise, and that 
which is heard as a musical note. All sound is produced 
by the vibration of something or other. If you strike 
one of the lower notes of the piano and watch the string, 
you will notice that the vibrations make it assume a 
wavy appearance. You can feel the vibrations easily 
enough by touching the string lightly with the finger. As 
soon as the pressure becomes heavy enough to stop the 
vibrations, the sound will cease. 

The vibrations of the string, or of whatever body is 
put in motion, set up, in turn, vibrations of the ear drum, 
and these cause the sensation of sound. If the vibrations 
are regular the result is a musical sound ; if they are 
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irregular the result is an unmusical sound. The human 
ear is sensitive to only a small range of vibrations, and if 
the ear drum vibrates too slowly or too quickly, the 
sound becomes inaudible. That is why such sounds as 
the high notes of a bat's screech are, mercifully, unheard 
by human ears, though they are probably audible to 
those animals which have more sensitive hearing, such 
as the dog. The range of human hearing varies greatly. 
It is well known, for instance, that the chirp of the 
cricket, which most people can hear plainly, is inaudible 
to some whose hearing is normal in other respects. 

Musical sound has three characteristics: 

(a) Pitch (Height or Depth) 
(b) Power (Loudness or Softness) 
(c) Quality (The effect upon the ear) 

You have probably experienced the annoyance, 
when playing a record on a gramophone which is insuffic­
iently wound, of finding that it is running down. As the 
music gets slower and slower the rousing march which 
you were enjoying becomes a funeral dirge. A turn or 
two of the handle, and the record regains its proper speed, 
and the march becomes stirring once more. What has 
really happened is that the pitch of the music, which had 
dropped as the record slowed down, has been restored to 
its proper level. The pitch of a sound is determined by 
the number of vibrations by which it is produced. When 
we speak of one sound being higher in pitch than another, 
we mean that the vibrations producing the higher sound 
are more rapid than those producing the lower sound. 
And when we speak of "concert pitch," we mean the 
standard of pitch which has been adopted· by professional 
musicians in this country. You have probably noticed 
that before an orchestra starts to play, one of the 
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players (the oboe in a large orchestra, the piano in a small 
one) sounds a note, to which the other players tune their 
instruments. This tuning-up is necessary to make sure 
that the pitch of all the instruments is identical ; if it 
were not, they would sound out of tune with one another. 
Some people possess the faculty of naming, without 
hesitation, any note played, or of singing any note asked 
for. Such people are said to have a sense of absolute 
pitch. Some musicians possess this sense to such a 
remarkable degree that they are able to name not only 
musical sounds, but the note of a pig's squeak, or of a 
clap of thunder. 

The power of sound depends upon the length of the 
vibrations of the sounding body. A pendulum which is 
swinging slowly over a small space may be made to 
swing faster over a greater space, and still move back­
wards and forwards the same number of times a minute. 
Similarly, a string or other body may be made to vibrate 
over a wide or narrow space, and the wider the space, the 
louder the sound will be. The drummer at the rehearsal 
of the village band who, when requested to play softly 
replied, " Softly be blowed ! I've come here to enjoy 
myself," might have produced the pianissimo which the 
conductor desired had he beaten his drum less vigor­
ously. On the piano, a louder sound is obtained by 
striking a key sharply than by striking it gently. 

A note played on the piano, the violin, the flute or 
the cornet will produce a different effect on each instru­
ment, even though the pitch, duration, and intensity are 
constant. This characteristic quality of a sound is called 
timbre, or tone-colour, and full use is made of it when 
music is arranged for the orchestra. A passage first 
played on a flute may be taken up by an oboe and then 
by a clarinet, and though it is repeated three times, the 
contrast of tone-colour will save it from becoming 
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monotonous. Players of certain instruments are able to 
vary the quality of the sound; the violinist may bow or 
pluck his strings, the trumpet player may play with or 
without a mute ; and each effect will be quite different. 

Rhythm 

"In the beginning was rhythm" said Hans von 
Bulow, and it is perfectly true that very little can exist 
without it. The leaves fall from the trees, the ducks swim 
on the village pond, autumn turns to winter, all in 
rhythm. Rhythm is the heart-beat of music and, as such, 
music is absolutely dependent on it. Though melody 
without rhythm would lose its vitality, its strength, and 
its meaning, rhythm may exist without melody. The 
simple beating of a drum may rouse a regiment of 
exhausted men to fresh endeavours. 

Rhythm, because it is a sense, is not easy to define, 
and it is very often confused with time. It is sometimes 
said that a certain dance orchestra keeps excellent 
rhythm, when what is really meant is that the speed at 
which the music is played is regular. If a lively dance 
tune, such as a jig or reel, were played in strict time, but 
without a sense of rhythm, it would still lack vitality. 
And though many people can keep time, fewer can keep 
rhythm. 

Rhythm cannot be taught, but the sense may be 
developed by practice. Rhythm must be felt physically 
even if no movement is made. The conauctor of an 
orchestra must first feel the rhythm of the music, before 
he can convey it to the orchestra by his gestures. 

Melody 

Melody is often defined as a succession of simple 
sounds arranged in a pleasing manner. But as it is 
doubtful whether all melody in modem music is pleasing, 
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it would probably be more accurate to substitute 
effective. We cannot say when melody came into being, 
or whether it existed before speech. Perhaps it found its 
origin in the first song of the first bird. It is a remarkable 
thought that although the musical scale contains only 
twelve notes, the variety of ways in which the composer 
may arrange them is seemingly inexhaustible. Many 
melodies are, of course, very reminiscent of one another, 
and one composer's musical material is often borrowed by 
another composer; yet melodies are still being written 
which are completely original in conception. 

When two or more melodies are fitted together 
simultaneously, so as to form an effective whole, the 
result is called " counterpoint," or "polyphony." In 
some compositions one melody is imitated by another 
melody beginning later at a different pitch, and contin­
ually overlapping the first one. This strict form of 
counterpoint is called "canon." The old "round" or 
" catch " is a form of canon. You have probably heard 
the round Three Blind Mice sung by several voices. One 
voice star~s off and sings two bars alone. The second 
voice then chimes in and is joined two bars later by the 
third voice. And though each voice is singing a different 
section of the words and the melody, the parts blend 
together quite satisfactorily. 

Harmony 

Two or more sounds of different pitch played 
together form a chord ; and several chords in succession 
produce harmony. Simple harmony, such as a hymn 
tune, is mostly in four parts (treble, alto, tenor and bass). 
The composer arranges the chords in the sequence which 
he considers will be most effective, and which will allow 
each of the parts to move as smoothly as possible. The 
progression of chords and parts is governed by rules 
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which were strictly observed in the past, but which are 
treated with greater laxity by modern composers. 

The dictionary's definition of music mentions its 
effect on the emotions. Music does, of course, affect the 
emotions in different ways. The lullaby of a mother 
soothes her child into sleep, the music of the bagpipes 
gladdens the heart of the Scotsman, the war chant of the 
Indian warrior strikes terror into his enemies. But 
whatever the emotional effect on the listener, music, by 
appealing to his feelings, encourages him to feel. At the 
same time it develops his critical judgment, for much 
music appeals to the intellect as well as to the emotions. 
Happiness is the greatest incentive to make music. We 
sing and whistle the most when we are in a gay and light­
hearted mood, or when we experience the ecstasy of 
being in love. And the birds make their sweetest music 
in the spring. 

CHAPTER II 

FIRST STEPS IN MUSIC 

Playing or Singing ? 

The ability to sing and play has always been recog­
nized as a desirable social accomplishment. In Victorian 
days it was considered proper for young ladies of good 
family to play the piano or the harp. And often the 
family would hold a musical evening to which their 
friends were invited, and papa, in his tail coat and side 
whiskers, would play a flute solo, and mama would sing 
"Oh for the wings of a dove" with daughter Harriet at 
the piano, and then they would all play together, and 
everyone would go away well satisfied. Those days are 
past, but even to-day anyone who is able to play the 
piano or the violin tolerably well, or to sing a song in a 
pleasing manner, will find that there is a constant 
demand on his services. 

Assuming, then, that you have decided to learn to 
make music, two questions must be answered; should 
you sing or should you play; and if you play, what 
should be your instrument? (Composition is not 
included as an alternative, for if you really want to 
compose, nothing will stop you.) 

Singing 

Firstly, it may be said that everyone who has a 
voice ought to learn to sing. For singing is the most 
natural expression of music, and the singer is provided 
with an instrument which costs him nothing, which 
never requires tuning, and which is always ready for use. 
And singing gives men and women an opportunity to 
make music together, and fosters the ipirit of working 
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as a team. It is also an excellent way of improving the 
speaking voice, and those whose speech is monotonous 
or hesitant should remember this. If the vocal organs 
are normal and healthy (as most are), much may be 
done to improve the volume, range, and quality of a 
voice that may at first seem weak and thin. The singer 
is recommended, wherever possible, to learn to play the 
piano sufficiently to accompany himself, for this will 
greatly add to his enjoyment of music. 

Choosing an Instrument to Learn 
The Plano 

The piano is the most popular of all instruments 
for obvious reasons. The music which it produces is 
compiete and satisfying in itself, and it is easier to play 
than most of the other instruments. The string player 
and, to some extent, the wind player, has to make his 
own notes and is therefore liable to play out of tune. 
The pianist is not concerned -with intonation, for his 
notes are made for him, and he cannot possibly play out 
of tune unless the piano itself is incorrectly tuned. The 
pianist, of course, should have a good musical ear, 
otherwise his playing will be as mechanical as type­
writing, and he will scarcely be conscious of what he is 
doing. But the violinist with a faulty ear will be able to 
make far less progress. The piano, then, will probably 
be the choice of many of the readers of this book. And 
if they are reasonably musical, and really keen to learn 
all they can about their instrument, they ought to make 
first-rate progress. No one can promise that they will 
become virtuosi, for this depends upon their musical and 
personal qualities, but at least they should attain a 
degree of proficiency which will enable them to play for 
their own enjoyment, and that of their friends. 

To become an expert performer on any instrument, 
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it is necessary to take at least a few lessons from an 
experienced teacher, but if no teacher is available it is 
quite possible to attain a reasonable degree of pro­
ficiency on the piano from a tutor alone. 

Some people maintain that long fingers are an 
enormous advantage to the pianist or violinist. While 
there is probably some truth in this, the converse does 
not necessarily apply. People with very short fat 
fingers may not find it easy to stretch them sufficiently 
when playing large intervals, but this difficulty may 
nearly always be overcome by intelligent and assiduous 
practice. 

The Violin 

The violin has been called the King of Instruments 
and, in the hands of a fine player, it is certainly worthy 
of the name. As a solo instrument, accompanied by the 
piano, it is well-known for its expressive beauty : it leads 
the string quartet, and it is the most important instru­
ment in the orchestra. The main difficulty of violin 
playing·, apart from that of keeping in tune, is the 
acquisition of a fine tone. This demands perfect control 
of the bow and of the fingers of the left hand, and is only 
to be attained by much practice and experience. In all 
matters of tone the ear plays an important part, and the 
performer, if he is to make real progress, must himself be 
his severest critic. 

Other String Instruments 

The technique of the violin applies, to a great 
extent, to the viola and 'cello, and the standard of 
difficulty is about the same. The viola is simply a large 
violin with a tone less brilliant but richer. Its one 
disability (a slight one) is that it is too small in relation 
to its pitch. The reason for this is a practical one, for the 
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viola, like the violin, is held between the chin and the 
shoulder, and if it were made larger it would be too long 
and heavy to hold up. It would also be too short and 
small to grip between the knees like a 'cello. The viola is 
invaluable in the orchestra and the string quartet, but as 
a solo instrument it is not quite so useful as the violin and 
the 'cello. 

The 'cello has a very full and rich tone, and in the 
orchestra it is given many solo passages of characteristic 
beauty. The double-bass, the deepest voiced member of 
the string family, is primarily an orchestral instrument 
and is easier to play than the violin or the 'cello, but 
because of its great size and weight, and the fact that it 
cannot be used to play solos in the home, it is unlikely to 
be considered as a possible choice. 

Woodwind Instruments 

The finger technique of wind instruments is much 
less difficult than that of the piano or the violin, but the 
use of the lips, the teeth and the breath must be con­
sidered. Certain slight physical disabilities may compli­
cate the playing of wind instruments; missing or 
irregular teeth may make tone production difficult; 
respiratory troubles may prevent proper control of the 
breath. Wind instruments may conveniently be divided 
into two groups; woodwind and brass. This classifica­
tion, by the way, is not strictly accurate, for sometimes 
woodwind instruments are made of metal, and brass 
instruments of other metals. 

There are four kinds of instruments in the woodwind 
group; flute, oboe, clarinet, and bassoon. Each has a 
big brother or a little sister. The piccolo is a small flute; 
the "cor anglais," or English Horn, is a large oboe; the 
bass clarinet ic . .a large clarinet; the double-bassoon is a 
large bassoon. The flute, oboe, and clarinet are all about 
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the same length, between 2 feet and 2 feet 3 inches ; the 
piccolo measures about a foot, and the bassoon about 
5 feet. Of these instruments the flute and the clarinet 
are the easiest to play, the clarinet probably winning by 
a short head. 

The sound of all wind instruments is produced by 
making a column of air vibrate in a tube. This is done in 
several ways. The flautist blows across (not into) a small 
hole at one end of his flute. The clarinettist has a mouth­
piece to which a flat piece of cane ( called a reed) is 
fastened so as to leave a small gap. The player makes the 
reed vibrate by the pressure of his lips and breath. The 
oboe or bassoon player's mouthpiece consists of two 
small pieces of cane bound together with a gap in 
between. This is called a double reed. The breath must 
be passed through it slowly and evenly, and the control 
required to do this makes the oboe and the bassoon two 
of the most difficult wind instruments to play. 

The flute has a brilliant tone, and is extremely agile. 
The tone of the oboe is penetrating and has a rather 
nasal quality, but in the hands of a fine player it is very 
beautiful, and capable of great expression. The clarinet 
has a smooth, melodious tone. The bassoon is reedy and 
powerful, and is essentially an orchestral instrument. 

The saxophone is found almost exclusively in the 
dance orchestra and the military band. Its appearance is 
surely too familiar to neod description, but it is interest­
ing to notice that although it is always made of metal it 
has a reed and mouthpiece similar to those of the 
clarinet, and is fingered like the oboe. 

Brass Instruments 

The group of brass instruments used in the orchestra 
comprises the French horn, the trumpet, the trombone, 
and the tuba. The cornet, which is used in brass and 
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military bands, is similar to the trumpet, but it is 
shorter, has a mellower tone, and is easier to play. The 
tone of all brass instruments is produced by the action of 
the player's lips, which take the place of reeds. The horn, 
which has a coiled tube twelve feet long, is the most 
difficult to play. The trumpet and the trombone may be 
heard any day in the dance orchestra, but this style of 
playing is quite different from that used in the symphony 
orchestra. The tuba is a large, unwieldy instrument, with 
a deep, powerful tone. 

The Organ 

This fine and noble instrument, though by no means 
easy to play, should not be beyond the capabilities of the 
keen musical amateur. One difficulty, of course, is that 
opportunities to practise will be limited, for you can 
hardly instal a full-size organ in your home. Your best 
plan is to approach the organist of your local church. He 
may be able to arrange for you to use the organ for a few 
hours a week. 

Although the technique of the organ differs, in many 
respects, from that of the piano, the two instruments 
have a good deal in common. Most people will probably 
find it easier, and more convenient, to study the piano for 
a while before trying their hand at the organ. This will 
especially apply to those whose time for study is limited. 
The beginner at the organ has many practical difficulties 
to contend with, and if he knows nothing he may well be 
overwhelmed by the mass of stops and pedals and key­
boards. But if he has some knowledge of the piano they 
will seem much less formidable. 

The fundamental differences between piano and 
organ technique are as follows : 

(1) If the pianist strikes a key and then holds down 
the sustaining pedal (often miscalled the" loud" pedal), 
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the sound will continue for a time, even though the hands 
are lifted from the keyboard. On the organ, the sound is 
sustained only so long as the key is held down ; if the key 
is raised, it ceases instantly. 

(2) When a piano key is struck, the sound decreases 
in intensity until it dies away. But the power of an 
organ note remains constant, however long it is sustained. 

(3) The pianist can produce various kinds of tone 
by striking the keys in different ways; if he strikes them 
sharply the sound will be louder than if he strikes theIP 
gently, and so on. But however the organ keys are struck._ 
the sound will be the same. The organist can increase or 
diminish it by other methods, such as the opening and 
closing of a box-like contrivance which is called a 
" swell." 

( 4) The piano has only one keyboard. The organ has 
two, three, or more keyboards. A group of organ pipes is 
linked up with each of these keyboards. The pipes are 
divided into sets, each set producing a different kind of 
tone-colour. By manipulating knobs or levers called 
"stops," the organist is able to use any set of pipes on its 
own, or several sets in combination. 

(5) The pedals of the piano are used simply to 
sustain or to soften the sound. The organ pedals form an 
additional keyboard which is played with the feet, and 
which produces the bass notes, so that the organist has to 
think of his feet as much as his hands. It may be men­
tioned that a pedal-board, called a "pedalier," is some­
times attached to a piano, as a means of practising organ 
music at home. 

The Harmonium and the American Organ 

These instruments, either of which may serve as a 
useful preliminary to organ playing, may be treated 
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together. Both are similar in general construction. The 
American organ is easier to play, and is more organ-like 
in sound than the harmonium. On the other hand, the 
harmonium has a greater power of expression and 
variety of tone-colour. The harmonium has only one 
keyboard, with a pair of bellows which are worked by the 
feet to provide wind. Some of the larger American 
organs, however, have two keyboards for the hands, and 
a pedal keyboard for the feet; in this case the bellows 
are worked by hand, or are electrically driven. Both 
instruments have a number of stops, which may be used 
separately or in combination, to produce different 
varieties of tone-colour. In addition, the harmonium, 
but not the American organ, has an Expression stop. 
When this stop is drawn, the volume of tone is con­
trolled entirely by the foot bellows, and in this way fine 
shades of expression may be obtained. 

The harmonium and the American organ are very 
suitable for home music-making, and may be bought 
fairly cheaply. Either instrument occupies only a small 
space, and is rather easier to play than the piano. 
Nevertheless, they are both often badly played, and it 
should be realized that to become a good performer much 
painstaking practice is essential. 

The Child Performer 

Although it is possible for an adult to pick up at least 
an elementary knowledge of piano playing from a tutor 
alone, the average child cannot be expected to make 
much progress by himself. The earliest age at which 
music lessons may usefully begin depends upon: (a) the 
aptitude of the child, and (b) the instrument chosen. 
The indications of musical talent in young children are 
often unmistakable. A child may show evident signs of 
pleasure when listening to music, and the ability to sing 
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or whistle tunes he has heard. Or he may, on his own 
initiative, try to pick out little melodies on the piano 
with one finger. Though it is not possible to lay down 
hard and fast rules, it may be useful to give the approx­
imate age at which a musical child may begin to study an 
instrument. 

The Piano 

A child of five, or even younger, may be taught to 
pick out notes and melodies on the piano, and regular 
lessons may be begun at the age of seven or eight. A 
good teacher, using one of the attractive modern p'iano 
tutors for young people, can make piano lessons a 
pleasant game, instead of a dull and boring affair. If a 
professional teacher is not available, an intelligent adult 
with a slight knowledge of piano playing could teach a 
child a good deal with the aid of a tutor, and could 
greatly help by supervising the child's practice. 

String and Wind Instruments 

Violins and 'cellos are made in several small sizes 
for children, and lessons, either individual or in a class, 
can usually be taken at about six or seven years of age. 
The viola, being heavier than the violin, is more fatiguing 
to hold up, and the fingers must also be stretched wider ; 
the best age to start is about fourteen or fifteen, and up 
to that time the violin may usefully be studied. The 
double-bass, though the easiest of the string family to 
master, requires strength which is unlikely to be found 
in anyone under sixteen. 

Of the wood-wind instruments the flute and the 
clarinet are the easiest to learn, and lessons may be begun 
at about twelve years of age. The oboe, which is con­
siderably more difficult for a child to play, may be 
!tudied at about the same age; the study of the bassoon, 
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a heavy instrument reqmrmg a good deal of wind, 
should not usually be begun until about sixteen or 
eighteen. 

A child of twelve with a normal constitution could 
quite well begin to study the cornet or the trumpet; work 
on the French horn or the trombone, which are heavier 
to hold, should usually be begun rather later. Practice 
on any brass instrument is fatiguing to the beginner, and 
should be limited to a few minutes at a time. 

If lessons can be obtained from an experienced 
teacher, the study of the harp may be begun at about 
eight years. A child harpist should be tall and of good 
physique, and should have a sensitive ear. 

The Organ Family 
It is usually advisable to delay the study of the 

church organ, the harmonium, and the American organ 
until some progress has been made with the piano; in 
most cases fifteen or sixteen is early enough to begin. A 
child who wishes to study the organ must be tall enough 
to reach the pedals comfortably. 

Final Considerations 
You should now be able to estimate, with a reason­

able degree of accuracy, the relative difficulty and useful­
ness of the various instruments. But you may feel that 
you would like to have more detailed information about 
a certain instrument-the 'cello for instance. If you 
know an amateur or professional 'cellist, he will probably 
be very willing to show you his instrument, to demon­
strate its tone, and discuss the various points of tech­
nique. Failing this, do not be afraid of approaching one 
of the 'cellists in your local orchestra, or any professional 
'cellist whom you may come across. The end of a concert 
may provide you with an opportunity to walk up and 
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exchange a few words with him. If he sees that you are 
genuinely interested, he will probably be quite pleased 
to tell you what you want to know, and perhaps give you 
some valuable advice as well. 

Apart from the difficulty and usefulness of an 
instrument, there are other considerations which may 
influence your final choice. One of these is the probable 
cost. 

It is not easy to give exact estimates, for values 
change, but some general indications will help you. It is 
possible to buy a piano for as little as ten pounds.1 But 
it is hardly possible (unless you strike a lucky bargain) to 
buy a good piano for this price. A second-hand upright 
piano which is in good order will probably cost you 
fifty pounds or more, and a small grand piano, or a new 
upright, may cost you at least a hundred pounds. It is, 
of course, easier and better to learn to play on a good 
instrument, and you should buy the best that you can 
afford. But if it should be the ten pound piano, remember 
that many brilliant pianists have learned to play on 
indifferent instruments. (Handel taught himself to play 
on a broken-down instrument which he smuggled into 
an attic). 

A violin, complete with bow and case, may be bought 
for a couple of pounds or so. Or you may buy a Stradi­
varius for upwards of a thousand pounds. And between 
the two you may choose an instrument at any price you 
care to pay. But if you choose wisely, you should be able 
to buy a sound instrument with a good tone for between 
four and ten pounds. A viola will be about the same 
price, and a 'cello rather more expensive. 

When you are buying a violin, viola, or 'cello, be 
sure to choose one which is the right size for you, for 

1 The prices given in this chapter are normal pre-war prices, 
and are only intended to serve as an approximate guide. 
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size~ vary. Adults, and children over fifteen, if they are 
tall, usually play on a full-size violin, although some 
ladies prefer a seven-eighth size, which is less tiring to 
hold up. A three-quarter size is generally used by 
children of between eleven and fourteen, and smaller 
children use half or quarter sizes. 

Wind instruments, as a rule, are fairly expensive. A 
good flute, oboe, or trombone may cost twenty pounds or 
more. And though a very cheap violin may quite 
possibly be good enough to learn on, this cannot usually 
be said of cheap wind instruments. Before buying a wind 
instrument you should be absolutely certain (1) that it 
is in perfect working order; (2) that it is a modern 
instrument, of a system that is in general use to-day1 ; 

(3) that it is concert pitch. If it is any other pitch, or if 
the system is obsolete, have nothing to do with it. 

Another point which you may well consider is 
portability. The man in the popular song may have 
taken his harp to a party, but you will not want to carry 
your harp, or your double-bass, or even, perhaps, your 
'cello farther than you can help. And your piano must 
certainly be considered a fixture. On the other hand, the 
violin, the viola, and most of the wind instruments, are 
readily carried about. 

One other point worth considering is the attitude of 
the neighbours towards your practice. Here common­
sense must be your guide. If you live in a small block of 
flats, the occasional practice of scales and exercises on 
the piano or the violin may not provoke comment. But 
the trombone or the cornet may not prove so fortunate 
a choice. 

Making a Start 

Before you can read music you must learn the 
1 See page 99. 
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rudiments which are contained in the next chapter. You 
are recommended to spend some time on these, for if you 
master them thoroughly at the beginning, it will save 
you much trouble in the end. But there is no reason why 
you should not start practical work right away. In this 
book you will find chapters on piano playing, string and 
wind instruments, the organ family, singing, and com­
posing. Read the chapter that applies to you. 

Whatever the time at your disposal, work to a time­
table. Half an hour's practice every day is worth more 
than six hours' practice once a week. And although you 
will naturally want to make as rapid progress as possible, 
do not try to push the pace too fast. If the foundations 
are not well laid, you cannot hope to build a sound 
technique. Your motto must be, " Do one thing at a 
time, and do it thoroughly." 



CHAPTER Ill 

THE ABC OF MUSIC 

These are the rudiments about which you have been 
warned. You should spend some time over this chapter, 
and make certain that you thoroughly understand it. It 
is arranged in numbered sections, so that it will be easy 
for you to refer back to any particular section which you 
may have forgotten. 

How Pitch is Represented 

1. By the use of signs it is possible to represent both 
the pitch and the duration of sounds. 

2. The pitch of musical sounds is shown by little oval 
characters, called notes, on lines and in spaces; these 
notes are named after the first seven letters of the 
alphabet, A, B, C, D, E, F, G. 

3. All the sounds produced by average male and 
female voices may be represented on eleven lines and ten 
spaces. These form the Great Stave. 

4. The names of the notes on the lines of the Great 
Stave (starting from the lowest line and counting 
upwards) are G, B, D, F, A, C, E, G, B, D, F. 

The names of the notes in the spaces are A, C, E, G, 
B, D, F, A, C, E. 

DF 
a iGs o a E .. . "c .,~ A 
o ~FD 
Z-5BG 

CE 

'

AS:t11 
"'0 

BDD!I ... 
a"" ii 

E ~o 
• Acmes 

Notice (a) that the lines and spaces follow each 
other in alphabetical order, and (b) that each line or 
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space is three letters (i.e. a 3rd) above the line or space 
next below it. 

5. In order to make the lines and spaces on the 
Great Stave easier to read, they are divided into two 
smaller staves of five lines each. When the note on the 
middle (6th) line of the Great Stave is required it is 
introduced on a short line and is termed middle C. 
(For the position of middle C on the piano keyboard, 
see page 63). 

6. The two smaller staves are distinguished from 
one another by the use of signs called Clefs. 

7. The two clefs used in piano and organ music are 
called the Treble Clef and the Bass Clef. 

~ :, I: 
-z -

Normally the treble clef is used for the upper stave 
(played by the right hand), and the bass clef for the 
lower stave (played by the left hand). When certain 
notes are either too high or too low to be written con­
veniently in the usual clef, however, the clefs are some­
times temporarily interchanged, the right 'hand playing 
in the bass clef, or the left hand in the treble clef. 

8. The clef is placed at the beginning of the stave, 
and shows the name of a note on one of the lines of that 
Stave; the treble clef is placed on the G line, and the 
bass clef on the F line. 

T;::i:.~:· 1l·i i ]; [ K .~ ~ i £1 i "f 
F G A B C D E F G A B 

· Notice that in addition to the notes on the lines and 
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in the spaces, a note may be placed above each stave 
and another below. 

9. When sounds above or below the compass of the 
stave are to be written, short lines called leger lines are 
added temporarily to the stave. 

A:1 C D I F G ~-:_ ........ 
C D I F G A I 
,e.n-en~.n-e 

-e u -e u -
C B A G -e u · -

F E "4: 

-eu-eu•u-e 
IDC&Aor 

10. We have seen that only seven letter names are 
used, and if the series of notes is to be continued, it is 
necessary to repeat the letter names thus: 

ABCDE FG, ABCDEFG,ABCDEFG. 

Any two letter names which are eight notes apart 
(A-A, B-B, or C-C) constitute an octave. 

11. When the sign Sve is placed above a note, it 
means .that the note is to be played an octave higher. 
When the sign Sve or 8va bassa is placed below a note, 
it means that the note is to be played an octave lower. 
(These signs are used in very high or very low passages, 
to avoid using a large number of leger lines, which are 
often difficult to read). 
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When the figure 8, or the words Con 8va are placed 
below a note, the written note and the note an octave 
below it must be played together. 

Sharps and Flats 

12. The distance of pitch from a line (or space) to 
the space (or line) next above or below it is not in all 
cases equal. The distance between the notes A and B, 
C and D, D and E, F and G, and G and A, amounts to 
what is called a tone ; whereas the notes B and C, and 
E and F, are only a semitone (or half-tone) apart. The 
semitone is the smallest division of pitch which is recog­
nized in modern music. 

13. It is sometimes necessary to raise the pitch of 
a note a semitone, by placing a # (called a sharp) 
before it ; similarly a note may be lowered a semitone by 
placing a !, (called a flat) before it. 

When it is desired to restore a note (which has been 
raised or lowered a semitone by the addition of a sharp 
or a flat) to its original pitch, a ~ (natural) is placed 
before it. 

14. On the piano the white keys are called naturals 
because they represent natural notes (i.e. notes with a 
simple letter name, A, B, C, and so on); the black keys 
are called sharps and flats because they represent notes 
raised or lowered a semitone by signs, A sharp, B flat, 
and so on. 

Thus the sound of a sharp is produced from the B 
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black key next above any white key, and the sound of a 
flat from the black key next below any white key ; for 
example, the black key next above the C natural white 
key is called C sharp, the black key next below the D 
natural white key is called D flat, and so on. 

As there is no black key between the natural white 
keys Band C, and E and F, however (these keys being a 
semitone apart), B sharp is virtually the same note as 
B natural, and F flat as E natural. Consequently one 
white key does duty for two notes, B sharp and C 
natural, C flat and B natural, and so on. 

15. It is sometimes necessary to raise the pitch of a 
natural note a tone by placing a x (double-sharp) 
before it, or to lower it a tone by placing a l,l, (double­
flat) before it. 

On the piano (except for B-C and E-F) the sound 
of a double-sharp is produced from the white key next 
above, and the sound of a double-flat from the white 
key next below, the white key representing the natural 
note. Thus C double-sharp is represented by the white 
key D natural, D double-flat by the white key C natural, 
and so on. As the natural keys Band C, and E and F, 
are a semitone apart, however, for B double-sharp and 
E double-sharp we play the black keys C sharp and 
F sharp, and for C double-flat and F double-flat the 
black keys B flat and E flat. 

16. A double-sharp or a double-flat note is usually 
restored to its original pitch by placing a qq (double­
natural) before it, though a single natural (q) is some­
times used. 

The sign q# placed before a double-sharp note 
changes its pitch to that of a single-sharp note, and ql, 
before a double-flat note changes its pitch to that of a 
single-flat note. 
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17. Every sound may be represented by three 
different letter names (except G sharp, to which there 
is only one alternative). If, for instance, the note D is 
lowered a semitone by placing a flat before it, and the 
note C is raised a semitone by placing a sharp before it, 
the pitch of the two notes becomes the same. Here is a 
chart showing how the' same sounds may be differently 
expressed: 

C C# D D# E F F# G G# A A# B 

B# DI, El,l, El;, Fl;, E# GI;, Al;,!;, Al;, Bl;,!;, Bl;, Cl;, 
DI;,!;, BxCx Fl;,!, DxGl;,I;, ExFx Gx Cl;,l, Ax 

These sounds are said to be the enharmonics of one 
another. 

18. When one or more sharps, or one or more flats, 
are placed immediately after the clef, they affect every 
note on the lines and spaces on which they are placed, 
and are called the key signature of the music. As an 
example, one may see an F sharp in the key signature 
written on the fifth line of the treble clef or the fourth 
line of the bass clef. This means that every F, no matter 
at what pitch it occurs, will be played as an F sharp. 

19. When a sharp or flat, or a double-sharp or 
double-flat, occurs during the course of a movement, it 
is called an accidental, and affects only the note before 
which it is placed, and any notes of the same pitch which 
are included in the bar (for explanation of bar see 
section 30). 

The C Clefs 

20. We have seen that the Great Stave consists of 
eleven lines, of which the five highest form the Treble 
Clef, and the five lowest the Bass Clef. These two clefs 
are said to be "fixed," because they always occupy the 
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same position on the stave (see section 8). It is possible, 
however, to select five consecutive lines from the Great 
Stave other than those of the Treble and Bass Clefs, 
which will more conveniently represent the sounds of 
voices and instruments of medium pitch. When this is 
done a clef known as the C Clef is used, which is said to 
be "movable," because it may be placed in more than 
one position on the stave. 

21. The C clef is placed on the stave in such a way 
that it indicates the position of middle C. There are five 
kinds of C clefs, two of which, the Alto and Tenor, are 
in use to-day. The other three are obsolete, but are 
sometimes found in old music. The relation between thF> 
C clefs and the Treble and Bass clefs is shown below. 

(.) 

~ 
--C:,•~· .. • 
-t;I 

::s 

Treble 

, •• $8/tlt) 

Soprue --- (.) 
C) 

-F.---.J-.+:; 
;) ~ 
/obsoltM ::S 

22. In the following example, a passage is written in 
the Treble, Bass, Alto, and Tenor clefs; the effect in 
each case is precisely the same. 

Treile t CGDFABC 

: -Ha I 
~e, .,,. 

Alto 

How the Duration of Sound is Represented 

Teaor 

B ,.,a. I saa ~1 . -- ~ 

23. Different kinds of notes are used to show the 
length of any particular sound in relation to any other 
sound. In modern music there are six varieties : semi­
breve, minim, crotchet, quaver, semiquaver, and 

11 
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demisemiquaver. The table below shows the shape of 
each kind of note, and its value in relation to the others. 

English Names 
A Semibreve 

is equal to l Minima 

or 4 Crochets 

ur 8 Quavers 

P ~ r: r r: r: r r 
ur 16 Semiquavers 

American Names 
Whole Note 

Half Notes 

Quarter Notes 

8th Nofdi 
I 

16th Notes 

~ ~ c.r r r r r r r r e r r e r 
or 32 Demisemiquuera 32ad Notes 

; ~~9~.t St r; r; E£H ;s s rr r, r rs;;; ;rr 
24. A dot placed after a note increases its value by 

one half. Two dots increase its value by three-quarters. 

o, is equal to o plus d 
O·· is equal to o plus J plus ~ 
d . is equal to d plus .J 
cl .. is equal to J plus J plus ), 
J . is equal to .J plus Ji 
J .. is equal to J plus J) plus )1 

25. The sign ? (called a Triplet), placed over 
a group of three equal notes, means that they are to be 
performed in the same time as two notes of similar 
value. For example, ,FSJ equals JJ· 

When, in piano music, a triplet in one hand is 
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written against two ordinary notes in the other, the 
second of the two notes must be played between the 
second and third notes of the triplet. 

26. In the same way a Quadruplet ? over 
four equal notes, means that they are to be performed in 
the same time as three notes of similar value. 

A Quintuplet ? over five equal notes, means 
that they are to be performed in the same time as four 
notes of similar value. 

Other combinations occasionally met with are the 
Duplet? (two notes in the time of three), the Sextolet 
'7' (six notes in the time of four), and the Septolet? 
(seven notes in the time of four-or sometimes of six). 

Rests 
27. Silence in music is indicated by means of signs 

called rests, each equivalent in value to a note. The 
signs for the rests are : 

--- A semibreve rest 
.-.. A minim rest 
J A crotchet rest 
} A quaver rest 
:/ A serniqua ver rest 
/ A demisemiquaver rest 

Notice that the semibreve rest hangs from the line, 
but that the minim rest is placed on the line. 

28. A dot placed after a rest increases its value by 
one-half ; two dots increase its value by three-quarters. 

29. A pause /7'. placed over or under a note or 
rest indicates that it is to be prolonged; the duration of 
the pause is left to the discretion of the performer. 

Sometimes the words lunga pausa (long pause) are 
added, when the pause is intended to be of fairly long 
duration. 
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How Time and Accents are shown 

30. One of the characteristics of melody (and of 
poetry) is the regular recurrence of strong and weak 
accents or beats, which divide it into rhythmic units. 
In music these units are called Bars or Measures. 

31. The value of a bar is found by counting the 
number of beats it contains. Thus, if we count four 
crotchets in a bar, a crotchet would be a beat ; if we 
count three quavers in a bar, a quaver would be a beat, 
and so on. A beat may be divided into smaller com­
binations of notes-a crotchet beat may consist of a 
dotted quaver and a semiquaver, and so on. 

32. The position of the strong accent is shown by 
drawing a perpendicular line across the stave. This is 
called a Bar-Line. The strong accent falls on the beat 
immediately after the bar-line. 

33. Two bar-lines placed together are called Double 
Bar-Lines, and are used to mark the end of a move­
ment or phrase . 

Bar or Measure Bar-lines ~- ·~ . ·~ ,, r F I · ,.J1J I 4 
Strong accents 

~ 
Double bar 

~ ~ ~ I 
34. There are three kinds of bars or measures. 

Duple measure means that each bar may be divided into 
two equal beats; Triple measure into three equal 
beats ; Quadruple measure into four equal beats. 

35. The kind of bar which has been chosen by the 
composer for the particular movement, is shown by 
figures placed on the stave, directly after the key signa­
ture. These figures are called a Time Signature. 
Whenever the value of the bars is changed, the time 
signature must also be changed. 
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36. If each beat has the value of an undotted note, 
and is therefore divisible into two parts, the music is 
said to be in Simple Time. If each beat has the value 
of a dotted note, and is therefore divisible into three parts, 
the music is said to be in Compound Time. 

37. The various time signatures are given below. In 
the simple times the upper figure shows the number of 
beats in a bar, and the lower figure the value of the 
beats; 3/4, for example, means that there are three 
quarter notes (or crotchets) in a bar; 2/8 that there are 
two eighth notes (or quavers), and so on. In the com­
pound times the lower figure shows the divisions of 
the beats, the beats being dotted notes of double the 
value of the lower figure. Thus in 6 /8 time the total 
value of the bar is equal to six quavers, but the actual 
beats are dotted crotchets (i.e. double the value of 
quavers), two of which are equal to six undotted quavers. 

Table of Time Signatures. 
SIMPLE TIMES COMEOUND TIMES 

Time Signature Value of one bar Time Signature Value of one bar 

¢or~ J J 6 J. J .. 
~ 

4 
,-l 2 J J 6 J. J. p.., 
::, 4 8 
Q 

)) )) J',. i,. 2 6 
8 16 

3 J J J 9 J. J. J. ~ 2 " ,-l 
3 ; J J 9 J. J. J. /l... - 4 8 

~ 
i-- 3 )) ), Ji 9 Ji. J). ii. 8 16 

l)<l 
¢ •r~ J J J J 12 j. J. J. J'. ,-l 4 /l... 

::, 
Cor 4 J J J J ll J. J. J. J. ~ 

A 4 s 
< 4 J) J) J) J) 12 J). J). J). J). ::, 
0 8 16 
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38. A bar may consist entirely of notes or rests, or 
partly of notes and partly of rests, so long as it is of the 
exact value indicated in the time signature. 

Syncopation and Phrasing Marks 

39. Syncopation is the displacement of a regular 
accent, so that it falls on a part of the bar not usually 
accented, as i~ the following example: 

* 1 JJ J F Pitt' P () l 
Regu~r accentll • • • • • • • • 

The example below shows two different ways of 
effecting syncopation. 

" Carneval " Schumann, Op.~-

~ > > ~ > 
$z~~ J J 1,J £1.1 A tr r--1 • 

(a)In bars one and three an accented note is placed 
on an unaccented beat. The altered accent is frequently 
marked with a stress(>) as in this example. (b) In bars 
two and four a note on an unaccented beat is tied (see 
section 40) to one on an accented beat. 

40. It will be noticed that in the first of the above 
examples the E's are joined by a short curved line -. 
This is called a tie. When two or more notes of similar 
pitch are tied together in this way, the first note must be 
sustained for the length of all the notes, and the tied 
notes must not be sounded. 

41. When a curved line (similar in shape to the tie) 
is placed over or under two or more notes of different B• 
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pitch, it is called a slur. In instrumental music the slur 
indicates that the notes under it are to be played as 
smoothly as possible. In vocal music the slur is fre­
quently used when two or more notes are to be sung to 
one syllable. 

42. A dot placed over or under a note is called a 
staccato mark, and means that the note is to be short 
and crisp. 

A dash means that it is to be still shorter. 
A dot with a slur over it means that the note is to be 

not quite so short as when the dot is used alone. 

Intervals 
43. An Interval is the distance, or difference in 

pitch, between any two sounds. The smallest interval in 
modern music is the semitone. 

44. Semitones are of two kinds. (a) A semitone 
which is formed by two notes having different letter 
names (B to C, E to F, and so on) is called Diatonic, a 
word meaning "through the tones, or degrees, of the 
scale." (b) A semitone which is formed by two notes 
having the same letter name (C to C sharp, D to D sharp, 
and so on) is called Chromatic, which literally means 
"coloured" ; in a figurative sense a note may be looked 
upon as coloured when it is raised or lowered in pitch 
by means of an accidental. 

45. The size of an interval may be calculated by 
counting the letter names upwards, from the lower note 
to the higher note, both notes being included in the 
total; C to Dis a second, C to Ea third, C to Fa fourth, 
and so on. 

46. The quality of an interval may be perfect, 
major, minor, diminished and augmented. 
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47. Any interval which is counted from the first 
note of a major scale to any other note of that scale, 
must be either major or perfect. 

Major Maior Perfect Perfect Major Major Perfect 

~ 
2nd 3rd 4th 5th 6th 7th 8th 

I I I I I e I II II II e II 

~ -3 -- ~ ~ ~ ~ 
(Octave) 

In addition to the perfect intervals of a fourth, 
fifth and octave, the unison, which is formed by two 
notes of the same pitch and letter name, is spoken of 
as perfect, though strictly speaking it is not an interval 
at all. The unison is shown thus: 

, ... r@11 

48. If a major interval is reduced by a semitone, by 
flattening the upper note or sharpening the lower note, 
it becomes a minor interval. Thus, C to E is a major 
third, but C to E flat and C sharp to E are minor thirds. 

49. If a perfect or a major interval is increased by 
a semitone, by sharpening the upper note or flattening 
the lower note, it becomes an augmented interval. 
Thus, C to D is a major second, but C to D sharp and 
C flat to Dare augmented seconds. 

50. If a perfect or a minor interval is reduced by a 
semitone, by flattening the upper note or sharpening 
the lower note, it becomes a diminished interval. Thus, 
C to G is a perfect fifth, but C to G flat and C sharp to 
G are diminished fifths. 

51. An interval may be inverted by placing either 
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the top note an octave lower, or the bottom note an 
octave higher. Perfect intervals, when inverted, remain 
perfect; minor intervals become major; major intervals 
become minor ; augmented intervals become diminished, 
and diminished intervals become augmented. 

52. An interval which does not exceed the compass 
of an octave is said to be simple ; one which does 
exceed it is said to be compound. A compound interval 
is a simple interval to which an octave has been added; 
a compound interval may be reduced to a simple interval 
by subtracting seven. Thus, a ninth (9-7=2) may be 
reduced to a second, a tenth (10-7=3) to a third, 
and so on. 

53. Intervals which appeal to the ear as complete 
in themselves, and do not require another sound to 
follow, are said to be consonant ; intervals which leave 
a sense of incompleteness, and a desire for resolution 
into some other sound, are said to be dissonant. The 
intervals usually classed as copsonant are all perfect 
intervals, and major and minor thirds and sixths; 
those classed as dissonant are major and minor seconds 
and sevenths, and all augmented and diminished 
intervals. 

Play the two intervals below and you will notice 
that the first (a dissonant augmented fourth) sounds 
incomplete until it is resolved into the second (a con­
sonant minor sixth), which gives an impression of 
completeness. 

4 f4,1 e I 
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Scales and Key Signatures 

54. A scale is a series of sounds arranged in alpha­
betical order to form an octave. 

55. There are two kinds of scales in modern use : 
Diatonic and Chromatic. The diatonic scale consists 
of tones and semitones; the chromatic scale entirely of 
semitones. 

56. There are two kinds of diatonic scales, Major 
and Minor ; each consists of seven different notes, each 
note being placed in or on a different space or line. 

If the scale is continued beyond the seventh note, 
the eighth note will be a repetition of the first note at a 
different pitch, the ninth note a repetition of the second 
note, and so on (see section 10). Although the diatonic 
scale is made up of only seven different notes, the ear 
does not recognise it as complete until the eighth note 
(the o.ctave) is added. 

57. The major scale consists of tones and semitones 
arranged according to a definite plan; the interval of a 
semitone occurs between the 3rd and 4th, and 7th and 
8th degrees (i.e. notes), and that of a tone between the 
other degrees. 

58. The major scale of C is called the natural scale 
because it is constructed entirely from natural notes (on 
the piano only the white keys are used). 

SCALE OF C MAJOR 

I Tone tlrone ll~;~i- I . fSemi-
1 Tone II Tone I tone 

1 ~",. •• ,.,u,.uv,u II Tone ! I Upper tetrachord I 
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From the above example you will see that the 
major scale is divided into two halves or Tetrachords 
(a Greek word originally applied to the four strings of the 
lyre). Each tetrachord consists of precisely similar 
intervals-two tones followed by one semitone. The two 
tetrachords are separated by the interval of a tone. 

59. Every major scale is constructed according to 
this pattern. If we take the upper tetrachord of the scale 
of C major, and add a tetrachord above it, we form an 
entirely new scale. 

SCALE OF G MAJOR 

I 1r=--iJSemi- I I II 1(Semi. t 
~· Too< ", r,., • "" Tooe To" 

0 

'°" 0 

e II e II e II e " 
Lwer tetrachord J 1 Tone II Upper tetrachord 

You will see that the first degree (also called the 
key-note) of the new scale is G; that is, the fifth note 
of the scale of C major. To make the upper tetrachord 
conform to the regular pattern-tone, tone, semitone­
the third degree of the tetrachord (i.e. the seventh degree 
of the scale) must be raised a semitone. 

In the scale of G major (which takes its name from 
the key-note, G), therefore, the seventh degree (F) is 
sharpened. This sharp, which is obviously vital to the 
construction of the scale, is placed at the beginning of 
the stave, immediately after the clef sign, and is known 
as the key-signature. 

60. A key-signature may consist of either sharps 
or flats (from one to seven), and these are known as 
essentials because they affect every note of the same 
letter name throughout the movement. Thus they differ 
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from accidentals (see section 19), which affect notes of 
the same pitch and letter name only in the actual bar in 
which they occur. 

61. By taking the upper tetrachord of the scale of 
G major, and adding a tetrachord above it, we may form 
the scale of D major. (Notice that the key-note is again 
the fifth degree of the old scale). 

, SCALE OF D MAJOR 

" Q Ii 0 

I Lower tetrachord l 
D 0 11 -e 

I Upper tetrachord I 
I 

To make the upper tetrachord conform to pattern, 
the seventh degree of the scale must be raised a semitone, 
by adding another sharp to the signature. 

62. By continuing this process we may form, 
successively, the major scales of A, E, B, F sharp, and 
C sharp. Each time the fifth degree of the old scale 
becomes the key-note of the new one, and the seventh 
degree of the new scale is raised a semitone by adding 
a sharp to the key-signature. 

SCALE OF A MAJOR 

&•## o e .. e o -e o ~ , 

SCALE OF E MAJOR 

,-#~f o e·O e o I 
- e ,, e 
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SCALE OF B MAJOR 

SCALE OF F S~ARP MAJOR 

#Jlr# II O II O II a II O 11 o 

SCALE OF C SHARP MAJOR 

#lffl'• . e II e 
11 0 1

~ I . -.u 

63. If we take the lower tetrachord of the scale of C 
major, and add a tetrachord below it, we form the scale 
of F major, the first of the series of major scales having 
one or more flats in the key-signature. 

'1 
SCALE OFF MAJOR 

------ISemi. I 
I Tone If Tone I tone 

it e II 
e 

----~--1 Semi. I 
I Tone II Tone I bne 

e 
ll e u 

I Lower tetrachord JI Tone 11 Upper tetrachord I 
I 

Notice (a) that the key-note of the old scale now 
becomes the fifth degree of the new one ; and (b) that in 
order to obtain a semitone between the third and fourth 
degrees, and a tone between the two tetrachords, the 
fourth degree of the new scale must be lowered a semi­
tone, by giving the scale a key-signature of one flat . 

64. By continuing this process we may form, 
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successively, the major scales of B flat, E flat, A flat, 
D flat, G flat and C flat,1 each time lowering the fourth 
degree of the new scale by adding another flat to the 
key-signature. 

SCALE OF B FLAT MAJOR 

~ I o-e-.n ~, 8 0 0 II O II 

~CALI! OF E FLAT MAJOR 

~~~ O Ii~ I, e II o II o II 

5CALE OF .A. FLAT MAJOR 

~&f's,~ II O II O II O O ~! 

!CALE OF D FLAT MAJOR 

&~lzo,~ 0 II O II O II Q ' 
u 

SCALI! OF G FLAT MAJOR 

~' g 0 ~q1, oe"o II Ii e 11 ° 

1 When memorising the order of the major keys it ahould be 
noted that the names of the flat keyi are those of the sharp keys 
reversed. 



40 TEACH YOURSELF MUSIC 

SCALE OF C FLAT MAJOR 

&Q'lfQ' 11 ° 111 I, e II e 
,&0 

65. The minor scale is so named because the interval 
from the key-note to the third degree is minor (see 
section 48). The earliest form of the minor scale comes 
from the scale system of the ancient Greeks, and is one 
of the old Church scales or modes-the Aeolian. 

SCALE OF A MINOR-ANCIENT FORM 

I 11 Semi-II I Toue toJ1e Toue 
~ II e 

I Semi- 11 11 I 
tone Tone O Tone -& 

II 0 j 
1 

Lower tetrachord JI Tone II Upper tetrachorcl I 
' 

This scale, like that of C major, is formed of natural 
notes, and there is an interval of a semitone between the 
seventh and eighth degrees. In order to produce a 
semitone between these degrees (one of the features of 
our modem scalic system), the ancient form is usually 
modified in modem use. 

66. If we sharpen the seventh degree of the ancient 
minor scale, we form what is known as the harmonic 
minor scale. 

SCALE OF A MINOR-HARMONIC FORM 

£ II ........ .,,o JI 

By sharpening the seventh degree of the scale, the 
interval between the sixth and seventh degrees becomes 
an augmented second (a tone-and-a-half). This interval 
was forbidden in old music, which was mostly for voices, 
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because it was considered difficult to sing. With the 
rise of instrumental music the harmonic minor scale 
found favour, and is now the form most used in modern 
music. 

67. In order to overcome the objection to an interval 
of an augmented second between the sixth and seventh 
degrees, the melodic minor scale was evolved. Its 
peculiarity is that the sixth and seventh degrees are 
sharpened in ascending, and restored to their original 
pitch in descending. 

SCALE OF A MINOR-MELODIC FORM 

~ 
U #<>~ -&qo~ • 

e II e o o I e o o o . ~~ II -31 

68. Since the harmonic and melodic forms of the 
scale of A minor are evolved from the ancient form, 
which is composed of natural notes and has no sharps or 
flats in the key-signature, the seventh degree of the 
harmonic scale, and the sixth and seventh degrees of the 
melodic scale, are regarded as being accidentally shar­
pened; this means that the sharps are used as acci­
dentals, instead of being inserted in the key-signature. 
Similarly, the naturals in the melodic scale of A minor 
(descending) are used as accidentals. 

69. Since the ancient scale of A minor and the scale 
of C major are both formed from natural notes, and 
neither has sharps or flats in the key-signature, A minor 
is spoken of as the relative minor of C major, and C 
major as the relative major of A minor. 

From the natural scale of A minor a series of minor 
scales may be constructed which is relative to the series 
of major scales formed from the natural scale of C major. 
Major and minor scales which are relative to one another 
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have the same key-signature, the sixth degree of the 
major scale being the key-note of its relative minor. 

70. The process of forming major scales has already 
been described, and much the same process applies to 
the formation of minor scales. To form the "sharp" 
series we take the upper tetrachord of a scale and add a 
tetrachord above it; to form the "flat" series we take 
the lower tetrachord and add a tetrachord below it. 
Two points must be noted, however. (1) The two 
tetrachords which form the minor scale are not identical 
in construction, like those of the major scale; the 
tetrachord which forms the basis of the new scale must 
therefore be modified. (2) To form the harmonic minor 
scale the seventh degree must be accidentally sharpened; 
to form the melodic minor scale the sixth and seventh 
degrees must be sharpened in ascending, and restored 
to their original pitch in descending. 

71. To make this process clear let us form the scale 
of E minor. We take the upper tetrachord of the scale 
of A minor (ancient form), and above it add a tetrachord 
consisting of a semitone, a tone, and a tone. Since Eis 
the sixth note of G major, the two scales are relative to 
one another; the scale of E minor, therefore, has a key­
signature of one sharp. This sharp has the effect of 
raising the second degree of the scale a semitone or, in 
other words, of modifying the upper tetrachord of the 
old scale to make it conform to the lower tetrachord of 
the new one. 

SCALE OF E MINOR-ANCIENT FORM 

,. oe"ool 
e .. e 
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We may now turn the ancient scale into either the 
harmonic or the melodic form. In the harmonic form the 
seventh degree is accidentally sharpened. 

SCALE OF E MINOR-HARMONIC FORM 

&* 11 e II fo II I ~ e o e 

In the melodic form the sixth and seventh degrees 
are accidentally sharpened in ascending, and restored to 
their original pitch in descending. 

72. The remaining minor scales are formed by a 
similar process. Here are the signatures of the major and 
relative minor keys. The keys of C flat major and its 
relative, A flat minor, are rarely used. 

MAJOR, AND ,RELATIVE MINOR KEYS 

•• PA-WV6 ,--JV• -ru••JY• <&,:--J ..... _ ...... J_ 

I ' 
I ";r--J-• f_ I....,.•••• J•& 

,, - -
r r -- :; -- r ~ 

r -.. 
Ff11-t 

2 3 4 5 6 7 
flats 

1
Flats 

1 
Flats 

I • 
Flats 

I 
.Flats 

I • 
Flets 

I 

- - :; -- :; ,.~ - r ., r ., - ~ 
r - - r - -.. 

•Miior GMiJJor CMinor FMiaor B~MiHt E,Miatr Al,Minor 

73. Each degree of a diatonic sea.le has a technical 
name. In Tonic Sol-fa a similar system of naming the 
degrees is used. It should be remembered that the 
degrees of the scale are always counted upwards. 
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Degree 
1st .. 
2nd .. 
3rd .. 
4th .. 
5th .. 
6th .. 
7th .. 
8th .. 
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Name 
Tonic or Key-note 
Supertonic 
Mediant 
Subdominant 
Dominant 
Submediant 
Leading Note 
Tonic or Key-note 

Tonic Sol-fa 
DOH 
RAY 
ME 
FAH 
SOH 
LAH 
TE 
DOH 

74. A minor scale whose key-note is the same as that 
of a major scale is said to be the tonic minor of that 
scale. The key-signature of a minor scale has three 
sharps less, or three flats more, than that of its tonic 
major; C sharp major, for instance, has seven sharps, 
and C sharp minor four; E flat major has three flats, 
and E flat minor six. 

75. The chromatic scale, consisting of semitones 
only, contains twelve different notes arranged in alpha­
betical order: there may be two notes of the same letter 
name, however; C and C sharp, D and D flat, and so on. 
It is usually formed by taking the notes of the major 
scale and filling in the missing semitones, sharpening the 
notes in ascending, and flattening them in descending. 
The white-headed notes in the example below are those 
of the major scale, and the black-headed notes those 
added to form the chromatic scale. 

i 11 ~ · e"I lleS•ohwe& Dei•ub•~ e'•"#* oB-~ e:~u~•e 

Signs, Abbreviations and Ornaments. 

76. Two or four dots placed on the left of a double 
bar mean that the preceding movement is to be repeated. 
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Placed on the right of a double bar they mean that the 
movement which follows is to be repeated. 

77. The words tma Volta or 1st Time, and 
2da Volta or 2nd Time are often printed over bars 
where a repetition occurs. They mean that the bar or 
bars marked 1st Time are to be left out when the move­
ment is repeated, and the bar or bars marked 2nd Time 
performed instead. 

78. The sign D.C. or Da capo means that the music 
is to be repeated from the beginning of the movement. 

The sign D.S. or Dal Segno means that the music 
is to be repeated from the sign $. 

79. The word Fine (the end) is sometimes placed 
over a double bar to mark the conclusion of the piece. 

80. A silent bar is indicated by a semibreve rest; 
several bars silence is indicated by a rest with a number 
placed over it. 

81. The word bis (twice) written over a bar means 
that it is to be played twice. 

82. The Appoggiatura, or leaning note, is a small 
note written before the principal note, and taking half 
its value, if it is an undotted note, and two-thirds of its 
value, if it is a dotted note. It is only found in old music ; 
modem composers give the note its proper written value. 

~ )a~! Writte" J r ~r ~ P~rfurmetl ' j r ctifM 
83. The Acciaccatura, or crushing note, is written 

like the appoggiatura, but with a stroke through the 
stem. It is sounded on the beat as quickly as possible 
before the principal note, but it does not receive the 
accent. 

84. The Upper Mordent is indicated by the sign_. 
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placed over a note, and consists of three notes, the prin­
cipal note, the note above it, and the principal note, per­
formed in rapid succession. 

Writttn j; j r 2J P,,fo,m,, ' a F iif1 · 1 
85. The Lower Mordent is indicated by the sign 

+placed over a note, and is performed in the same 
way as the Upper Mordent, except that the three 
notes consist of the principal note, the note below it, 
and the principal note. 

86. The Turn, or Gruppetto, is indicated by the 
sign "' placed over or after a note, and consists of 
a figure of four notes, the note above, the note itself, the 
note below, and the note itself. This figure is performed 
either instead of, or after, the note itself. 

Writte• j J J ] ~· .. ' Performe,:l 

~· N~ Written ~ J Performed I 
87. The Inverted Turn, indicated by one of three 

signs c,, , f, or + , and placed over or after a note, 
is performed in the same way as the turn, except that 
the figure of four notes consists of the note below, the 
note itself, the note above, and the note itself. 

88. The Shake, or Trill, indicated by the sign tr. 
or tr-, consists of the rapid alternation of the written 
note and the note above it. The Shake usually endi with 
a tum. 

u. -

ll'riu,. i ~ r r I P,rJ., ... ~ ~ fo/[rf frf ro/f rf E I 
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89. In piano music, the notes of a chord are some­
times played in rapid succession from the bottom 
upwards, each note being held as it is played. Chords 
played in this way are said to be spread or played as an 
arpeggio. The effect is indicated in either of two ways: 

£ I~ 
0

(~ I 

Musical Terms 

Most of the terms denoting speed, expression, and 
intensity of sound are written in Italian. The following 
list contains the principal terms in general use. 

Accelerando (accel.) Quickening the tempo 
Adajlio Leisurely 
Affettuoso Tender 
Affrettando (affret.) Hastening 
Agitato Agitated 
Allar~ando (allarg.) Enlarging, broadening 
Allegretto Animated, but not so fast as 

Allegro 
Andante 

Andantino 

Animato 
Appassionata 
A poco a poco 
Assai 
A tempo 
Attacca 

Allegro 
Lively, cheerful 
Slow, but not so slow as 

Adagio 
Quicker than Andante, 

though employed by some 
composers to indicate a 
slower tempo 

Animated 
Passionately 
Gradually 
Very 
In time (after rail. or accel.) 
Go on, attack 
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Ben marcato 
Bravura 
Brillante 

Calando 

Calcando 
Cantabile 
Colla voce 
Con brio 
Con espressione 
Con fuoco 
Con moto 
Crescendo ( cres. or 

<) 
Deciso 
Decresendo ( decres. 

or>) 
Delicato 
Diminuendo ( dim.) 
Dolce 

Espressivo 

Forte (f.) 
Fortissimo (ff) 
Fortepiano (fp) 

Glocoso 
Grandioso 
Grave 

Grazloso 

Incalzando 

Well marked 
Spirit, dash 
Brilliant 

Decreasing in volume or 
speed, or both 

Hurrying the time 
In a singing style 
With the voice 
With vivacity, spirit 
With expression 
With passion 
With animation 

Becoming louder 

With decision 

Becoming softer 
Delicate, gentle 
Becoming softer 
Sweet 

With expression 

Loud, strong 
Very loud 
Loud, then immediately soft 

Joyful 
Grand, magnificent 
Heavy-also used to indicate 

a tempo which is slower 
than Adagio 

Graceful 

Hastening 
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Larghetto 
Largo 
Lentamente 
Lento 

Slow, but faster than Largo 
Broad, slow 

L 'istesso tempo 

Ma 
Maestoso 
Mancando 
Marcato 
Martella to 
Meno 
Mezzo-forte (mf) 
Mezzo-piano (mp) 
Moderato 
Molto 
Morendo 

Non troppo 

Perdendosi 
Piano (P) 
Pianissimo (PP) 
Piu mosso 
Poco a poco 
Prestissimo 
Presto 

Slowly 
Slow 
The same time 

But 
Majestic 
Waning 
Marked 
Hammered 
Less 
Moderately loud 
Moderately soft 
Moderate 
Much 
Dying away 

Not too much 

Dying away 
Soft 
Very soft 
With more movement 
Little by little 
Very quick 
Quick, nimble 

Rallentando (rail.) Gradually becoming slower 
Ritardando (ritard) Gradually becoming slower 
Ritenuto (rit.) Held back 

Scherzando 
Sempre 
Sforzato (sf. or sfz.) 
Smorzando 
Sostenuto 

Playfully 
Always 
Accented, marked 
Extinguishing (the sound) 
Sustained 
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Strepitoso 
Strin~endo 
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Noisily 

Tempo commodo 
Tempo primo (Tem-

Quickening the tempo 

In convenient time 

po I.) The first ( orif:,inal) time 
Tempo rubato Lit. "in robbed time," i.e. a 

Tenuto (ten.) 
Tutti 

Vivace 
Vivo 
Volta Subito ( Y .s J 

time in which one part of a 
bar is played slower or 
faster at the expense of the 
other part 

Held, sustained 
All (the parts or performers) 

Lively, brisk 
Quicker than vivace 
Turn over quickly 

I 

j 

I 

11. 

,,. ,, 

l.l 

1:1 

11~ 

1, 

CHAPTER IV 

TRAINING YOUR EAR 

Music is a word that is frequently misused. Many 
people speak of music as if it were synonymous with the 
piano. So that although Willie's father pays a con­
siderable sum for his son's music lessons, all that young 
Willie really learns is to play a couple of simple pieces on 
the piano, to the delight of his parents, and to the dis­
comfiture of everybody else. 

Just as the artist or the sculptor uses his eyes, so the 
musician uses his ears, as much as, or more than, his 
hands, and a musician who is totally deaf is as handi­
capped as an artist who is blind. Yet a great many 
amateur players appear to be deaf to the music which 
they are trying to play, which, as a result, becomes 
meaningless, and a travesty of something which might 
have been beautiful. So if you would be a musician in the 
real sense of the word, a musical artist who feels what he 
hears and hears what he feels, you must train your ear as 
carefully as your fingers, so that you will be able to pass 
critical judgment on everything that you play yourself, 
and hear others play. 

You may have a natural ear for music, in which case 
you will be able to develop it very easily. But if you feel 
that you have only a very poor ear at the moment you 
should not be dismayed, for it may be improved, by 
practice, to a remarkable degree. 

1 A Simple Method of Ear-training 

Here is an ea!y way to develop your sense of pitch. 
You must first purchase from your music dealer either 

'' a tuning-fork (sometimes called a pitch-fork) or a pitch-
LI SI 

,, 
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pipe. It will cost you a shilling or so. A tuning-fork is a 
small metal fork shaped like this: 

:11;;1;;m;;:@mm1111111111:: 1 

.. ,,;1;~ A 
B 11m111 11 ,11111111111/ 1 

If the fork is held by the handle (marked A), and 
one of the prongs (marked B) is struck against something 
hard, the prongs will vibrate. The sound may be heard 
either by bringing the fork close to the ear, or by applying 
the end of the handle to a solid surface, such as the top 
of a piano or table. A pitch-pipe is a little pipe about 
two inches long, which produces a note when blown. Ask 
for a fork or pipe in C, and make certain that it is concert 
pitch (also called new philharmonic pitch). Make the 
fork or pipe your constant companion for the next few 
weeks or months. Whenever you have an opportunity, 
strike the fork, listen carefully to the note, and hum it. 
As soon as you can do this easily and accurately, you can 
proceed to the next stage. This time try to hum the note 
before you strike the fork ; then listen to the fork, and 
hum the correct note. Your first attempts will probably 
be very wide of the mark, but if you persevere you will 
find that before long you can pitch the note with tolerable 
accuracy. 

If you have a piano you can, of course, strike the 
note C, instead of using the fork or pipe. But this is not 
nearly so convenient, for you cannot slip your piano 
into your pocket, or take it to bed with you. 

When you can pitch the note of the fork correctly 
and easily, you will be able to invent other exercises for 
yourself. Here is one suggestion. Listen to the note of 
the fork (C), and then hum the note a third higher (E). 
Next time, hum the note before striking the fork. Then 
do the same with the note a fourth higher than the fork 
(F), and so on. You should frequently vary the exercises 
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by thinking the note instead of actually humming it : 
this will teach you to hear music with your mind as well 
as with your ears. 

A sense of absolute pitch, 1 though to some extent a 
natural gift, can often be developed by practice on these 
lines-orchestral musicians and conductors frequently 
acquire it from the constant association of certain sounds 
with a fixed pitch. This "tone-memory" usually brings 
with it an aptitude for learning music by heart; it is also 
a valuable aid to the performance of unaccompanied 
vocal music. The possession of a sense of absolute pitch 
may have its disadvantages, however; when, for example, 
a piano is of a pitch other than that to which the per­
former is accustomed, he may be disconcerted to find 
that he is playing music in one key and hearing it in 
another. 

Practice at the Piano 

If you can play simple pieces on the piano, you can 
use them to practise ear-training. We shall take as an 
example a very simple tune " Drink to me only with 
thine eyes," but hundreds of other tunes would serve 
equally well. Start by clapping, or tapping with a pencil, 
the rhythm of the tune. This is what you will clap : 

Bari 2 3 ...- " 

~ wr ~IWWIWi pfr· p,,1 
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13 14 IS 16 w r P I w w I w r P l r-:-, ., ., ~ 

1 See page S. 
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Next play the tune right through on the piano, being 
very careful to keep strict time. Then play bars 1 to 4, 
and clap the rhythm of bars 5 to 8; continue playing 
bars 9 to 12, and clap the rhythm of bars 13 to 16. Next 
time reverse the process; clap the rhythm of the first 
four bars and play the next four bars, and so on. Do this 
with other songs, hymn tunes, and simple piano pieces. 
You will find it an enjoyable way of developing your 
sense of rhythm. 

Practice away from the Piano 

In addition to practising with the tuning-fork1 you 
should try to develop your sense of rhythm and melody 
as much as you can. 

You will find clapping or tapping rhythms very help-
ful. Another useful exercise to improve your sense of 
rhythm is stepping and clapping. In this exercise, you 
step one rhythm and clap another. You may, for 
instance, clap twice as fast as you step, or you may step 
twice as fast as you clap. As a variation of stepping and 
clapping, you may tap a different rhythm with each hand. 
You will find this much more difficult, for you will have 
to overcome the natural tendency of the hands to move 
together. 

The melody line of most songs and hymn tunes will 
provide material for sight-reading. Start with some 
simple melodies in the key of C major, and gradually 
work through the more difficult keys. If you have an 
opportunity of practising with a friend you should seize 
it, for it will be most helpful. One of you can test and 
correct the other, and you will both be encouraged to 
make rapid progress. 

Playing by Ear 
Many people, some of whom have received no 
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musical training, possess the gift of playing by ear. They 
are able to reproduce on the piano a song or piece which 
they have heard on the radio or at the cinema, although 
the reproduction is seldom an accurate one. 

If they also have a natural feeling for melody and 
harmony, they may be able to invent simple tunes at the 
piano. In its higher branches this is called improvisation, 
or musical composition at the keyboard. In its more 
elementary forms it is largely a matter of musical 
memory, and the quality of the reproduction depends 
upon the accuracy with which the music is retained. It 
will generally be found that the amateur player is only 
able to use a very few chords, and to play in two or three 
simple keys. Although playing by ear is a useful accom­
plishment, and is worth developing on sound lines, the 
beginner at the piano may actually find it a handicap. 
For when he starts to read simple piano music, he may 
find that he is improvising his own harmonies, instead of 
playing what the composer has written. If he continues 
to do this, he may eventually find it almost impossible 
to play printed music correctly. This state of affairs may 
be avoided if, in the early stages, the pianist is aware of 
his failing, and deliberately stops and restarts each time 
he finds himself " improving " on the composer's ideas. 

Exercises in Ear-training 

The following example is intended to be used in 
several ways: 

C 

(1) Clap or tap the rhythm of the top line. 
(2) Sing the top line. 
(3) Clap the rhythm of the bottom line. 
(4) Sing the bottom line. 
(5) Sing the top line, and clap the rhythm of the 

bottom line. 
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(6) Sing the bottom line, and clap the rhythm of the 
top line. 

(7) Play the top line on the piano, and sing the 
bottom line. 

(8) Play the bottom line on the piano, and sing the 
top line. 

Stepping and Clapping 

Each of the exercises should be repeated several 
times, and should be used as follows : 

(1) Clap the top line, and step the bottom line. 
(2) Step the top line, and clap the bottom line. 

t ~ I~ J ~ J ,; r ~ ~ H • ~ I~. J J ,;· rr I 

• 3 !~.~- .hl~~;H • ! l~~~nl~~rll 

Now try to invent similar exercises yourself. 

CHAPTER V 

THE ART OF PIANO PLAYING (I) 

The Music of the Piano 

The piano possesses a repertory greater than that of 
any other instrument. There is probably no piece of 
music of any kind which has achieved popularity, which 
may not be purchased as a piano arrangement. And 
though the piano is a mechanical instrument-next to 
the organ it is the most mechanical of all instruments-it 
is a medium for which the greatest composers have ever 
delighted to write. 

Most of the great composers themselves started as 
pianists: Mozart, Haydn, Beethoven, Mendelssohn, 
Schumann, and Chopin, to name a few. So the richest 
musical treasures, the Preludes and Fugues of Bach, the 
Sonatas of Beethoven, the Valses and Nocturnes of 
Chopin, are to be found amongst piano music. In 
addition, there is a vast collection of lighter pieces with 
which we may amuse ourselves whenever we wish. 
Surely, in this great library, there is music for every 
taste, and for every mood. 

Early Keyboard Instruments 

The piano as we know it to-day, is a comparatively 
modern instrument, but we may trace its origin at least 
as far back as the beginning of the fifteenth century. 
Each of the earliest keyboard instruments, the clavi­
chord, the virginal, the spinet, and the harpsichord, 
contributed something to the modern piano. There is no 
conclusive evidence as to which of these instruments was 
the first, though the clavichord, on account of the 

57 
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simplicity of its construction, would seem to be the most 
likely. 

The clavichord is usually in the form of a box 
without legs, which may be placed upon a table for 
playing. The action of the keys is simple and direct. 
When a key is depressed, a slender strip of brass, which 
is attached to it, is brought in contact with the string, and 
sets it in vibration. The action of the virginal and spinet, 
and of the harpsichord, is quite different, for the strings 
are plucked by means of quills, or points of leather. The 
harpsichord is sometimes fitted with two or three key­
boards, acting on different sets of strings, and occasion­
ally it has stops like those of an organ. By means of these 
it is possible to obtain some variety of expression. 

Compared with the modern piano, the early key­
board instruments sound extremely weak, and theY. have 
little power of sustaining tone. Their sweet, gentle 
voices are best appreciated if heard in a small room. 
During the seventeenth and eighteenth centuries, 
harpsichord making developed into a fine art, and many 
elegant instruments were constructed, some as large as 
the modern grand piano. The harpsichord became the 
favourite instrument of the fashionable young ladies of 
the period, who, apparently, were sometimes more 
beautiful than musical. For Samuel Pepys, a great lover 
of music, records in his diary of 1663 that he "went to 
hear Mrs. Turner's daughter play on the harpsichord; 
but, Lord! it was enough to make any man sick to hear 
her; yet I was forced to commend her highly." 

In recent years, there has been a revival of interest 
in the harpsichord. Some of the old instruments which 
have survived are being used for the performance of 
music originally written for the harpsichord, and 
modem and improved instruments have also been 
constructed. 
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The Story of the: Piano 

The piano is commonly said to have been invented 
by an Italian called Cristofori, in 1709, but it is by no 
means certain that pianos did not exist before then. 
Nevertheless, the keyboard mechanism which Cristofori 
introduced undoubtedly laid the foundations of the 
modern piano action. Cristofori's mechanism was 
ingenious. The felt-covered hammers which struck the 
strings were independent of the keys, and were lifted to 
the strings by pieces of wood called " hoppers " ; a 
device called an "escapement" allowed the hammers to 
fall immediately from the strings, leaving them free to 
vibrate. There was also a system of dampers, which 
were raised when the keys were depressed, but which fell 
as soon as the fingers were lifted, bringing the sound to 
an end. These principles, with certain modifications, 
apply to the piano action of to-day. 

Cristofori called his pianos gravicembalo col piano e 
forte-literally, a harpsichord with soft and loud-from 
which we get the word pianoforte. The piano passed 
through a long experimental period. At first it had no 
pedals, and the power of sustaining tone was very 
limited. Sometimes levers were added, which were con­
trolled by the knees, and produced a forte effect by 
raising the dampers from the strings (like the sustaining 
pedal of a modern piano), and a piano effect by intro­
ducing a thin strip of cloth between the hammers and the 
strings. When pedals made their appearance they were 
used for many purposes, some of them strange. One 
variety of cabinet piano, which was more than six feet 
high, and looked rather like a grand piano stood on end, 
had no less than six pedals. One of these was known as 
the " bassoon," and brought a strip of parchment in 
contact with the strings; another pedal operated a drum­
stick which hit the belly of the instrument ; a third 
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struck some bells; and there were two kinds of soft 
pedals and a damper pedal. 

The piano frame was at first made of wood, but this 
was not found to be strong enough to withstand the 
enormous tension, and the frame was later reinforced 
with, or built entirely of, metal. The strings, which 
because of their thinness were difficult to keep in tune, 
were made thicker, and, as a result, the tension was 
increased, and to-day, in .the largest grand pianos, it is 
often as much as thirty tons. 

The compass of the piano was also extended by 
gradual growth. Of the two pianos by Cristofori that 
still remain, one has four octaves and the other four-and­
a-half ; but the compass of the modern piano is usually 
seven or seven-and-a-quarter octaves. So the weak 
sounding spinet and clavichord grew into an instrument 
of expressive beauty, and a marvel of mechanical 
ingenuity. 

How to Master the Piano 

No one has yet discovered a royal road to piano 
playing, or, for that matter, to golf and tennis. Certain 
principles may be laid down in each case: the golfer, for 
instance, may be shown how to hold his club, and how to 
swing it ; and he may be warned to keep his eye on the 
ball. But that ease of movement, that control of head 
and hands on which his game depends, is not to be gained 
except by patient and careful practice. And if, in his 
eagerness, he hurries any particular process unduly, he 
will find his muscles stiffening up, and his stroke becom­
ing jerky and ineffective. 

It is the same with piano playing. The pianist must 
start on the right lines, and continue on those lines; and 
each time he finds himself stiffening up, or doing any­
thing else which is clearly wrong, he must stop and make 
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a fresh start. For nothing is harder to break than a bad 
habit which has been persevered in. 

One of the most important things that the pianist 
has to learn is how to practise. That is why a later 
chapter has been entirely devoted to it. But for the 
moment we are concerned with the basic principles of 
piano playing, of which it will be assumed that you know 
nothing. 

Your Position at the Keyboard 

You should sit in the middle of the piano on a stool 
rather than on a chair, .but if you use a chaii: you must 
be careful to sit forward and not to lean against the back. 
You should sit at such a distance from the keyboard 
that when your arms are naturally bent, your fingers will 
fall easily upon the keys, and your feet reach comfortably 
to the pedals. The_ seat should be of such a height that 
your elbows are on about the same level as the keys. 
Your elbows, by the way, should not be raised ; they 
should hang loosely and naturally, fairly close to the 
body. 

Your hands should be arched, not flat; imagine that 
you are clasping an orange in each hand, and they will 
assume the correct positions. And as most of your play­
ing will be done by the tips of the fingers, the nails 
should be kept short. 

Modern Methods of Study 

Piano technique has undergone many changes 
during the last hundred years. Innumerable theories 
have been advanced and methods of study devised, 
which have found favour for a time, and have then been 
superseded by fresh ideas. Exercises for strengthening 
and conditioning the fingers, to be performed away from 
the piano, have been advocated from time to time, and 
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mechanical appliances have even been made for this 
purpose. Schwnann invented a contrivance for holding 
back the third finger of his hand, so that he might attain 
greater dexterity with the others ; as a result he lost the 
use of his finger, and with it his hopes of becoming a 
great pianist. 

Liszt, one of the world's greatest pianists, was 
responsible for many changes. He encouraged his pupils 
to sit much higher at the piano than was usual at the 
time, so that the hands could be brought down with 
greater force on the keyboard. Though Liszt himself 
never abused his power, he was responsible for a school 
of pianists whose chief aim was to get every ounce of 
available tone from the piano, often breaking hammers 
and strings in the process. When this brutal treatment of 
the piano had run its course, a more gentle method of 
tone production was advocated. 

Ideas have changed, too, about the action of the 
wrist and arm. For a long time it was held that the wrist 
must remain completely still, the fingers only making 
any movement. Moscheles, the great pianist and teacher, 
even suggested to his pupils that they ought to be able to 
play with a glass of water balanced on each wrist. 
Nowadays, both the wrist and the arm are allowed free 
movement. 

The Piano Keyboard. 

Here is a diagram of a section of the piano key­
board. You will see that there are eight white notes and 
five black notes to each octave (C to C), and that between 
the notes E and F, and Band C, there is no black note; 
they are therefore a semitone apart. Any two white 
notes which have a black note between them are always 
a tone apart. 
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C# D~ F# G~ A# C# DJ 
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C D E F G A B C D E 

What you must know about Touch 

Press down any white key on the piano, with the 
middle.finger of your right hand. Now raise the finger, 
letting the key come up again. Notice that if -the key is 
pressed down as far as it will go, it will come to rest on a 
soft, yielding surface. This is called the " bed " of the 
key. You must always press the key right down until 
it reaches the bed, otherwise the note may not sound. 

Now put your right hand thumb on the middle C 
key, that is, the C key in the middle of the piano, and 
nearest the lower end of the lock. Starting on middle C, 
and using your fingers in order, play five consecutive 
white keys, so that when you reach the fifth note you 
land on your little finger. Now come down again. What 
you have played is called a five finger exercise. Play it 
several times, and watch your fingers carefully. They 
should be at right angles to the keyboard, and they should 
not be pushed so far forward that the black keys get in 
their way. About an inch of the thumb should rest on 
the key; the other fingers will fall naturally into 
posit ion. 

If you play the five finger exercise quickly, you will 
find that it is not possible t o raise the fingers very high, 
and you need not try to do so. In very quick and light 
passages the fingers need not leave the surface of the 
keys. In passages that are not so quick, the weight of the 
c* 
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hand and finger exertion will help to produce the tone. 
And where the fullest, roundest tone is wanted, the 
weight of the forearm, or of the whole arm, may be used. 
But you must make certain that there is no drive behind 
the fingers, and that the tone is produced simply by the 
weight of the arm and hand falling on the keys. You 
should practise letting the arm fall limply to the side of 
the body, as if it were a dead weight. Then, keeping the 
arm just as limp, raise it above the keyboard and let it 
drop on to the keys. If the arm is raised in this way, the 
fingers will fall naturally into a cup-like position, and the 
hand will drop down, as if it were on a hinge. Remember 
that this hinge should work easily; there must never be 
the slightest sign of stiffness or tension. 

You see, then, that the way to develop a good tone 
is not to strike the keys, but to use the exertion of the 
fingers and weight of the arm. Rigidity of any part of 
the body must be avoided at all costs, for it is likely to 
produce jerky movements, and a hard tone. And 
remember that your ear is the best juqge of good tone; 
so make it work full time. 

What you must know about Pedalling 

The modern piano has two pedals ; the one on the 
right is the damper, or sustaining pedal; the one on the 
left is the soft pedal. (A third pedal is usually fitted to 
pianos made in the United States and Canada, but it is 
hardly ever found in this country, and we need not 
concern ourselves with it). 

If you examine the inside of a piano, you will see 
the dampers, made of wood and felt, resting on all the 
strings except the shortest ones. (The shortest strings 
have very little power of sustaining tone, so they do not 
need dampers). You will also see that the lowest notes 
have either one or two strings each, and that the other 
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notes have three strings each. When you depress a key, 
the damper attached to that key is raised, to allo\Y the 
strings to vibrate. When the key is released, the damper 
returns to the strings, and stops the vibration and the 
sound. 

When the damper pedal is depressed, it raises all the 
dampers from the strings, so that any notes which have 
been sounded continue to sound even though the keys 
are released. The sound is sustained until the dampers 
are lowered, or until the vibrations of the strings come to 
an end. The use of the damper pedal also enriches the 
sound, for when one string is set in vibration with the 
dampers raised, all the other strings are free to vibrate 
in sympathy with it. 

Although the damper pedal makes possible many 
effects which could not be produced without its aid, it is 
also a potential source of danger. For unless it is used 
with caution, it may easily ruin what might otherwise 
be considered good playing. Many pianists do not under­
stand how and when to use the damper pe<lal. As a 
result, they are either afraid to use it at all, or they use 
it in the wrong places, with the result that all the v:iusic 
that they play sounds muddy, with the notes and chords 
running into one another. This is a pity, because the 
principles of good pedalling are really quite simple. 

Some piano music is marked to show where the 
damper pedal is to be used. The sign " Ped." means 
that the pedal is to be depressed, and a star shows when 
it is to be released. But these markings are not always to 
be relied upon, and in any case there is a great deal of 
music without them, so that the player must decide for 
himself where, and where not, to use the pedal. 

In pedalling, the heel should not be raised from the 
floor. When the pedal is not in use, the foot may remain 
on it, ready for further action. If you are playing aslow 
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succession of chords which you wish to make as smooth 
as possible, you may pedal each chord. But you must 
use the pedal in the following way. Play the first chord, 
wait a moment, and then depress the pedal. Play the 
second chord, releasing the pedal at exactly the same 
time. Wait a moment, and then depress the pedal. Play 
the third chord, releasing the pedal at exactly the same 
time. And so on. The pedal must be raised and depressed 
to its full extent. 

As an experiment, play a series of notes or chords, 
putting down the pedal at the exact moment that you 
play each note or chord. Listen carefully to the result. 
Either the notes or chords will run into one another, or 
the pedal will make hardly any difference at all. The 
reason is that if the pedal is raised and depressed too 
quickly, the dampers will not have time to do their work. 
The first principle of pedalling, then, is to wait for the 
sound, and then depress the pedal. 

The top strings of the piano, having no dampers, are 
not affected by the pedal. And even those upper strings 
that have dampers are less effected than the lower 
strings. You can easily prove this for yourself. It is 
therefore possible to sustain one or more notes in the 
bass, by means of the pedal, while playing light scale 

· passages in the treble. But unless these scale passages 
are fairly high up the result will be blurred. (To prove 
this, play the five finger exercise already mentioned, 
starting on middle C, and keeping the pedal down 
throughout). In this, your ear must be the judge of what 
is good or bad. 

You must change the pedal (if you use it at all) 
whenever there is a change of harmony in the music. 
Otherwise the notes, or chords, will run into one another. 
Your ear will tell you when a change in pedal is necessary. 
Look at this example : 
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VALSE-Chopin !''1
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Surely you would not keep the pedal down during 
the whole of this passage ? Your ear tells you that a 
change of pedal is necessary between the first and 
second bars. Your eye also tells you, for it is clear even 
from the look of the music that there is a change of 
harmony in the second bar. But it would be instructive 
to play the passage with the pedal down throughout, and 
then to play it as marked. 

There is one more principle of pedalling to consider. 
Sometimes you will come across a passage where a long 
note is sustained in the bass, with changing harmonies 
above it which will not permit of the pedal being held 
down throughout. Here is an example : 

U 0 
';C.w * * * ,!:-%,~ ,114 * * • 

It is clear t hat the left hand cannot hold down the 
bass, and at the same time play the moving chords. But 
the passage may be played by usin& what is known as 
half-pedalling. In this pedalling, delit>erate advantage is 
taken of the fact that if the pedal is changed quickly 



68 TEACH YOURSELF MUSIC 

enough, the dampers will not have time to check the 
vibrations of the strings properly, and the sound, 
particularly if it is in the bass, will continue. In the 
passage above, the octave in the bass is played, and the 
pedal put down. Then, as each of the chords is played, 
the pedal is raised and depressed with the utmost 
possible speed, with the result that the bass note con­
tinues to sound throughout the bar. 

The soft pedal acts in one of two ways. On upright 
pianos the pedal, when depressed, moves the hammers 
nearer to the strings ; on grand pianos it moves the 
keyboard and hammers to one side, so that where there 
are three strings to a note, only two are hit, and where 
there are two strings to a note,· only one is hit. The 
depression of the soft pedal is indicated by the words 
Una Corda; the words Tre Corde show that it is to be 
raised. 

The soft pedal should only be used when a certain 
kind of tone-colour is wanted by the composer; it 
should never be used merely to produce soft effects­
these must be obtained from the fingers. The soft pedal 
and the damper pedal are used quite independently; 
either may be used alone, or both may be used together. 

What you must know about Fingering 

Until a few years ago, two systems of fingering 
existed in this country. Nowadays only the Continental 
system is used; in this the thumb is marked I, and the 
fingers, in order, 2, 3, 4, 5. The English system, in which 
the thumb is marked with a+, and the fingers, in order, 
I, 2, 3, 4, is sometimes found in old music. You should 
make certain that any music you buy has Continental 
fingering. 

A great deal of printed music has the fingering 
marked, and this should generally be followed. But 
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remember that the same fingering may not suit every 
player; the printed fingering is intended for average­
sized hands, so that if your fingers are very short or very 
long, you may need to alter it. 

Ideas of fingering, like ideas of touch, have changed 
a good deal in recent years. In the old days, one of the 
most important principles was that the thumb was not 
to be used on black notes, except where this was abso­
lutely unavoidable. But in modern fingering the thumb 
is freely used on black notes. This sliould be remembered 
when playing from old editions, which may be fingered 
in the old-fashioned way. When playing scales and 
exercises you should always use the printed fingering, for 
this has been devised with some special purpose in view. 
Where no fingering is marked, work out the most simple 
fingering you can; the easiest is nearly always the best. 

How to play Scales and Arpeggios 

Scales and arpeggios are the basis of all piano 
technique. If you look at any piano piece you will realize 
their importance, for you will find that most of the music 
is based on some kind of scale or arpeggi9 figure. 

We shall start with a very easy scale; C. major: 

Play the right hand first. Start with the thumb on 
middle C. Play the next two notes (D and E) with the 
first and second fingers. Now pass the th urn b under the 
hand, and play the fourth note (F) with it. (You must, 
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of course, hold down the E with the third finger, until 
you are ready to play the next note with your thumb). 
Use the next three fingers in order, 2, 3, 4, to play the 
notes G, A, B, then pass the thumb under the hand, and 
play C. 

You have now played one octave. The next octave 
is fingered in the same way, but when you reach the top 
C, play it with your little finger instead of your thumb. 
Coming down the scale you use the same fingering but in 
the reverse order; starting with the little finger, you 
use the fingers in order for the first five notes, and then 
you pass the third finger over the thumb, to play the 
sixth note. 

If you look at the fingering for the left hand, you 
will see that it is the same as that of the right hand in 
reverse; the left hand going up is fingered like the right 
hand coming down, and vice versa. 

Practise the scale with each hand separately. Play 
it quite slowly and softly at first, and listen carefully to 
what you are playing. Make sure that every note is 
smooth and regular. Pay particular attention to the 
passing of the thumb under the hand, and of the second 
finger over the thumb; these are the places where the 
scale is most likely to be uneven. 

When you have mastered each hand, play both 
hands together, in similar, and in contrary motion. In 
similar motion the hands play an octave apart; in 
contrary motion both hands begin on the same note 
(middle C), and move in opposite directions. 

You should memorize the fingering of the C major 
scale; you will then be able to play the major scales of 
G, D, A, E, and B, which are fingered like it. The other 
scales are fingered on the same principles, but they do not 
always start with the same fingers. You should buy a 
book of scales and arpeggios, and follow the fingering 
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exactly. Then learn to play them all from memory. 
Arpeggios are sometimes called "broken chords," 

and this is exactly what they are. The notes of the chord, 
instead of being struck together, are played one after the 
other. Here is the arpeggio of the common chord of 
C major. Study the fingering very carefully. 

5 

The secret of arpeggio playing is to let the thumb 
pass smoothly under the hand, keeping the elbow as still 
as possible and never jerking it. 

Practise a few scales and arpeggios every day, even if 
only for ten minutes. There is nothing better for im­
proving the technique. 

How to Play a Solo 

As soon as you are able to read simple music, and 
have mastered the elementary principles of piano 
playing, you will want to play a solo. There is a large 
number of very easy pieces from which you may choose. 

When you start to play a piece, you must first of all 
concentrate on getting the notes right, at the same time 
making sure that you are using the correct fingering. 
After this you should play the piece as slowly as you like, 
but in strict time and rhythm. You will probably find 
that some passages are comparatively easy, but that 
others present difficulty. You must play these passages 
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separately,· finding out just where the difficulty lies, 
and practising until you have overcome it. You can 
then increase the speed of the music by degrees, playing 
it a little faster each time, until you have reached the 
proper pace. 

You will now be able to turn your attention to the 
phrasing and expression of the music. The phrasing 
marks will tell you which passages are to be played 
smoothly and which are to be played staccato; the 
expression marks will tell you which passages are to be 
played loudly and which softly, and where the music is to 
swell or diminish. Take note of any rallentandos, 
accelerandos, and pauses. Decide when and when not to 
use the damper pedal. 

Finish by polishing up the piece as a whole. Make 
certain that the style and mood in which you are playing 
is the right one. A hornpipe or a country dance demands 
a different treatment to a funeral march or a lament. 

When you have made some progress, and have 
learned'to play several pieces, make a point of going over 
the earlier and easier ones from time to time. With your 
added experience you will be able to play them with 
greater confidence than ever before. 

How to make a Start 

We have so far dealt with the general principles of 
piano playing, and with individual points of technique 
and interpretation. You should refer back to these 
whenever you come up against a difficulty. 

It is now time to draw up a plan of campaign for 
your study. Your rate of progress will depend on the 
time you are able to devote to practice, but you should 
not try to hurry the early stages; each book of exercises 
or pieces should take you several months to thoroughly 
master. 
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Here is your plan : 
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Preparatory Exercises. A. Schmitt (Universal 
Edition). 

The New Venture (Pieces and Studies), Charles 
Ross (Winthrop Rogers). 

Both these books may be studied together. If you 
wish to teach a child, the First Solo Book by Diller­
Quaile (Hawkes) should be substituted for The New 
Venture. The Diller-Quaile book contains some very 
simple pieces arranged on a most ingenious plan, whereby 
only one new note is introduced at a time. 

When the Schmitt exercises have been mastered, 
you should get The Hundred Best from Czerny (Paterson), 
which is issued in five graded books. Book I contains 
twenty-nine short exercises by Czerny, the great piano 
teacher and composer of the nineteenth century, whose 
exercises have been used by countless pianists. 

You should now be able to choose your own solos, 
which may include some of the easier classics. Nearly all 
the publishers issue a graded series of piano pieces 
classified as very easy, easy, moderately difficult, and so 
on, so that you should have little difficulty in making a 
suitable choice. 



• 
CHAPTER VI 

THE ART OF PIANO PLAYING (II) 

• Accompanying at the Piano 

The accompanist has always been thought of in the 
popular mind as a pianist who is not good enough to 
play solos. In Victorian days, young ladies who were not 
particularly musical learnt the piano " sufficiently to 
play accompaniments." 

But though piano accompaniment may not demand 
quite such a high standard of technical skill as solo 
playing, there are other important qualifications which 
are sometimes not found in the solo pianist. The acc·om­
panist usually has to play most of his music either 
at sight, or with the minimum of preparation ; this 
is no easy matter, and is only to be accomplished by 
systematic practice in sight-reading. The soloist, on 
the other hand, has time in which to study and prepare 
his music ; that is why many indifferent sight-readers 
are competent solo players. The accompanist, if he is 
doing his job properly, must follow the tempo and 
interpretation of the singer or player whom he is accom­
panying, and must even be prepared to skip a page or so 
of the music, if the singer's memory should suddenly fail 
him. The soloist is under none of these obligations; he 
can choose his own tempos, and if he wishes to indulge 
his temperament by leaving out a few pages of the music, 
or by playing it twice as slowly as it should be played, no 
one can stop him. 

There is another point worth mentioning. The 
soloist, when he performs before an audience, is gener­
ally expected to play from memory, but the accompanist 
is usually allowed to keep his music in front of him. And 
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it is a curious fact that the majority of pianists are either 
good sight-readers or good memorizers, but seldom both. 
Sight-reading and memorizing are dealt with at some 
length in another chapter. All that has been said 
about piano technique applies, of course, to the accom­
panist, but there are other important things which 
he should know. 

It has been said that the accompanist often has t0 
read music at sight, or with little preparation, but it is 
hardly necessary to mention that he should always 
practise his music beforehand, if he has the chance. He 
is far more likely to do justice to music which is familiar 
than to an unknown piece. The copy from which he 
plays will be printed on three, and sometimes more, 
staves. The two staves which are to be played by the 
piano will be printed in bold type, and bracketed 
together. If the piece is an instrumental solo, the solo 
part will be printed in smaller type, and the clef appro­
priate to the instrument will be used (the treble clef for 
the violin; the bass, tenor, or treble clef for the 'cello; 
and so on). If it is a song, the vocal line will be printed 
in the same size type as the piano part, and the words will 
appear underneath. In addition to playing his own part) 
the accompanist must follow the solo line, and though it 
is not always necessary or possible to read every note of 
this, he must be able to take in the outline of the part in 
sufficient detail to give the soloist every possible support. 

When playing accompaniments to songs, the 
beginner will find it helpful to follow the words as closely 
as possible ; then, if he loses his place for a moment, he 
can quickly find it again. He must be prepared to make 
his accompaniment an elastic one, and he must not expect 
the singer to sing everything exactly as it is printed in the 
music. The singer will often hurry one phrase and pull 
back another, and if he comes across a note which he 
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likes, he may stay on it for some time. Experience, and a 
knowledge of human nature, will enable the accompanist 
to read the singer's mind so faithfully that nothing comes 
as a surprise. 

In the accompaniment of instrumental solos, a rather 
different technique is required. For here the piano is not 
necessarily relegated to mere accompaniment, but is 
often just as important as the solo instrument. If, for 
instance, the piece is a sonata for violin and piano, the 
two instruments will be treated as equals, and the piano, 
in addition to accompanying the violin, will have many 
solo passages on its own. 

Instrumentalists, as a rule, keep more strictly to the 
tempo and directions printed in the music than vocalists 
do; but the accompanist will find that it is easier to lose 
his place, and more difficult to find it, in instrumental 
music, where there are no words to guide him. In this, his 
ear will help him as much as anything. 

The accompanist must remember that his principal 
function is to give the soloist support, and unless the 
piano part contains something of importance, he must be 
careful not to play so loudly that he distracts the 
listener's attention from the soloist. When a deep 
instrument, such as the 'cello, is to be accompanied, the 
damper pedal must be used with caution, otherwise the 
lower sounds of the 'cello may be obscured. 

Piano accompaniment is an art which is too often 
neglected by the amateur; it is a useful and fascinating 
branch of music, and well worthy of the most careful 
study. 

Four Hands at one Piano 

The playing of piano duets seems to have been more 
popular during the last two centuries than it is to-day. 
Special instruments were sometimes constructed for duet-
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playing. Dr. Burney, who, in 1776, wrote the first 
important history of music in the English language, and 
also composed some of the earliest piano duets, says that 
(I am quoting from the Oxford Companion to Music) "the 
ladies at that time wearing hoops, which kept them at 
too great a distance from one another, had a harpsichord 
made by Merlin, expressly for duets, with six octaves." 

A considerable number of original works have been 
written for four hands at one piano, and, in addition, 
there are many arrangements of famous symphonies, 
overtures, and chamber works. By writing for four 
hands, it is possible to compose or transcribe music 
which could not be effectively played by the solo pianist, 
and so a large library of pieces is added to the repertory 
of the piano. 

Duet-playing is one of the most enjoyable ways of 
learning to read piano music at sight. Technically, piano 
duets are easier to play than solos. And there are many 
very simple duets suitable for two beginners, the musical 
effect of which is fuller and more satisfying than that of 
solos of a similar grade. 

The players sit close together in front of the key­
board, sometimes on a long music stool especially made 
for duet-playing. The left-hand player plays on the lower 
half of the keyboard, and the right-hand player plays on 
the upper half ; the music is so arranged that the two 
parts do not overlap. It will generally be found con­
venient for the left-hand player to work the soft pedal, 
and the right-hand player the damper pedal. 

The music is printed on one copy, with separate 
parts for each player. The part on the left-hand page 
is called the Secondo; the part on the right-hand page 
is called the Primo. This is simply the Italian for 
" second " and " first." The second part is usually 
written in the treble and bass clefs, and sometimes the 
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bass clef is used for both hands. The first part, which is 
often the easier of the two, is usually written in the 
treble clef for both hands, although the bass clef is 
occasionally used for the left hand. 

The players must decide who is to tum over ; 
usually it is better for the second player to do so. But if 
either player has a rest in the music at the turn of the 
page, he should do the turning. The page should be 
turned over a bar or so before the end, for it is easy to 
memorize the last bars of each page, but impossible to 
determine what the first bars of the next page will be 
until it is turned over. 

It is advisable to choose duets which are well within 
the capabilities of each player, otherwise it may be 
difficult to keep a steady tempo and rhythm. And to get 
the greatest benefit and enjoyment, the players should 
change parts frequently. 

Choosing your Piano 

The choice of your piano will be determined by the 
price that you can afford to pay, and whether you want 
an upright model or a grand. Other things being equal, 
the tone of an upright is not to be compared with that of a 
grand. On the other hand, a grand is usually more 
expensive, and it takes up more room. If you know 
nothing about pianos, your best course is to go to a first­
class firm, who will be able to show you a selection of 
different instruments. 

There are several sizes from which you may choose. 
The full-size grand is only suitable for a large room, but 
the boudoir model may be accommodated in any fair­
sized room, and the baby and miniature grands take up 
very little more space than an upright. The largest 
uprights are sometimes known as " upright grands." 
These are usually overstrung, whic:h means that the 
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strings are arranged diagonally, one group of strings 
crossing the other group. This gives additional length to 
the strings, without increasing the height of the piano. 
The upright is also made in a small size, known as the 
cottage piano, which is usually 'only about four feet high. 
There are some small pianos in which the strings are 
replaced by tuning forks, which does away with the 
necessity of tuning. The tone is weaker than that of an 
ordinary piano. 

If you buy a piano from a secondhand dealer, or at 
an auction room, without having it examined by an 
expert, you are taking a big risk. But it will help you to 
know what points you should look for yourself. You will 
be able to judge from the general appearance whether the 
piano has been well looked after. How old do you think 
it is ? Pianos, unlike violins, do not improve with age. 
Try all the keys (not only a few), and see whether they 
respond instantly, and whether the touch and tone is 
satisfactory. Try the pedals. Do they work properly? 
Do they squeak ? Look inside at the hammers and the 
dampers. Are the felts badly worn? If they are, they 
may have to be renewed, an expensive item. Are there 
any signs of moth? Is the piano very badly out of tune? 
If it is, it has probably been neglected for some time. 

Looking after your Piano 

A really good piano may last you a lifetime if you 
look after it. One of the best ways of looking after a 
piano is to play on it. Then dust and moths will not be so 
likely to settle in it, and the action should remain in 
good order. 

Always close the piano when you have finished 
playing; this will help to keep out the dust and damp. 
It is not a bad idea to lay a strip of cloth over the keys, 
when they are not in use. Choose the position for your 
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piano with care. Do not place it directly under a window, 
or anywhere in a draught. Dust it frequently, and look 
out for moths. 

Above all, have your piano regularly and properly 
tuned. There are plenty of bad tuners, but few good ones. 
The best way to get a good tuner is to make a contract 
with one of the leading piano makers, who will send you 
one of their tuners at regular intervals. Three times a 
year will be sufficient. Ask the tuner to keep your piano 
up to concert pitch. If you have a tuning-fork or a 
pitch-pipe, you can test the pitch yourself. 

If anything should go wrong with the piano, it is 
usually wiser not to touch the action, but to leave it to an 
expert. The piano has a delicate inside, and it is quite 
easy to break a hammer or a damper. 

CHAPTER VII 

STRING AND WIND INSTRUMENTS 

THE VIOLIN 
The modern violin, a descendent of the viol family, 

first came into use in Italy, during the latter part of the 
sixteenth century. In the city of Cremona, the Amati 
family, and later the Guarneri and Stradivari families, 
made violins which, notwithstanding many attempts at 
improvement during the last two hundred years, have 
never been surpassed and seldom equalled. 

The Cremonese instruments which are still in 
existence are highly prized, and their tone and con­
struction is considered by connoisseurs to be much finer 
than that of modern violins. The instruments of 
Antonio Stradivari (1644-1737) are usually rated highest, 
because of their wonderfully full, sweet, even tone. The 
Amati, Guarneri and Stradivari families had many 
imitators, whose work was sometimes very good, and 
sometimes indifferent. 

Thousands of violins bear the label of some famous 
maker, but this usually indicates the model which the 
instrument follows, rather than the name of the maker 
himself. Genuine Strads and Amatis are not to be picked 
up for a mere song in some secondhand shop, although 
good instruments by the lesser makers may sometimes be 
discovered in unlikely places. 

Apart from the Italian violins, there are many fine 
old instruments by French and English makers. Of the 
English School, Benjamin Banks (1727-1795) is usually 
given the foremost place. 

Choosing an Instrument 

Choosing a violin is no easy task, even for those with 
some years of experience. Unless you have a friend who is 
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competent to give an opinion, it is best to be guided by a 
firm of repute. Such a firm will be able to demonstrate 
the different qualities of various instruments, and will 
not try to represent an imitation bearing a fictitious 
label as the genuine work of an old master. 

Experts do not always agree upon the extent to 
which a violin improves with age. Some believe that the 
tone of a 200-year-old instrument has altered very little 
since the day it was made. But few will deny that a 
newly made violin takes a certain length of time to settle 
down. It may, perhaps, be expected to improve by being 
played upon for a year or more, after which the tone will 
remain more or less constant. 

The qualities of a violin are largely conditioned by 
the choice of the wood and varnish, and by the way in 
which the different pieces (there are over eighty) are fitted 
together. If twenty new violins by the same maker, of 
the same kind of wood and varnish, and of exactly 
similar appearance were tested, one would probably be 
found to be greatly superior to the others. This is 
because the wood from which the violins were fashioned, 
though taken from the same tree, displayed slightly 
different qualities in each instrument. 

The real test of a violin is the tone, which should be 
sweet, full, and pleasing to the ear, and of a uniform 
quality throughout its compass. If the tone is satis­
factory the appearance is of little consequence, but 
an instrument which has been badly fractured should be 
avoided. Small fractures may sometimes be repaired 
satisfactorily, but the purchase of a fractured violin is 
decidedly a speculation. 

The Violin and the Bow 

The Violin consists of a wooden sounding-box, 
formed by two surfaces called the belly (made of soft 
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wood such as pine) in which two holes, resembling the 
letter j, are cut, and the back (made of hard wood such 
as sycamore), which are united by the sides or ribs. A 
neck, ending in a curved scroll, is attached to the sound­
ing box, and an ebony fingerboard is fixed to the neck. 
The strings, which pass over the belly of the instrument, 
are fixed at one end to an ebony tail-piece, and at the 
other end to movable pegs by which the pitch may be 
raised or lowered. The strings are raised from the belly 
by a small wooden bridge, which is supported by a little 
wooden sound-post placed in the interior of the instru­
ment. The bridge is curved, so that the bow may be 
drawn across each string separately without coming in 
contact with the others. 

The bow consists of the stick, made of hard wood 
such as Brazilian lance wood or Pernambuco, straight at 
one end and curved at the other. White horse-hair is 
attached to the curved end of the stick, and to an ebony 
head (also called a "nut," or "frog") which may be 
made to slid~ to and fro by turning a metal screw at the 
straight end of the bow, thus tightening or loosening the 
hair. The stick of the bow is cut straight, and afterwards 
bent by subjecting it to heat. This gives the stick a 
springy quality. 

Before playing, the hair of the bow should be 
adjusted so that it is moderately tight, but not so tight 
as to pull the stick out of shape, and should be drawn 
lightly across a stick of resin, to incr.ease the grip. When 
not in use the hair should be loosened slightly, so as to 
relieve the stick of any strain. 

The hair of the bow, seen under a microscope, has 
tiny teeth like those of a saw. These teeth wear away 
after much playing, and must be renewed. The bow 
should be taken to a competent firm of repairers, for the 
rehairing needs to be skilfully done. If the bow is used 
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for an hour a day, it will require new hair every three or 
four months. 

The strings of the violin are tuned in perfect fifths 
thus: 

£ •th Striog 3,d Stri,g 2,d S,l<iog bt St<iog 

: I I II I u I 
- u A 'R 
u D 
G 

Formerly the E, A and D strings were made of gut, 
and the G string of gut covered with silver or copper wire. 
Nowadays the E string (and sometimes the A and D 
strings) are usually made of wire. Though the quality of 
tone is not to be compared with that of gut strings, wire 
strings last longer, and keep better in tune. When they 
are used, a little appliance called a " string adjuster " 
must be fitted to the tailpiece, because of the difficulty of 
making fine adjustments with the peg. 

Tuning 

To tune the violin, sit down, place the left hand 
round the neck of the instrument, and hold it upright on 
the knees. Sound the note A, either on the piano, or on 
a pitch-fork or pipe, and pluck the A string with the 
thumb of the left hand. Adjust the string by slowly 
turning the peg with the right hand; if the string is 
sharp, turn the peg towards you; if it is flat, turn the 
peg away from you. Be sure to press the peg well into 
its socket as you turn it, to prevent it slipping back. If, 
in spite of this, the peg slips badly, it is best to treat it 
with a special soap which is sold for the purpose, after­
wards dusting it with chalk. When you have tuned the A 
string, tune the E string in the same way. To tune the 
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D and G strings, take the violin into the right hand, and 
turn the pegs with the left hand. 

This method of tuning is easiest for the beginner, but 
as soon as progress has been made, the violin should be 
tuned by holding it firmly under the chin, the left hand 
turning the pegs, while the right hand plays the string 
with the bow. Start by tuning the A string, and tune 
the others by sounding two strings together (first A and 
D, then D and G, and lastly E and A), listening carefully 
to the perfect fifth so formed, to hear whether it is in 
tune. 

When tuning, take care that the bridge is not 
pulled forward in the direction of the scroll. If this 
happens it may fall down, and the little wooden sound­
post may then be displaced. This may be avoided by 
always keeping the bridge very slightly inclined back­
wards. If anything should happen to the bridge or 
sound-post, their adjustment should be left to an expert; 
the beginner who attempts to position them may do more 
harm than good. 

The Correct Playing Position 

The violinist should stand with the left foot slightly 
forward, the weight of the body resting on it. The violin 
should rest upon the left collarbone, with the chin, 
slightly tilted to the left, gently pressing upon the 
instrument. The position should be such that the player 
can look straight ahead at the neck of the instrument. 
The neck should be held between the thumb and fore­
finger of the left hand, with pressure just sufficient to 
prevent it from sinking into the hollow between thumb 
and finger. The thumb must not protrude too far, or it 
will prevent the player from using the G string. Here 
is the correct position of the hand: 
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The violin should be held high, and not allowed to 
drop; this may be accomplished by bringing the left 
elbow· well under the instrument. The player should be 
able to support the violin by the chin and collarbone 
alone, so that if he takes away the left arm, the violin 
will remain in the correct position. This may be facili­
tated by fitting a vulcanite chin-rest, which allows the 
chin to secure a better grip. Some players use a pad for 
the shoulder, but this has the effect of deadening the 
vibration of the instrument, and is not to be recommen­
ded. But a silk handkerchief placed over the lapel of a 
jacket will save wear and shine. 

The Use of the Bow 

The bow is held lightly between the four fmgers and 
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the thumb of the right hand. The thumb is slightly bent, 
and placed against the stick close to the nut, so that it 
lies opposite to the middle finger. 

The bow must be drawn firmly across the strings, 
with the stick somewhat inclined towards them, so that 
the hair is turned towards the bridge. The bow must be 
drawn in a line parallel with the bridge, and the distance 
from bow to bridge should usually be about an inch. The 
nearer the bow is drawn to the bridge, the louder will be 
the tone ; but the bow should never be so near that the 
tone becomes harsh. 

The stroke of the bow from the heel to the point is 
called a " down bow " ; that from the point to the heel 
is called an " up bow." 

In the early stages, bowing should be practised 
before a mirror, and particular attention should be paid 
to keeping the bow strictly parallel with the bridge. The 
change from a down bow to an up bow, and vice versa, 
must be carried out as smoothly as possible ; in the 
hands of a skilled player it is scarcely perceptible to the 
ear. The change is made by a movement of the wrist. In 
a down bow, as the point of the bow is being reached, the 
wrist gradually turns the stick towards the bridge, 
turning it back again (that is, towards the fingerboard) 
as soon as the up bow is started. The change of bow 
should be practised, using full bows and drawing them as 
slowly as possible, and listening carefully to the result. 

The stroke of the bow may either be changed for 
each note, or several notes may be played in one stroke. 
When several notes are played smoothly in one bow, they 
are said to be "slurred." When each note is given its full 
value, and the notes follow each other in the smoothest 
possible manner, they are said to be played with legato 
bowing. The development of legato bowing is important, 
for it is one of the most useful and charming strokes on 
D 
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the violin. In passing from one string to another, the 
change must be made by means of the wrist ; if the 
wrist action is right, the arm will follow naturally. 

Another style of bowing often used is the staccato 
stroke. In this stroke, the notes are played in a short, 
crisp manner, and are separated from one another. The 
upper half of the bow (the half nearest the point) should 
be used. Several notes may be played staccato in the 
same stroke, by stopping the bow between each note, 
without letting it leave the string. 

The martell ( or hammer) stroke is often used where 
a strong accent and a firm tone is wanted. This stroke 
is played at the point of the bow, by pressing the hair 
firmly on the string, and then playing with a quick, 
elastic pressure of the wrist. 

Fingering · 

The fingering of all string instruments which are 
played with a bow (violin, viola, 'cello, and double-bass) 
is based on the fact that if a string is made shorter, the 
pitch will be raised. If, then, a string is pressed down on 
to the fingerboard by one of the fingers, it is shortened, 
or" stopped" by the finger. A string that is not stopped 
is said to be" open"; the use of an open string may be 
indicated by the sign o placed over (or under) a note. 
The four fingers of the left hand may be used for stopping 
notes. The thumb, of course, is not available. The use 
of the different fingers is shown by the figures 1, 2, 3, 
or 4 placed over ( or under) a note. 

If the first finger is pressed down on the 4th (G) 
string, about an inch up the fingerboard, it will stop the 
note A ; the second finger placed about an inch from the 
first will stop the note B ; and the third finger, placed 
close to the second, will stop the note C. If the fingers 
are placed in the same position on the 3rd (D) string, they 
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will stop the notes E, F sharp, and G, so that the scale of 
G major may be fingered thus: 

~ Op .. Stdog I 2 3 Op" Striog I 2 3 

I I I I I o I n" I e II 0 ,. - - ..._. ~ u 
'U -e ~ C D i F: G 
G A B 

It should be noticed that the second and third 
fingers are placed closer together than the first and 
second fingers. The reason for this is that B to C and 
F sharp to Gare semitones, whereas A to Band E to F 
sharp are whole tones. 

If the fingers are placed in the same positions on the 
2nd (A) string, they will stop the notes B, C sharp, and 
D; on the 1st string (E), they will stop the notes F 
sharp, G, and A. 

So far we have only considered the first three 
fingers. Now suppose that the fourth finger is pressed 
down on the G string, about an inch away from the third 
finger. The note stopped will be D, that is, the same note 
as the next open string. This means that the note D 
(above middle C) may be produced either by stopping 
the G string with the fourth finger, or by playing the open 
D string. Similarly, the fourth finger on the D string will 
stop the note A, and the fourth finger on the A string 
will stop the note E. There is, of course, no open string 
above the E string ; the fourth finger on it will stop 
the note B. 

When stopping notes, the tips of the fingers of the 
left hand must be pressed down very firmly on the 
strings. 

We have seen that if the first finger is pressed down 
on the G string, about an inch up the fingerboard, it will 
stop the note A. If it is moved back a little so that it is 
about half an inch up the fingerboard, it will stop G 
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sharp. Any of the fingers may be placed a little farther 
back, in this way, so as to lower the stopped note by a 
semitone. Any of the fingers may also be placed a little 
farther forward, so as to raise the stopped note by a 
semitone. Thus, if the third finger is placed a little 
farther forward on the G string, it will stop C sharp, 
instead of C. In this way, a chromatic series of notes may 
be played. The following table of fingering should be 
studied: 

G G sharp A A sharp , B 
Open G I I 2 2 
String 

C 
3 

C sharp 
3 

D 
4 or 

OpenD 
String 

It will be seen that by using the fingering so far 
given, a complete chromatic scale may be played, 
extending from the open G string to B (fourth finger on 
the E string). It is possible, however, to extend the 
upward compass beyond B, and to provide many 
alternative ways of fingering on all the strings, by mov­
ing the hand up the neck of the violin (towards the 
bridge) in a series of shifts, or "positions." If, for 
instance, the hand is shifted up about half an inch from 
its normal position (called the first, or natural position), 
the first finger, on the E string, will stop G, instead of 
F sharp, and the fourth finger will stop C, instead of B. 
If the hand is shifted about an inch farther up, the first 
finger will stop A, and the fourth finger D. 

The skilled player will use ten, or even twelve, 
positions, but for the time being you need only concern 
yourself with five. Study the example below, which 
gives the first five positions of the A string, and then 
work out the five positions on the G, D, and E strings. 
A String , · · sth · · 

. . 2 d It' 3rd position 4th position pos1hoo 
1st pos1hon o pos 100 ~ 

' E r r r II F r F E ~ r F r r II F r r f II r r f II 
1 2 3 4 1 Z 3 4 I 2 3 4 1 2 3 4 I 2 3 4 
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The fingers of the left hand must be trained to fall 
firmly and smartly on exactly the right part of the 
strings ; otherwise the notes will be out of tune. Hence 
the necessity for a discriminating ear. Scale practice and 
exercises will strengthen the fingers and make them 
supple. 

Tone Production 

The production of a clear singing tone is the most 
difficult part of violin playing, for tone is something 
personal, and there is no infallible method by which it 
may be acquired. The foundations are best laid by 
drawing long, straight bows. The bow should be held 
lightly, but sufficiently firmly to control it, and the tone 
produced with a light pressure of the wrist only, and not 
of the arm. The beginner should be content with quite 
a soft tone, provided it is evenly sustained. Scales 
should be practised for tone production by playing each 
note with a full bow, as slowly as possible. 

Some Further Points of Technique 

When two or more notes are to be played in the same 
stroke of the bow, a slur (see chapter III, section 41) is 
placed over them. When two or more notes have both 
dots and a slur placed over them, they are to be played 
staccato in one stroke of the bow; that is, the bow is to 
be stopped between each note, instead of being drawn 
smoothly. All notes not included under a slur are to be 
played with separate bows. 

If a string is touched very lightly at certain points, 
and not pressed down on to the fingerboard, it will 
produce high sounds of a light, flute-like quality. These 
sounds are called" natural harmonics," and are indicated 
by placing an o over the notes which are to be lightly 
touched. If a string is finnly stopped with the first 
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finger and lightly touched with the fourth, an" artificial 
harmonic" will be produced, sounding two octaves 
higher than the stopped note. This is indicated by 
writing the note to be stopped as an ordinary note, and 
the note to be lightly touched as a diamond-shaped note 
a fourth higher. 

Two notes on adjacent strings may be played at the 
same time to form a chord. The simplest chords are 
formed by playing on two adjacent open strings (G and 
D, D and A, or A and E). 

Chords may also be formed by playing two stopped 
notes on adjacent strings, or one stopped note and one 
open string. Any two-note chord (even if both notes are 
open strings) is usually called a "double-stop." In 
playing double-stops it is necessary to attack them by 
means of a wrist action, in order that both notes may be 
sounded at precisely the same moment. Only a moderate 
amount of pressure should be applied, otherwise a harsh 
tone will result. 

Three-note chords (triple-stops), and four-note 
chords (quadruple-stops) may also be played. In these 
chords only the two top notes can be sustained owing to 
the curvature of the bridge. In playing a three-note 
chord, attack the bottom and middle notes together, then 
attack and sustain the middle and top notes. In playing 
a four-note chord, first attack the two lowest notes, then 
attack and sustain the two highest notes. 

When the word pizzicato (Italian for" plucked"), or 
its abbreviation pizz, appears in violin music, it means 
that the notes are to be plucked with the finger, instead 
of being played with the bow. The bow should be kept 
in the hand, and the string plucked with the fleshy part 
of the first finger, the thumb being kept against the 
finger-board. The resumption of bowing is indicated by 
the word arco {Italian for "bow"). 
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Sometimes a little three-pronged "mute," made of 
wood or metal, is placed on the bridge of the violin, and 
has the effect of attenuating the sound to a kind of 
silvery whisper. The use of the mute is indicated by the 
Italian words con sordini; the contradiction is senza sordini. 

How to Study 

When you have learnt how to hold the violin and 
bow, you should buy Henry Farmer's Violin Tutor 
(Paxton). This contains elementary exercises and pieces, 
as well as some useful diagrams showing the position of 
the fingers on the finger-board. When you have mastered 
this book, you can proceed to Kayser's Elementary and 
Progressive Studies (Augener), together with some 
easy solo pieces. Choose those that appeal to you most ; 
nearly all the publishers have a graded series of classical 
and light solos, from which you can make your choice. 

For a child, The First Year Violin Method, by 
Eta Cohen (Paxton) is splendid. It contains some 
useful pictures of how to hold the violin and bow, and a 
number of attractive little tunes. It should be used in 
place of Farmer's Tutor. 

The repertory of the violin is a very large one, and 
includes a good deal of music written, or transcribed, by 
virtuoso violinists, Tartini, famous for his Devil's TriU 
Sonata, Spohr, De Beriot, Vieuxtemps, Wieniawski, 
and later Fritz Kreisler, whose admirable arrangements 
and compositions have become standard works. 

If you have a violinist friend, there are a number of 
duets for two violins to choose from, including some easy 
ones by Dancla, Alard, and Gurlitt (Augener). If there 
is an amateur orchestra in your neighbourhood, join it 
as soon as you can. Orchestral playing is not only first­
rate practice ; it is a hobby of which you will never 
grow tired. 
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THE VIOLA 

This is a neglected instrument. Up to about the 
eighteenth century, it was simply used to double some 
other part in the orchestra. Even later, when the viola 
developed some sort of individuality of its own, the 
standard of playing was very low. Because it was seldom 
given any important music, it used to be considered 
easier to play than the violin, and for this reason it was 
often taken up by second-rate violinists, who were 
anxious to make quicker progress. 

Later, under Lionel Tertis and other distinguished 
players, the viola acquired some of the dignity it 
deserved, but it has always suffered from the size of its 
repertory which, even to-day, is far too small. 

The viola is tuned a perfect fifth below the violin, 
thus: 

4th 3rd 2nd ht 

IB O 
0 

n 
ll ii 

u G D A 
C 

Music for the viola is written in the alto clef, with 
the occasional use of the treble clef for high passages. The 
tone has a veiled quality; it is sometimes rather nasal, 
but on a full-size instrument (there are various sizes) it is 
rich and penetrating. 

The technique of the viola is the same as that of the 
violin, except that there is a slightly larger stretch 
between the fingers on the finger-board, because of the 
lower pitch of the instrument. Apart from this, all the 
principles of violin technique which have already been 
discussed apply to the viola. Anyone who has studied 
the violin should be able to transfer to the viola quite 
easily. 

The instrument should be carefully selected and 
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strung, as the viola is far more likely to have defects of 
tone than is the violin. It should be tested throughout 
its compass, as some violas have one or two "wolf" 
notes ; a wolf note is heard as if two notes, perhaps a 
quarter of a tone apart, are sounding at the same time. 

The two lowest strings (C and G) are both of gut 
covered with wire, and sometimes, after much use, this 
covering may work loose, causing the string to rattle 
when it is played on. It should then be replaced by a new 
string. 

A special viola bow is used by most players, but some 
prefer a full-size violin bow of rather heavy design. 

For the beginner, Berthold Tour's · Viola Method 
(Novello) may be recommended. 

THE 'CELLO 

The 'cello has much to commend it; it is a fine 
solo instrument and, next to the violin, the most useful 
member of the orchestra. Its repertory, though not so 
large as the violin's, is better than that of the viola. It is 
no more difficult to learn than the violin, and a player 
who has already mastered the violin will find that he can 
take up 'cello playing quite easily. 

The 'cello is made in full, three-quarter, half, and 
quarter sizes. In appearance it is like a large violin or 
viola, except that it has a long metal " peg " which is 
used to support the instrument while it is being played, 
and which may be slid into the body of the instrument 
when not in use. 

The 'cello is pitched an octave below the viola, and 
is tuned in perfect fifths, thus : 

~): 
4th 3rd 2nd 1st 

e 
e 

~ G D A 
C 
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Although the 'cello is considerably larger than the 
violin the bow used is shorter (though heavier), so that 
in legato passages the 'cellist must change his bow more 
frequently than the violinist. 

'Cello technique differs from that of the violin in many 
respects, although some principles are common to both 
instruments. The section on violin playing should be 
studied, therefore, so that you will be familiar with such 
terms as positions, double-stopping, pizzicato, and so on. 

The 'cello is held by gripping it between the knees, 
the right knee being l9wered so that it is out of the way of 
the bow. The metal "peg" should be so adjusted that 
the peg of the C string just clears the left hand lapel of 
the coat. 

The direction of 'cello bowing is the reverse to that 
of violin bowing; the violin bow points downwards 
towards the G string, whereas the 'cello bow points 
upwards towards the A string. The bow is held by placing 
the thumb (which should be slightly bent) in the angle 
made by the stick and the nut of the bow, so that the 
right side of the thumb touches the stick. The fingers 
should fall naturally around the stick, the little finger 
helping to balance it. 

As in violin playing, the bow must be drawn parallel 
to the bridge, and it should be placed on the string about 
equidistant between the bridge and the end of the 
finger-board. 

In the lower positions, the fingering of the 'cello 
differs from that of the violin, because of the greater 
distance between the notes on the finger-board. The 
'cellist may stretch a semitone between any two adjacent 
fingers, and a tone between the first and second fingers, 
but not between the second and third, and the third and 
fourth fingers. The fingering is therefore less regular 
than that of the violin. 
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'Cello fingering may be best understood by studying 
the following chart of the scale of C major (one octave, 
ascending) starting on the open C string. 

C D 
Open I 

String 

E 

3 

F G A 
4 Open I 

String 

B 
3 

C 

4 

The hand is moved up the neck of the 'cello for the 
various positions, as on the violin. Above the fourth 
position, 'cello fingering is like that of the violin. 

'Cello music is mostly written in the bass clef, but 
the tenor and _treble clefs are used for high passages. 

The best method for the beginner is the one by 
A. Piatti (Augener). 

THE DOUBLE-BASS 

This is the largest instrument of the string group, 
and is only used in the orchestra, since it is too unwieldy 
for solo purposes. 

The double-bass is similar in appearance to the 'cello 
except that it has sloping shoulders. 

Until the nineteenth century, three-stringed basses 
were in great favour, but the modem instrument has 
four strings tuned in fourths to the notes E, A, D, G. 
The music is normally written in the bass clef, and the 
tenor clef is occasionally used for high passages. But 
whichever clef is used, the music is always written an 
octave higher than it sounds. ' 

The fingering of the bass, in the higher positions, is 
the same as that of the 'cello. In the lower positions, the 
maximum stretch between the first and fourth fingers 
is a tone, and between the first and second a semitone. 

The double-bass player should be fairly tall (the 
instrument stands about six feet high), and he should 
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have strong fingers as the strings are thick and heavy to 
press down. 

A good tutor is The Double-Bass by A. C. White 
(Novello). 

WIND INSTRUMENTS 

The technique of the various wind instruments will 
only be described very briefly ; to go into it fully, at 
least a chapter would be required for each instrument. 
But some general principles will be outlined, and methods 
mentioned from which fuller information can be obta:ined. 

Wood-wind instruments are, broadly speaking, based 
upon the same principle as the old "penny whistle." 
You know the idea-six holes bored in a metal tube, and 

, covered or uncovered by the fingers to produce different 
notes. If these holes are uncovered one by one, the notes 
of the major scale may be produced, and the inter­
mediate semitones (or some of them, at least) may be 
obtained by "cross-fingering," that is, by covering a 
hole below the one which is sounding. Then, by using 
the same fingering and blowing harder into the whistle, 
the same series of notes may be produced an octave 
higher in pitch. Even so, there are several gaps in the 
scale, as well as many imperfect notes, because there 
are not enough fingers to control all the holes that ought 
to be bored in the whistle, to produce a perfect chromatic 
scale. 

So numerous keys were fitted to wind instruments to 
facilitate the fingering, and about the middle of the 
nineteenth century a system was devised by a Munich 
flute-player, Theobald Boehm, whereby holes could be 
cut in the proper positions, and yet be easily opened and 
closed by the fingers. The essence of the " Boehm 
system," as it is now called, is that four holes come 
under the control of three fingers. 
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All modern flutes and oboes are designed on the 
Boehm system, and when purchasing an instrument it is 
important to bear this in mind. Most, but not all, 
modern clarinet players use Boehm system instruments. 

Brass instruments are based on quite a different 
principle. Many people are puzzled how a trumpet, 
or a French horn, can play a chromatic scale with only 
three keys (more properly called " valves " or 
"pistons "). The explanation, quite simply, is this. 
When a sound is produced by agitating air in a tube, it 
is rarely heard alone; there are sounding with it various 
parts of what is called the " harmonic series," which is 
the only natural scale in existence, and which ascends by 
irregular intervals; an octave, a fifth, a fourth, thirds, 
tones, and semitones. Any one sound in the series may 
be made prominent to the apparent isolation of the 
others. Different brass instruments use different sections 
of the harmonic series, according to the length of their 
tubes. The individual harmonics are brought into 
prominence by the lip action of the player. 

The gaps between the harmonics are filled in by 
the use of valves, or pistons (French horn, trumpet, 
comet, and tuba), or by the manipulation of a slide 
(trombone). The effect of either device is the same; the 
tube is lengthened, and the pitch is consequently 
lowered. 

The trumpet, comet and French horn are provided 
with three pistons. When each piston is pressed down 
with the finger, an additional little piece of tubing is 
added to the main tube, and when the piston is released, 
the extra tubing is cut off again. One of the pistons 
lowers the pitch of the entire harmonic series by a semi­
tone, another by a tone, and a third by a tone and a half. 
Two, or three, pistons may be used in combination; if, 
for instance, the tone and the tone-and-a-half pistons are 



100 TEACH YOURSELF MUSIC 

used together, the pitch will be lowered two-and-a-half 
tones, and if all three pistons are used, the pitch will be 
lowered three tones. 

The trombone has a sliding tube which may be 
placed in seven. different positions. This provides for the 
lowering of the harmonic series in six stages of a semi tone 
each; the second position is a semitone below the first, 
or fundamental, position, the third position is a semitone 
below the second, and so on. 

THE FLUTE 

The modern flute lias a compass of three octaves. 
C 
.n 

~ 
C 

The instrument, as we know it to-day, is made up of 
three pieces : 

(1) The Head, which is more or less conical, and is 
plugged at one end with a cork or "stopper," and in 
which is cut the mouth-hole, or "embouchure." The 
embouchure is partly covered by the lower lip of the 
player, who directs his breath across it, so that it strikes 
the opposite edge. 

(2) The Body, a cylindrical tube which carries the 
system .of keys which are manipulated by the fingers of 
the player. 

(3) The Foot-joint, which is added to allow the two 
bottom semitones, C and C sharp, to be produced. 

The fingering for each octave is much the same, and 
the upper octaves are produced by " over-blowing," that 
is, by increasing the wind-pressure, which brings the 
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"harmonics" into action, instead of the fundamental 
sound. 

The modern flute is made either of wood or metal, 
of which silver is the favourite. The tone-colour varies 
considerably at different parts of the compass. The 
lowest octave has a thick, velvety tone, which is rather 
easily covered up by other instruments. The middle 
octave is smooth and limpid, somewhat resembling the 
voice of a boy singer. The top octave is brilliant and 
penetrating, the two highest semitones being very 
difficult to play softly. · 

Rapid passages and trills are easy and effective. 
When nimble passages are played, double- or triple­
tonguing is often used. In this kind of tonguing the 
player articulates T-K, and T-K-T, and is thus able to 
play a succession of staccato notes with the utmost 
rapidity. 

The flute repertory contains sonatas and solo pieces 
by Bach, Handel, Haydn, Mozart and Schubert, and by 
a number of modern composers, as well as some chamber 
music for flute with other instruments. A.s a solo instru­
ment the flute is charming, and well suited to an average­
sized room. In the orchestra it is frequently given 
important solo passages. 

The Complete Modern Flute Tutor, by Adkins 
(Boosey) is excellent for the beginner. 

The Concert Piccolo, or Octave Flute, is pitched an 
octave above the concert flute, and its music sounds an 
octave higher than the written notes. The written 
compass is the same as that of the flute, except that the 
two lowest semitones are not available. The lower notes 
of the piccolo are weak, but the higher notes are shrill and 
penetrating. The second flute-player in an orchestra 
often plays either flute or piccolo, as the technique of 
both is similar. 
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THE OBOE 

The Oboe consists of a conical tube, expanding at 
the lower end into a bell. The tube is usually made in 
three sections, the upper and lower joints, and the bell. 
The double reed, from which the sound is produced, con­
sists of two thin strips of cane fastened to a small metal 
tube or "staple," so that a tiny space is left between them. 

The normal compass is : , 
il 

~ 
B~ 

Some players can reach notes a few semitones 
higher. 

The tone, in the hands of a good player, is penetrat­
ing but sweet, and is equally charming in legato and 
staccato playing. Tone production is more difficult than 
on the flute or clarinet. The reed is placed between the 
lips, which cover the teeth and form a sort of cushion, and 
the beginning of every phrase is " attacked " by placing 
the tongue against the reed, and then withdrawing it to 
allow the breath to pass. This is called " single-tongu­
ing," the only kind of tonguing which can be used on the 
oboe, because of the position of the reed in the mouth. 

The management of the breath usually presents 
some difficulty. The player must take in just sufficient 
breath to play each phrase, and often a quick half­
breath must be taken in the middle of a phrase. 

The reed of an oboe is very delicate and great care 
must be taken not to damage it, as a fine tone can only 
be obtained when the reed is in perfect condition. Many 
players make their own reeds (an operation requirin~ 
some skill, and a few special tools), as ready-made reeds 
are not always to be relied upon. 
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The Cor Anglais (or English Horn) is pitched a 
perfect fifth below the oboe. In the orchestra it is 
usually played by, one of the oboe players, and for this 
reason its music is always written a perfect fifth higher 
than it sounds, so that it may be read without difficulty. 
The written compass is the same as that of the oboe, 
except that the lowest semitone (B flat) is missing. 

The Cor Anglais, in appearance, is longer than the 
oboe, and terminates in a globular bell. The reed is 
placed in a metal crook which is bent back to meet the 
player's lips. 

The tone is smooth and rich, and peculiarly adapted 
to melancholy music. The fingering and technique is the 
same as that of the oboe. 

The oboe repertory is small, but contains some 
attractive works. One of the best complete methods is 
that by A. M. Barret (Lafleur). 

THE CLARINET 

The clarinet is descended from a mediaeval instru­
ment called the " Chalumeau," but the modern type of 
clarinet did not come into regular use until about 
Mozart's time. 

It is a single reed instrument consisting of a mouth­
piece, a cylindrical tube, and a bell. The tube, not being 
conical like that of the flute and oboe, overblows a 
twelfth instead of an octave. 

Because of this, there is a gap between the octave 
and the twelfth which is filled in by a system of fingering 
which is not entirely satisfactory. This part of the com­
pass, therefore, is rather dull and lifeless. The lower notes 
of the clarinet have a rich, oily quality. The upper part 
of the compass is best; it is clear, even, and expressive. 
The clarinet has great agility (it replaces the violin in the 
military band) and greater powers of playing pianissimo, 



104 TEACH YOURSELF MUSIC 

and of swelling or diminishing the tone, than any other 
wind instrument. 

The orchestral clarinet player uses two instruments, 
one pitched in B flat and the other in A. The written 
compass of both is the same : 

0 
-e 

~ 
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Music for the B flat clarinet sounds a tone lower than 
written ; music for the A clarinet sounds a minor third 
lower than written. Thus, if the note C is written, it 
sounds B flat on the B flat clarinet, and A on the A 
clarinet. The fingering and technique of both instru­
ments is the same, so that the player can change from one 
instrument to another without difficulty. If only one 
instrument is purchased, choose the B flat clarinet ·; it is 
the more useful of the two. 

The bass clarinet in B flat is pitched an octave below 
the ordinary B flat instrument, and the written compass 
is the same. Because of the great length of the tube, the 
lower end is curved upwards in the shape of a bell, and 
the upper end curved inwards to bring the mouthpiece 
nearer to the player's mouth. 

The clarinet reed is a flat piece of cane, held to the 
mouthpiece by a metal clamp. 

Before purchasing a clarinet tutor, make sure that 
the system is the right one. There is a good tutor on the 
Boehm System by Frank and Thurston (Boosey). 

THE BASSOON 

This is a double-reed instrument of the oboe family. 
The compass is : 
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The music is written in the bass and tenor clefs. The 
tube is so long that it is made in two sections which are 
united at the lower end. The reed is fixed to a curved 
metal tube. The tone is powerful and reedy. 

The bassoon's natural function is to provide the bass 
of the wood-wind group. It is also used as a solo instru­
ment, and as such it is capable of producing comic 
effects. That is why it used to be called " the clown of 
the orchestra." 

The double-bassoon is a large and ponderous instru­
ment with a heavy and obtrusive tone. Its music is 
written an octave higher than it sounds. 

Adkins' Complete Modern Bassoon Tutor (Boosey) 
may be recommended. 

BRASS INSTRUMENTS 
The French Horn in F is a coiled tube about 12 feet 

long, narrow at one end and expanding into a large bell 
at the other. A funnel-shaped mouthpiece is inserted into 
the narrow end. The pistons and additional pieces of 
tubing have already been described, and there is also a 
pair of slides by which slight adjustments of pitch may 
be made. 

The music is written in the treble or bass clefs, a 
perfect fifth above the real sounds. The written com­
pass is: 

C 
-& 
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Sometimes, in order to get a certain quality of tone, 
the hand is inserted into the bell, and the notes so 
produced are said to be " stopped." A mute placed in 
the bell gives a somewhat similar effect. 

The normal tone may be mellow or brassy, according 
to the action of the player's lips. Tone production 
requires great skill as the player must " feel " the notes 
before he can produce them, and until he can do this 
instinctively he will often find himself "wobbling" off 
the note. 

Before the application of valves to horns and trum­
pets, it was only possible to play the notes of the har­
monic series, so that the player had a very limited 
number of notes at his disposal. To overcome this 
difficulty the natural horns and. trumpets were provided 
with a number of crooks-pieces of tubing of various 
sizes which could be changed according to the key of the 
music. To allow the player to change from one crook to 
another without difficulty, the composer "transposed" 
his horn and trumpet parts, so that they sounded higher 
or lower than the actual written notes. The composer of 
to-day invariably writes for the horn in F, and the 
modem player usually prefers to keep to this one crook. 
This means that when playing the music of the older 
composers, in which the horns are crooked in other 
keys, the player himself must make the necessary trans­
position. If, for example, a horn part written for the 
E flat crook is played on the F crook, the player must 
read the part a tone lower than he would if he were using 
the E flat crook. Similarly a trumpet player, reading 
music crooked in keys other than B flat or A, must make 
a mental transposition. 

The modem trumpet may be put into either B flat 
or A, by adding one of two short shanks or (in some 
modern instruments) by a small tuning tap, or lever, 
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which automatically includes or shuts off an additional 
piece of tubing. The written range is: 

C 

~ 
~ 

This on the B flat trumpet sounds a tone lower, and 
on the A trumpet a minor third lower (in this respect the 
trumpet is like the clarinet). , 

The comet in B flat, or A, has the same compass as 
the trumpet and is similar in appearance, but shorter 
and tubbier. It is more used in military and brass bands 
than in the orchestra. 

Both the trumpet and comet use a cup-shaped 
mouthpiece, but the cornet mouthpiece is deeper than 
that of the trumpet. Cornet technique is much easier to 
acquire than trumpet technique, because the cornet 
"speaks" more easily, and the notes can be produced 
Mth greater certainty. Comet tone is more mellow and 
less brassy than trumpet tone. Double- and triple­
tonguing is possible on botl! instruments. 

Two kinds of trombones are used in the orchestra. 
The tenor trombone in B flat is written in the tenor and 
bass clefs. 

The bass trombone in G is written in the bass 
clef. The compass is : 

B~ 
Tenor I,.;.; Bass 

1B - :J· 
~-

-& ~ 
E 

G 
~ 

Owing to the slide action, a true legato is not 
possible. The mouthpiece is usually cup-shaped, and is 
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held to the player's lips by the left hand, which also 
supports the instrument. The slide is controlled by the 
right hand, either by a wrist or an arm movement. The 
bass trombone slide is so long that a jointed handle is 
fitted to allow it to be fully extended. 

The tuba in Fis a heavy brass instrument with four 
valves, similar in appearance to the big brass basses 
which are often seen in military bands. 

There is an excellent series of tutors for brass 
instruments by Adkins (Boosey), which includes the 
French horn, trumpet, cornet, tenor trombone, and bass 
trombone. 

WHY NOT THE HARP ? 
The harp, perhaps the most beautiful of all instru­

ments, is now sadly neglected. In Victorian days, a harp 
was often to be found in the drawing-room of a mansion 
(though it was not-always played upon), but nowadays 
very few amateurs take it up. This is to be regretted, for 
the harp should be heard more often. It is equally 
effective as a solo instrument, as an accompaniment to 
vocal or instrumental music, or in the orchestra. 

Unfortunately, lessons from an experienced harpist 
are essential if real progress is to be made, and good 
teachers are not often to be found. The beginner would 
find a knowledge of the piano, and of the rules of har­
mony, valuable assets. 

The compass of the modern harp is : 

~ 
~ii 

ci. 

G, 

b~ 
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Music for the harp is written on two staves, exactly 
like piano music. 

The general appearance is doubtless familiar: an 
open frame with an upright pillar, gracefully curved neck, 
and a soundboard nearest to the player, between which 
the strings are stretched. Below the soundboard is the 
pedal-box, with seven pedals. Each pedal may be 
depressed into one of two notches cut in the pedal-box. 

There are seven strings to each octave, and each 
pedal affects all the strings of the same letter name in 
each octave. One pedal, for instance, raises all the C flat 
strings either to C natural or C sharp, according to the 
notch into which the pedal is depressed. 

Once the strings are set by means of the pedals, 
brilliant runs and arpeggio passages may easily be 
played, but anything of a chromatic character is unsuited 
to harp technique and may, indeed, be ahnost impossible 
to play. 

The harpist uses only the thumb and first three 
fingers of each hand ; the little fingers remain idle. Five 
note chords are therefore impossible. In playing chords, 
the harpist always "spreads" the notes slightly. 

A beautiful effect may be obtained by touching a 
string lightly at the half-way point with the lower part 
of the hand, while plucking the top half of the string 
with the finger. This produces a clear bell-like harmonic, 
an octave above the natural note. 

Boscha's Standard Tutor for the Harp or Zamara's 
School for the Harp (Cranz) may be recommended to the 
beginner. 



CHAPTER VIII 

THE ORGAN FAMILY 

The Church Organ 
Church organs vary considerably in size and detail, 

so that any description must necessarily apply to one 
particular instrument. The organ, an average Three 
Manual organ of moderate size, will be described from the 
point of view of the player as he sits on the organ stool. 

In front of him the three manuals (or keyboards) 
rise one above the other. The middle, the most impor~ 
tant, manual is called the Great Organ. The highest 
manual is called the Swell Organ, and the pipes belonging 
to it are enclosed in a box with movable shutters. By 
means of a pedal controlled by the player's feet (called 
the Swell Pedal), these shutters may be gradually 
opened or closed, so producing an increase or diminution 
in the volume of sound. The lowest manual is called the 
Choir Organ. 

On each side of the manuals arf rows of wooden 
"stop-handles," which may be pulled out or pushed in. 
Each stop-handle controls a "stop," that is, a row of 
pipes of different pitch, all producing the same kind of 
tone-colour. Each stop-handle bears the name of the 
stop which it controls, and also a numeral which indicates 
the length, in feet, of the longest pipe belonging to that 
stop. The pipes of a stop marked eight feet will sound at 
the same pitch as the corresponding notes on the piano. 
The pipes of a stop marked four feet, or two feet, will 
sound one or two octaves higher. The pipes of a stop 
marked sixteen feet will sowid an octave below normal 
pitch. 

Each manual has its own set of pipes, and is there­
fore independent of the other manuals. 
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Beneath the player's feet is a wooden keyboard 
called the Pedal Organ, which also has its own set of 
stops. 

Above the pedal-board is a row of special pedals 
called "combination pedals." By pressing these, certain 
fixed combinations of stops may be brought into use 
without raising the hands from the keys. · The same 
result may be brought about by pressing a series of 
pistons which are placed in rows between the manuals. 

Several of the stop-handles are marked "coupler," 
and may be used to connect two of the manuals, so that 
by pressing down a key on one manual \he corresponding 
key on the other manual is depressed. The pedal organ 
may also be coupled to any of the manuals, and there is 
another coupler which causes notes an octave above to 
sound with the notes played. 

The selection of the most suitable stops is called 
" registering." 

The compass of the organ manuals is five octaves, 
starting from the C on the second leger line below the 
bass stave ; and of the pedal-organ two-and-a-half 
octaves, starting from the same note. 

The average three manual organ will contain about 
thirty-six stops and couplers, allocated as follows : 

Swell organ : ten stops 
Great organ : ten stops 
Choir organ: five stops 
Pedal organ : five stops 
Couplers : six stops 

The stop-handles for the swell organ, the couplers, 
and the pedal organ will be on the player's left, and those 
for the great and choir organs on the player's right. 

The tone of certain stops may be given a throbbing 
quality by the use of a device called the "tremulant," 
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which is set in motion by the hand or the foot, and which 
should be used with discretion. 

The organ stops are divided into several groups 
which may be classified as follows: 

DIAPASON STOPS 
The foundation tone of the organ. The most usual 

stops are Open Diapason (8 feet), Stopped Diapason 
(8 feet), Double Diapason (16 feet), Principal (4 feet), 
Fifteenth (2 feet), Bourdon (16 feet, pedal stop), Voix 
Celeste (8 feet), Dulciana (8 feet), Sub-Bourdon (16 feet), 
and Gerdact (8 feet}. 

STRING STOPS 
Resembling the tone of string instruments. The 

most usual are Gamba (8 feet), Violone (8 feet), Violon­
cello (8 feet, pedal stop), Echo Gamba (8 feet), Geigen 
(8 feet). 
REED STOPS 

Resembling the tone of the orchestral instruments 
after which they are named. The most usual are 
Clarinet (8 feet), Oboe (8 feet), Trumpet (8 feet), 
Cornopean, or Horn (8 feet), Vox Humana (8 feet), and 
Trombone (16 feet, pedal stop). 

FLUTE STOPS 
Resembling the tone of a flute. The most usual are 

Suabe Flute (4 feet), Harmonic Flute (4 feet), Piccolo 
(2 feet), Claribel (8 feet), and Bass Flute (8 feet, pedal 
stop). 
MIXTURE STOP 

A stop that has two, three, or four pipes to each 
manual key. 

TWELFTH STOP 
A stop of 2f feet sounding a twelfth above the notes 

played. 

.., 
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The 8 feet stops are the most useful on each of the 
manuals. The Mixture and Twelfth Stops are always 
used in conjunction with 8, 4, or 2 feet stops, to which 
they add new tone-colour. The "Voix Celeste" has two 
pipes to each note, one tuned a little sharper than the 
other. It is always used with some other stop, such as 
the" Echo Gamba," to which it adds a wavy, mysterious 
quality. The "Vox Humana" is supposed to imitate 
the human voice, although the imitation is not particu­
larly accurate. It is usually drawn in conjunction with 
the "Tremolo" stop, 

The fundamental difference between organ and 
piano technique has already been discussed in chapter II. 

The organist may play with both hands on the same 
manual, or with each hand on a different manual. The 
art of organ registration is acquired by experience, and 
by carefully listening to the effect of different combina­
tions of stops. No description of the tone-quality of the 
stops can take the place of an aural demonstration. A 
balance must be achieved between the Pedal Organ and 
the manuals by drawing appropriate stops on each. 

The 8 feet tone should be the basis of organ tone­
colour, and should be used for accompanying a solo stop. 
The pedals should be coupled to the manuals on which 
the accompaniment is being played. 

The effect of a crescendo, or more accurately, of the 
building up of tone, may be produced by gradually 
adding suitable stops to a soft 8 feet foundation tone. 
The opposite effect may be produced by taking away the 
stops one by one. 

Single stops, or stops of one family (Diapason, Flute, 
String or Reed) should mostly be used, as the frequent 
mixing of different stops soon becomes irritating. On 
small organs with few stops, variety of tone-colour may be 
obtained by playing from time to time on 16 or 4 feet stops. 
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The pedal organ has long and short keys, which 
may be compared to the black and white manual keys. 
The keys are played with the toe or heel, and are pressed 
down, not struck, by the movement of the ankle. In 
scale passages, one foot is often passed behind the other. 

Organ music is written on three staves, the top and 
middle staves (treble and bass clefs) for the manuals, and 
the bottom stave (bass clef) for the pedals. 

No instrument, except the piano, has a more varied 
repertory than the organ. In particular, the organ works 
of Bach and Handel, and the more recent organ sonatas 
of Rheinberger and Max Reger may be mentioned. 

The beginner should get Twentyjour Organ Lessons, 
by Herbert Botting (Paxton). This book also contains 
suggestions for simple pieces which may be studied at the 
same time as the lessons. 

The Harmonium 

The Harmonium was first introduced in 1840, and 
the name was originated by Alexandre Debain, who, if he 
did not actually invent the instrument, at any rate 
improved it considerably. 

The sound is produced by the pressure of air on thin 
metal tongues known as "free reeds," because they do 
not completely close the aperture in which they vibrate. 

The compass is the same as the manual compass of 
the organ (five octaves), and the music is written on two 
staves like piano music. 

The harmonium usually has a row of ten stop­
handles, of which eight bear a number, and two are 
left blank. Each of the numbered handles acts on a 
different set of reeds. Those on the left of the keyboard, 
numbered 4, 3, 2, 1, control the bass stops, and affect 
only the lower half of the instrument up to, and including, 
E on the first line of the treble stave. The stop-handles 
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on the right of the keyboard, numbered 1, 2, 3, 4, control 
the treble stops, and affect only the upper half of the 
instrument, starting from F on the first space of the 
stave. 

The usual stops are as follows : 
Bass 

1.-Cor Anglais 8 feet pitch 
2.-Bourdon 16 feet pitch 
3.-Clarion 4 feet pitch 
4.-Bassoon 8 feet pitch 

Treble 
Flute 
Clarinette 
Fifre 
Hautbois 

8 feet pitch 
16 feet pitch 
4 feet pitch 
8 feet pitch 

The two blank stop-handles are usually placed in the 
centre. The one on the right is the "Grand Jeu": the 
one on the left the "Expression Stop." 

The Grand J eu brings all the stops into action at 
once, so that the full power of the instrument is heard. 
To rmderstand the use of the Expression Stop it is first 
necessary to describe the manner of blowing. 

Two treadles are provided for the feet, which are 
moved alternately, one rising while the other' is being 
depressed. The treadles feed the bellows, and the wind 
created is stored in a reservoir which must be kept 
regularly supplied with air. When the Expression Stop 
is used, this reservoir is cut off, allowing the air to act 
directly on the reeds. Thus the tone may be increased or 
decreased by blowing more or less strongly, and many 
fine shades of expression obtained. 

In addition to the stops there are two octave­
couplers similar to those on the organ. The Treble 
Coupler (also called the Octave) causes notes an octave 
above to sormd with the notes played. The Bass Coupler, 
or Octave, does the same with notes an octave below 
those played. There is also a Tremolo device which, like 
the tremolo stop on the organ, should be used with great 
care. 
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Below the keyboard are two wooden flaps called 
"Knee Swells," which are pressed outwards by the 
knees. The one on the right produces a crescendo or 
diminuendo: the one on th~ left gradually brings all the 
stops into play, cancelling them as it is released. By using 
both knee swells, the loudest tone possible may be 
produced. 

The treadles must be worked evenly by the feet, and 
sufficient air, but no more, provided. When all the stop­
handles are drawn, the treadling will have to be more 
rapid than when only one or two soft stops are used. 
Skilful blowing is especially necessary when the expres­
sion stop is used. 

The American Organ 
The technique is similar to that of the harmonium, 

with one or two exceptions. The smaller instruments 
have only six stops, the stop-handles bearing names and 
figures showing the length of the stops in feet. The usual 
stops are: 

Viola 
Diapason 
Bourdon 

Bass 

.. 
4 feet 
8 feet 

16 feet 

There is no expression stop. 

Treble 
Flute . . 4 feet 
Melodia . . 8 feet 
Clarinet . . 16 feet 

Some of the largest American Organs have two or 
more manuals and a pedal-board, the technique . being 
similar to that of the Church Organ. 

A good book for the beginner, containing scales, 
exercises and simple pieces, is How to Play the Harmonium 
or American Organ, by Orlando A. Mansfield (Paxton). 

The Cinema Organ 
One of the chief differences between church and 
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cinema organ-playing is that the church organist, except 
when he is playing hymns, usually uses three-stave music, 
which he plays much as it is written. The cinema 
organist, on the contrary, rarely uses three-stave music, 
but plays instead from ordinary piano music, or from 
orchestral piano copies. He is therefore obliged to 
arrange nearly all the music he plays as he goes along, 
adding a part for the pedals, and working out the 
registration. 

The cinema organ is played from a "console," 
which contains the keyboard and stop apparatus, and 
which may be placed at some distance from the pipes. 
The ·entire organ is usually enclosed within swell boxes, 
and all the stops are interchangeable and can be played 
from any keyboard. "Couplers" are dispensed with. 

The keyboards have a system of "double-touch." 
A key, if pressed part of the way down, will produce, say, 
a string tone, and if fully depressed, a reed tone: so that 
it is possible to play a solo with accompaniment upon the 
same keyboard. 

Instead of draw-stops, a system of "stop-keys" is 
arranged in front of the player, usually in semi-circular 
form. The stop-keys, which are electrically controlled, 
have a double action. When one is depressed, the particu­
lar stop is brought into use, and all other stops on the 
same manual are cancelled. 

Apart from stops similar to those found on church 
organs, the cinema organ has various" effects," including 
chimes, glockenspiel, xylophone, drums, cymbals, castag­
nets, sleigh bells, and sometimes a piano action which is 
played from one of the manuals. 

The technique of church and cinema organ-playing 
is similar in many respects, and the church organist who 
has mastered his instrument will not find it difficult to 
adapt himself to the cinema organ. 



CHAPTER IX 

PRACTICAL SINGING 

Your Voice and how to use it 

You may have read the verse about the centipede. 
He was perfectly happy until one day the toad, in fun, 
asked him "When you run, which leg comes after 
which? " This so upset the poor centipede that he lay 
helpless in a ditch, trying to find the answer. 

Some singers are like that. They read books on the 
anatomy of the vocal organs ; they discover that they 
have a larynx, an epiglottis, a diaphragm, and a pair of 
vocal cords. They are shown pictures of the ribs, and 
the lungs, and the Crico-Arytenoid muscles. The only 
thing they are not taught, in fact, is to sing. They are so 
busy with physiology that they have no time to listen to 
the sounds which they are producing. 

Singing is, or should be, a natural process. Some of 
us are born with voices which, in the course of years, 
develop into instruments of beauty and power, without 
any ordered training or study. Others have vocal gifts 
which may lie latent until they are shown how to use 
them. But whether the voice is natural or cultivated the 
great thing is that it shall appear to be natural. Many an 
untrained and imperfect voice has greater appeal than 
the most efficiently trained one, because we feel the first 
voice to be sincere, and the second artificial. 

For centuries voice training has abounded in weird 
and wonderful theories, in methods that have been 
exalted by some and decried by others. Many useful 
discoveries have been made, but one fact has too often 
been overlooked ; the key to voice training lies in the 
mind of the singer. For the greatest attribute of the 
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singer is the ability to pa~s judgment on his own voice. 
We all know people with ugly speaking voices, 

voices so harsh and discordant that they jangle in our 
ears like cracked bells. And we know other voices which 
are soft and mellow; that soothe us and play upon our 
emotions. The difference lies not in the fact that one set 
of vocal organs is superior to the other, or that one 
speaker's voice has been trained and perfected, while the 
other speaker has received no training; it is simply that 
the ugly speaker does not know how to listen to his own 
v01ce. 

The first thing you must learn, then, is to judge your 
own voice. Once you have mastered the art of critical 
listening, you will be well on the way to perfecting your 
voice. 

Developing your Voice 

Voices which are naturally perfect and require no 
training are comparatively rare. The technical equip­
ment of a singer may be considered under two main 
headings ; the ability to produce a full and beautiful 
tone, and the ability to pronounce words distinctly 
and correctly. We shall consider tone production first 
of all. 

The voice is the only natural musical instrument in 
existence, but it is built upon similar principles as that 
part of an organ known as a reed-pipe. Both voice and 
reed-pipe have an apparatus for wind-supply ; the lungs 
supply the voice, and the wind chest supplies the reed­
pipe. The reed-pipe has a strip of metal called a " reed," 
which produces sound when it is made to vibrate ; the 
voice has two tiny elastic strips of cartilage, each about 
half an inch long, known as" vocal cords," which act as 
sowid-producing reeds when breath is passed between 
them. The sowid produced by thE> reed of the reed-pipe, 
B 
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or by the vocal cords of the voice, may amount to little 
more than a feeble squeak; the pipe itself, and the 
mouth and nasal cavities, act as resonators, developing 
the squeak into a full and vibrant tone. 

The vocal cords act automatically, and no conscious 
effort is needed to adjust them. The singer has only to 
imagine a particular note, and the vocal cords, by a 
process which nobody has yet been able to explain, 
immediately assume the correct tension. It is easy, of 
course, to imagine a wrong note, or one which is out 
of tune, especially if sufficient attention has not been 
paid to training the ear. But apart from this considera­
tion, the singer need not worry about the action of 
the vocal cords, so long as he realizes that they must 
be allow~d to vibrate freely and easily, and that they 
must not be strained by forcing the voice. 

The breathing and resonating apparatuses do not, 
unfortunately, function entirely automatically, and the 
singer must give thought to them if he is to produce the 
right quality of tone. 

It has been said that the mouth and nasal cavities 
act as resonators to the voice. It follows, then, that the 
quality of tone is conditioned by the shape of the mouth, 
and that the shape of the mouth depends upon the 
position of the lips, the tongue, the soft palate (the soft, 
fleshy substance which forms the back part of the roof of 
the mouth), and the lower jaw. 

These movable parts of the mouth and throat 
assume different positions when different vowels are 
sung. Sing" ah "in front of a mirror, softly and with the 
mouth fairly wide open, and watch the position of the 
tongue and soft palate. The tongue will lie flat, the soft 
palate will be raised, and the tone will be round and full. 
Now try to sing" ee," keeping the mouth and the throat 
in exactly the same position. You will find it practically 
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impossible to prevent the lips from coming closer 
together. 

When you sing " ee," the tone will probably be thin 
and reedy, and not at all like the full, round tone of 
" ah." But suppose you are singing a word which con­
tains both these vowels. It clearly will not do if the " ee " 
is thin, and the "ah" is fat. Your problem, then, is to 
equalize the tone of the vowels, so that each is satisfying, 
and all are well balanced. 

How may this equality of tone be obtained? First 
of all, it must be repeated that the ear is the ultimate 
judge of tone, for the simple reason that you cannot, 
except when you are practising in front of a mirror, see 
what your throat is doing while you are singing. But 
different kinds of tone produce different physical sensa­
tions, and if these sensations are memorized they will 
assist the ear in the selection of good tone. 

The reason why the " ee " tone sounded thin and 
reedy was probably because part of the breath was 
allowed to escape through the vocal cords, without being 
converted into tone. The cure for this is a simple one. 
Close the lips, place the tip of the tongue against the roof 
of the mouth, and hum softly on a medium note (say G 
above middle C). Do this once or twice until you are able 
to produce a rich, resonant tone, and make a careful 
mental note of the sensation produced (a sort of buzzing 
around the nose and upper teeth). Then, keeping the 
sensation in mind, change the hum to " ee." You will 
find that the " ee " will now be rich and full. 

We have seen that various parts of the mouth and 
throat act as resonators, and the sensation of so directing 
the vocalized breath that it strikes against a particular 
resonator is called " placing " the voice. Thus, the voice 
may be directed forward, or backward, or to the middle. 
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If " ah " is sung, followed by " oo," the sensation 
experienced will be of the tone leaping forward from the 
back of the throat to the lips. 

Forward tone, such as that produced when placing 
an " m " or an " n " before a vowel, is the most useful 
tone for the beginner to practise, because the untrained 
voice has a natural tendency to become throaty. You 
are recommended to practise the humming exercise with 
each vowel in turn, until you are able to sing the vowels 
in succession with exact equality of tone. When, but 
only when, forward production has been mastered, you 
will find that you can add richness and colour to the 
voice by placing it a little farther back, midway between 
the soft palate and the teeth. 

If you sing a scale on, say, "ay," you will probably 
find that one or two notes are unequal in tone, and are 
liable to crack or break. The best way to overcome this 
inequality is to practise the scale with soft, round tone, 
concentrating on keeping the throat absolutely free. You 
will soon feel if it is tightening up. 

The range of the voice may be extended upwards or 
downwards by the practice of scales and special exercises, 
but do not be in too much of a hurry to increase it. For 
the first few months you should be content with a range 
of about an octave and a half (you may even start with 
an octave, or less), and as you make progress, you can 
add a note or two at a time, at each end of the voice. If 
you are a soprano, for instance, you might start practising 
from about D (the note above middle C), up to about G 
(an octave and three notes above D). This is only a 
generalization, for the development of the voice is such 
an individual matter that few definite rules can be given. 
The deciding factor must always be whether or not the 
notes can be produced naturally, and without effort. ' 
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Classlflcatlon of Voices 
No two singers have vocal organs which are exactly 

alike, and no two voices have exactly the same range and 
sonority of tone. But a general classification of voices 
has come into existence in which there are four main 
divisions: Soprano, Contralto, Tenor, and Bass. These 
are subdivided into Mezzo-Soprano, and Baritone. In 
classifying voices, both the compass and the vocal 
quality has to be considered. 

Female voices are classified as: 

Soprano 
This is the highest voice of all and is divided into 

three classes : 
(1) Dramatic Soprano, a powerful voice, especially 

suited to the performance of " declamatory " music, that 
is, music which depicts anger, excitement, rapture, or 
other strong emotions. 

(2) Lyric Soprano, a lighter voice which is more 
agile than the dramatic soprano. This is the most usual 
form of soprano voice. 

(3) Coloratura Soprano, a voice with a bright, 
penetrating, flute-like quality, a high range, and an 
ability to sing quick passages with great agility, and to 
perform many kinds of vocal acrobatics. 

The compass of the average soprano voice is from 
middle C to the C two octaves above, but in exceptional 
voices this compass may be extended by several notes, 
either upwards or downwards. 

Mezzo-Soprano 

This voice combines the brightness of the soprano 
with the richness of the contralto, and has a full, mellow 
tone, which is also very flexible. The average compass is 
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from the B flat below middle C, upwards for about two 
octaves. The mezzo-soprano is the commonest of female 
voices. 

Contralto 

The true contralto voice is rare; it has a rich, heavy 
quality, and though it is less flexible than the higher 
voices, it is capable of greater expression. The compass 
is usually slightly less than two octaves, starting from the 
G below middle C. 

Male voices are classified as : 
Tenor 

The highest male voice, which is divided into two 
classes: 

(1) Light, or Lyric Tenor, a brilliant, flexible voice, 
the male counterpart of the lyric soprano. 

(2) Heavy, or Robust Tenor, a full, vigorous voice, 
corresponding to the dramatic soprano. 

The average tenor voice has a compass of about an 
octave and a half, starting from the E below middle C. 
The lower notes are usually poor and weak, compared 
with those of a baritone. 

.... 
Baritone 

The commonest variety of male voice, midway 
between the tenor aud the bass. It is more flexible than 
the bass, and deeper than the tenor. There are Light and 
Heavy Baritones, the light voice using more of a tenor 
quality than the heavy one. 

Bass 

The bass is the deepest male voice, and is divided 
into two classes: 

(I) Basso Cantante, or Lyric Bass, sometimes called 
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Bass-Baritone; it has qualities similar to those of the 
other lyric voices. 

(2) Basso Profundo, or Deep Bass, the most power­
ful voice with the lowest range. 

The average compass starts two or three notes 
below that of the baritone, and extends for about an 
octave and a half. 

During childhood, boys and girls have much the 
same voices. At puberty the boy's vocal chords rapidly 
lengthen, and after a period during which the voice is 
said to be "breaking" it settles an octave or so lower 
than before. The girl's voice also alters a good deal, but 
the change is more gradual and less noticeable. It is now 
generally accepted that boys and girls who have been 
singing from an early age may continue to do so, in a 
quiet way, during adolescence; but it is usually inad­
visable to begin serious training before the age of seven­
teen or eighteen. 

It has been said that the classification of voices is 
conditioned not only by the compass but also by the 
quality. This means that although a singer may have the 
compass of a tenor voice, he cannot be considered a tenor 
if his voice is not of tenor quality. It is not unknown for 
the quality of the voice to change completely during its 
development, and because of this several well-known 
singers have started their professional careers as tenors 
and then changed to baritones, and vice versa. 

Music for female voices is always written in the 
treble clef, but either the treble or the bass clef may be 
used for male voices. The tenor, baritone, or bass should, 
therefore, have a knowledge of both clefs. When the 
treble clef is used, the notes are always written an octave 
higher than they actually sound, which makes them 
easier to read. 
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How to Sing Words 

Song is really a combination of two arts, music and 
poetry. Ideally, each should be the complement of the 
other, but however skilfully the composer may blend 
them together, the ultimate responsibility for keeping 
them in this state of wedded bliss falls on the performer. 
He, too often, neglects to fulfil his trust, with the result 
that the wot1s are sacrificed to the music, and the song 
loses its meaning. 

It should be E alised that most Englishmen speak 
very badly. This s largely due to laziness, since good 
speech demands s< e conscious effort, and considerable 
movement of the bps and mouth. If we are not prepared 
to make this effort our speech becomes dull, almost 
without inflexion, and often very indistinct. When we 
want to say "thank you" we make a sound like 
"queue," and when we want to say" goodbye" we make 
do with "bye." Is it any wonder, then, that when we 
try to sing nobody can understand what we are saying? 

In singing, the vowel sounds are often sustained 
considerably longer than in speech, and the first thing to 
be learnt, therefore, is to pronounce them correctly. The 
pure sounds of the vowels should never be sacrificed on 
the grounds of expediency ; how often do we hear a 
singer pronounce "love" as "lawve," simply to facili­
tate tone production. 

Some of the vowel sounds require special attention. 
00 as in two, AH as in jar, A as in play, and E as in me, 
should be practised until the pronunciation is perfect. 
00 and 0 should be formed with the lips only, and the 
back of the throat should not be expanded. 

The diphthongs, in which two vowel sounds are 
made into one, also need care. 01 as in joy, for instance, 
is formed from AW and I (as in it). I as in lie, is formed 
from AH and I (asin it). When these diphthongs are swig, 
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the first vowel sound must be sustained, and the second 
made as short as possible. In this way the common error 
of pronouncing light as lah-eet, and joy as joy-ee, may be 
avoided. 

The general indistinctness of speech in song is 
frequently caused by failure to articulate the conson­
ants distinctly. "Light and love" is often pronounced 
"ligh tan love." In correcting these errors, care must 
be taken not to go to the other extreme and sing 
"Lighter ander lover." A compromise may be effected 
by pronouncing the final consonant of each word in a 
whisper, so that it is audible without being obtrusive. 

Consonants such as P and B, and D and J, are often 
confused ; thus we get " bowerful " for " powerful," and 
"dew" for "jew." It is important to know how these 
consonants should be produced. P and B are both 
formed by starting with closed lips ; P is more explosive 
than B, and needs to be articulated more crisply. T and 
D are formed with the tip of the tongue. J and Z are 
articulated with the middle of the tongue. R should be 
trilled (rolled) by the tongue, except when it comes at 
the end of a word. Consonants such as B, G, and Dare 
often wrongly preceded by a kind of buzzing sound : 
Urbee, Urgee, Urdee. S and X require special care to 
avoid hissing them. 

Some useful exercises for the practice of consonants 
and vowels will be found at the end of the chapter. 

The Art of Breathing 

The voice, being a wind instrument, must be 
properly supplied with breath. 

The first thing you must learn about breathing is 
that many people control the breath naturally well, and 
that they should not concern themselves with methods 
of breathing, or try to practise elaborate exercises. If you 
it• 
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have learned to walk, you will not gain much by studying 
the anatomy of the human leg. And if you do not walk 
as easily or as gracefully as you would wish to, a little 
thought and a simple exercise or two will do you more 
good than all the books on anatomy in the world. If you 
find difficulty in breathing easily and naturally, you will 
quickly discover this when you start to sing. 

Breathing consists of two acts ; breathing in and 
breathing out. In singing, sounds have often to be 
sustained longer than in speech, so that it is necessary to 
breathe more deeply. The difficulty of breathing is not 
so much in taking in a sufficient quantity of breath, as in 
knowing how to use it after it has been taken in. The 
breath is the motive power of the voice, and the singer 
has to learn not to waste it, but to transform it all into 
sound. 

The process of correct breathing will best be under­
stood if it is described in the simplest possible terms. 
When you breathe in, do so silently, slowly, and deeply, 
as if you were inhaling the fragrance of a beautiful rose. 
As you breathe, imagine that you are about to yawn, and 
your throat will assume the correct position (called an 
"open" throat). When you breathe out, imagine that 
you are sighing deeply. 

Remember that deep breathing is just an extension 
of ordinary breathing, and that it must be effortless, with 
not the slightest feeling of tension or rigidity. In singing, 
breath must be taken in through the mouth as well as the 
nose, for there is no other way of taking breath so 
quickly and silently. The shoulders should never be 
raised while the breath is being inhaled. 

Never think about your breathing when you are 
actually singing ; concentrate all your attention on the 
sounds which you are producing, and let your breath 
take care of itself. Should your breathing become cliffi-
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cult, inhale gently, and let out the breath with a slow 
sigh. Do this a few times, and the tension will disappear. 

Deep breathing, apart from its value in singing, 
tones and braces up the whole nervous system, and is one 
of the most effective remedies for nervousness. 

When you have learned how to take breath, you 
must learn ,when and where to take it. Many singers 
make the mistake of trying to sing as long as they can in 
one breath. with complete disregard for the phrasing of 
the music. You should never attempt to sing in one 
breath more than you can comfortably manage. And 
when you want to take a fresh breath, you should do so 
at a place where there is a slight pause in the words. Such 
a pause will usually be found to coincide with a punctua­
tion mark, but even if it does not, you should be able to 
decide from the sense of the words the proper place to 
take a breath. 

You need not, of course, wait until your breath is 
nearly exhausted before you take another breath. In a 
phrase like this : 

"How young, how fair, how beautiful I" 

the sense of the words is best conveyed by taking a 
breath at each comma. There will not be time for you 
to fill the lungs completely at each comma, so you should 
take what is known as a " half-breath," in which only a 
little breath is taken in. Sometimes it is necessary to 
snatch as quick a breath as possible in the middle of a 
long phrase, such as a Handelian run which is vocalised 
on a vowel sound; here the breath must be taken 
where it interferes least with the musical phrasing. 

Personality in Solo Singing 

A perfectly trained voice, and the ability to pro­
nounce words clearly and accurately. does not always 
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make a fine singer ; before a singer can merit such a 
description he must add to these attributes that subtle, 
indefinable thing-personality. 

Personality is really a kind of persuasion; the 
accomplished singer by singing a song in a certain way 
persuades his audience to like it. The singer with 
personality, like a good salesman, knows all the tricks of 
the trade, and by presenting his goods in the most 
attractive way, is able to sell them to his audience. 

The old singing masters used to spend hours a week 
teaching their pupils deportment ; how to walk on to a 
stage, how to acknowledge applause, and how to beguile 
the audience with a smile. But when broadcasting was 
invented the singer, now invisible to his audience, could 
no longer rely on deportment to help him; and the only 
way in which he could reach his unseen listeners was by 
infusing his personality into his song. 

Whether you are singing before a live audience or 
before a live microphone, you must remember that it is 
impossible to make your audience feel what you do not 
feel yourself. And though a singer who is known to be a 
great artist may sometimes be forgiven for displaying 
affectation, or even insincerity on occasions, any lesser 
person will hardly be excused. 

In order to give a sincere interpretation of a song, 
you must first understand it. It is not at all unusual to 
find that a singer who has been studying a song for some 
weeks does not even know the meaning of the words. It 
is obvious that until you appreciate the significance and 
the beauty of the words and music, you will not be able 
to convey these things to an audience. 

When you are studying the words of a new song, 
read them through a few times, until you have grasped 
their meaning and the spirit in which they were written. 
Then go through them again, looking out for the subtler 
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points which you probably missed in the first few read­
ings. Decide which syllables and words should be 
emphasized and which passed over lightly, and whether 
any of the vowels should be lingered over, even ever so 
slightly, so as to convey the meaning of the words a little 
more clearly. 

Consider the following line : 

"A little shiv'ring bird that sings upon a tree." 

A good artist would make his audience see and feel 
the shivering of the bird, by the gentlest pressure, and by 
lingering for a fraction of a second, upon the word 
"shiv'ring." A little more emphasis, a longer pause, and 
the effect would be ruined. 

Such subtleties and fine shades of expression are only 
to be acquired by practice and experience, and if they do 
not come as quickly as you would wish, do not lose heart. 
Try to create something out of each song that you study, 
saturate yourself in the words and the music, learn all you 
can from the great artists, and you will soon find that 
your singing is being vitalized and enriched by the gain 
of personality. 

Choral Singing 

Choral singing, whether in a church choir or in a 
choral society, is excellent practice for the solo singer. He 
gains confidence from hearing other people's voices 
around him, and given a good choirmaster or conductor, 
he will learn a great deal about interpretation, and music 
in general. 

Choral singing is easier than solo singing, so far as 
technique is concerned, but the singer who wishes to be 
a useful member of a choir should devote some time to 
the study of sight-reading. 

The most important thing in choral singing is 
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unanimity of movement, which means that all the voices 
must attack or release a note, and swell or diminish the 
tone, exactly together. This unanimity must also be 
applied to words. Everyone must use the same vowe] 
sounds, and there must be agreement on the pronuncia­
tion of any difficult words. 

Choral music is usually written in four choral parts, 
(soprano, contralto, tenor, and bass), the mezzo-sopranos 
singing with the sopranos, and the baritones with the 
basses. These parts are sometimes subdivided, either 
temporarily or throughout the movement, into two parts. 
If the soprano part is divided, the sopranos sing the upper 
notes and the mezzo-sopranos the lower notes ; if the 
bass part is divided, the baritones sing the upper notes 
and the basses the lower notes. 

Choral music written for male voices only is usually 
in four parts, for first and second tenors, and first and 
second basses. There is also some charming music in two, 
three, and four parts, for female voices. 

When choral music is sung by voices alone, without 
the accompaniment of piano, organ, or orchestra, the 
balance of the voices becomes of supreme importance. 
Ideally, each section of the choir should be perfectly 
proportioned : in a choir of forty singers, for instance, 
there might be thirteen sopranos, eight contraltos, eight 
tenors, and eleven basses. But since contraltos and 
tenors are rarer than sopranos and basses, they will 
seldom be apportioned in this way, and there will 
probably be too many sopranos and too f~w contraltos 
and tenors. Good balance must then be obtained by 
grading the tone so that the weaker sections are not 
overwhelmed by the stronger sections. The standard of 
balance must always be the strength of the weakest part. 

Interest in choral singing has been greatly stimulated 
by the Competition Festivals which are held each year in 
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many parts of the country. These festivals provide small 
choirs with an incentive to study, and an opportunity of 
taking part, with other choirs, in performances of good 
music, under the direction of well-known professional 
conductors. The competitive element, too, is valuable. 
for it sets a standard of achievement which, though high, 
is reached by a great many amateur choirs. 

Some Useful Exercises 

(1) Here is an exercise in breath control and the 
production of pure vowel sounds. Practise each line of 
vowels separately. First speak the vowels in front of a 
mirror, so that you can watch the movement of the lips. 
Then sing them quite softly, taking a tiny breath before 
each note. 

~i J,"J'J'J'IJ' # - I '1-"--t' ... .. .. .,,-.-,-.. 
oo oh ab ay ee 
ab ay ee ay ab 

(2) These exercises are intended to be spoken. If 
they are practised conscientiously, they will help to 
produce a clear, crisp enunciation of the consonants. 

(1) Bert brought back best butter. 
(2) Please pay poor Peter promptly. 
(3) Dan drowned Dora's din. 
(4) Jean joined jolly Jack Jones. 
(5) Tiny Tim's tart tastes tart. 
(6) Fanny found five fine feathers. 
(7) Ladies like light lunches. 
(8) Charles chose cheap charms. 

DOUBLE CONSONANTS 

(1) Dick calls Stephen names. 
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(2) Horace sells splendid doughnuts. 
(3) Which church chimes sound? 
(4) Bright ties suit Tim. 

Further Study 

Exercises and scales will help to increase the range, 
flexibility, and general control of the voice, and you 
should practise them every day. Do not practise for 
more than ten minutes at a time in the early stages, and 
do not try to master the exercises too quickly. There is a 
book called Voice Placing and Training Exercises, by 
George Dodds (Oxford University Press), which contains 
a carefully graded series of progressive exercises, which 
you will find most helpful. There are two editions, one 
for sopranos and tenors, the other for contraltos and 
basses. 

When you are choosing your first solo, make sure 
that it is in a suitable key, and that the compass is not 
too wide for you. Here are a few songs which are not 
difficult to sing. Each is published in several different 
keys, and the compass is printed on the copy, so that you 
should have no difficulty in choosing the most suitable 
key. 

Melisande in the Wood 

Vale (Farewell) 

Son of Mine .. 

Life 

Two Litt/,e Words 

Lonely Star 

(Alma Goetz) 

(Kennedy Russell) 
(William Wallace) 

(Edward Nichol) 

(May H. Brahe) 

(King Palmer) 

CHAPTER X 

HOW TO PRACTISE 

We make music because we love it, so why should 
the practice and perfection of something we love become 
a drudgery. The truth is that practice is a pleasure only 
so long as it does not become a mechanical process. 
Nowadays life has so many distractions that concentra­
tion, especially in our leisure hours, is becoming more and 
more difficult. Often we try to do two things at once, and 
do neither of them well. We read a book in the train, and 
listen to the conversation of our fellow passengers at the 
same time. We write a letter while the radio is blaring. 
And we only half do each of these things. So it is little 
wonder that when we want to concentrate all our 
attention on something, we have to make a conscious 
effort. 

We sit down at the piano, or take up the violin, with 
every intention of putting in an hour's solid practice. We 
play a scale or two, and then start on some exercise or 
other. And suddenly our mind wanders; we look out of 
the window and see the neighbour's cat climbing over the 
fence, and wonder how the kittens are getting on, and 
then we remember a letter which we have forgotten to 
post, and decide that we have done enough practice for 
the day. 

The real difference between a great musical artist 
and an indifferent amateur is not that one has greater 
musical ability than the other ; it is simply that the 
artist knows how to develop his ability to the full, and 
the amateur does not. The old misquotation " Genius is 
an infinite capacity for taking pains" is trite but true. 

Practice which consists of the mechanical rattling off 
135 
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of scale :J and exercises is not merely a waste of time ; it is 
definitely harmful. Practice makes perfect, but aimless 
practice only develops and perfects the faults of the 
player. Repetition is valuable only if there is reason 
behind it. Every time you repeat anything ask yourself 
" What fault am I trying to overcome by this repeti­
tion?" 

There is one excellent way of developing concentra­
tion, and that is to read music at sight. It is almost 
impossible to read unfamiliar music i! ~ne attention is 
wandering. So be sure to include sight-reading in your 
practice. 

Learn to practise one thing at a time. Concentrate 
on each point of technique separately; if you are a 
pianist, on accuracy, fingering, pedalling, and phrasing: 
if you are a singer, on breathing, diction, resonance, 
interpretation; and so on. 

Practise in sections ; isolate the difficult passages 
and work at them one at a time. Try to spot the difficulty 
and to devise a remedy. Suppose, for example, that you 
are playing a scale passage, and you find that the third 
finger of your left hand is inclined to play its note a little 
before the other fingers, making the passage uneven. If 
you simply repeat the passage several times without 
thought, there will probably be no improvement at all ; 
the fault, in fact, is likely to be aggravated. But if when 
you practise the passage you deliberately pause on the 
offending note, so that instead of being too quick it is 
rather too slow, the fault will gradually be eliminated. 
You see the idea ? This principle of anthithesis may 
frequently be applied to faults and bad habits, with 
encouraging results. 

. Practise as regularly as you can. Try to put in some 
practice every day, even if only for ten minutes. If you 
can spare, say, an hour a day, you should divide it fairly 
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evenly between (1) scales and exercises; (2) solos; 
(3) sight-reading and ear-training. 

Do not be discouraged if you do not seem to be 
making sufficient progress. The strange thing about 
practising is that although improvement is gradual it 
does not always appear to be so; you may sometimes 
practise a passage for several days without making any 
perceptible progress, and then suddenly find that y'OU 
have mastered it. 

Never practise so long that you lose interest in what 
you are doing, and never practise when you are physically 
or mentally tired. Practice is, or should be, a step 
towards the greater enjoyment of music, so make it a 
pleasure in itself. 

Tralnln1 the Memory 

The development of a reliable musical memory is a 
necessity for the solo pianist, string player, or singer, who 
wishes to perform in public. Convention demands that 
he should play without music, although, curiously 
enough, the organist is seldom expected to play from 
memory, and a performer in an orchestra or string 
quartet is always allowed to have his music before him. 

The faculty for memorizing music varies greatly in 
the individual, and is not necessarily conditioned by 
musical ability. Some musicians find difficulty in 
remembering even the simplest piece, while others are 
capable of prodigious feats of memory. Tausig, one of the 
world's greatest pianists, was able to play from memory 
every piece of importance in the repertory of the piano. 

Memory implies two things : the capacity to retain 
knowledge, and the power to recall it. The accuracy with 
which we retain knowledge depends on how deeply it 
impresses us. The things we find easiest to remember are 
those which interest us the most. The association of 
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ideas also helps us to remember. Coleridge, in his 
Biographia Literaria, gives a good example of this. 
"Seeing," he says, "a mackerel, it may happen that I 
immediately think of gooseberries, because I, at one time, 
ate mackerel, with gooseberries as the sauce; the first 
syllable of the latter word being that which had co­
existed with the image of the bird so called, I may then 
think of a goose. In the next moment, the image of a 
swan may r!se before me, though I had never seen the 
two birds together." 

Because of this principle of association, facts which 
bear some relation to each other are more easily remem­
bered than those which are disconnected. It follows, 
then, that when we want to memorize a piece of music, 
we should try to determine the relationship between the 
parts of which it is made up. 

Memory for music depends upon three forms of 
perception ; visual, aural, and tactile. 

Some people are gifted with very great powers of 
visual perception, and are able to see a page of music, or 
even a page of a railway time-table, in their mind's eye, 
and to reproduce it with complete accuracy. This really 
amounts to mental photography, and is often accom­
plished without conscious effort. Others, who are less 
gifted, will find that music is easier to visualize if the 
shape is first concentrated upon, before dissecting it into 
sections. When the general shape has been memorized, 
the music should be carefully analysed. Points to look 
for are (1) the pattern of the melody, harmony, and 
fingering ; (2) whether any passages are repeated ; 
(3) which passages are based upon some familiar figure, 
such as a scale passage, or an arpeggio. 

Aural perception is the most important constituent 
of musical memory, and it may be developed by careful 
ear-training. The ear, like the eye, should be trained to 
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take in the general design of the music, as well as the 
details. 

Tactile perception means that the player is able to 
memorize the feel of the fingers as they play. Practice 
with closed eyes (advocated in the next section, as an aid 
to sight-reading) will help the player to feel his way 
about. The string player should notice which of his 
fingers are closer together than the others when playing 
a particular passage, and where any big stretches occur. 
The singer need not concern himself with tactile percep­
tion, but he should learn to memorize the sensations 
which he feels when he is producing the right kind of tone. 

Nervousness often makes memorizing difficult, and 
causes memory failure. Too much conscious effort some­
times has the effect of paralysing the memory; we have 
all tried to recall a word which is on the tip of our tongue, 
but somehow eludes us. It is often better to play or sing 
the music through, noting the various points, without 
trying to memorize it, .but repeating it at intervals. Many 
actors and actresses adopt this method when studying 
their parts. 

Memory failure, when it is caused through nervous­
ness, is usually due either to self-consciousness or to the 
knowledge that the music has been insufficiently pre­
pared. Most performers are self-conscious when they 
appear in public for the first time ; the cure is deep 
breathing before the performance, and concentration on 
the music, and not on the audience, during the perform­
ance. The cure for unpreparedness is an obvious one. 

Learning to Read at Sight 

The ability to read music at sight is all the more 
valuable because many amateur and professional per­
formers are bad sight-readers. Sight-reading is a natural 
gift to the extent that it presents little difficulty to some 
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people, even though they may be indifferent performers ; 
but those who are not so gifted should be encouraged to 
practise assiduously, for by doing so they will develop 
what ability they have to at least a useful standard of 
competence. 

The solo pianist, if he is a bad sight-reader, may not 
find that he is unduly handicapped, but the accompanist 
who cannot read at sight will be able to make very little 
progress. The string or wind player, when he plays in an 
orchestra, is frequently called upon to play at sight. 
Many singers are notoriously bad sight-readers, and learn 
their songs by banging out the notes with one finger on 
the piano, a method which is both inartistic and 
laborious. 

It may seem scarcely necessary to say that the first 
thing you must do on being given a piece of music to 
read at sight is to look at the key and time signatures. 
Yet it is astonishing how many people fail to do this, and 
find, to their confusion, that they have started the move­
ment in, say, E Major, when the key signature is E flat 
major, or that they are trying to play in a major in'stead 
of a minor key. 

A movement with a key signature of two sharps 
may, of course, be in D major or in B minor, and if you 
have any doubts it is best to look at the last bars of the 
movement, which will almost always provide the clue. 
If the movement ends in B minor, you may be pretty 
certain that it begins in the same key. 

The next point, which applies particularly to 
pianists and organists, and, to a lesser degree, to string 
and wind players, is that you cannot look at the music 
and your hands at the same time. You must, therefore, 
be able to find the notes easily and accurately, without 
having to glance at the fingers. It is good practice to 
close your eyes, name any note at random, and then try 
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to play it. You will probably find this difficult at first, 
but if you persevere you will soon make good progress. 

A special difficulty of the pianist is to find the notes 
of a chord without glancing at the keyboard. It may be 
overcome if the fingers are first placed correctly upon the 
keys, and the / eel of the chord memorised. The fingers 
should then be lifted from the keyboard, and the chord 
played with the eyes closed. Practice in finding notes on 
the keyboard of the piano, or on the fingerboard of a 
string instrument, is of great value even if music is not 
to be read at sight, for it enables the notes to be played 
with greater precision and confidence. 

The ear plays as important a part as the eye in sight­
reading, and it cannot be too highly trained. Practice in 
singing melodies and tapping rhythms is especially useful. 

When you are playing at sight, it is important that 
you should keep strictly to the time and rhythm of the 
music. If you do this, you will not be able to stop every 
time you make a mistake, but you should remember 
where the mistakes occur. When you have finished the 
movement, return to the difficult passages, and practise 
them separately until the faults have been overcome. 

You should be able to find plenty of material for 
sight-reading. Any unfamiliar piece will serve, but 
remember that it should not be too difficult, or contain 
any technical problems which are likely to distract your 
attention. What you must aim at is accuracy; however 
simple the music, however slow the time, get the notes 
and the rhythm right. And do not forget to watch the 
phrasing and expression marks, and to try to capture the 
mood in which the piece is written. 

The key signatures of the music should be varied as 
much as possible, so that you will be able to read in any 
key with equal facility. Even a few minutes a day 
devoted to sight-reading will pay rich dividends. 



CHAPTER XI 

LISTENING AND LEARNING 

Making the Most of Music 

When we read a fine passage of prose, such as 
Lytton Strachey's description of the passing of Queen 
Victoria, we do so with one of two purposes in view. We 
may read simply for enjoyment, for the pleasure of 
having the emotions agreeably aroused. Or we may read 
with a view to discovering where the strength and beauty 
of the passage lies, so that we, too, may learn to write 
good prose. 

We listen to music in exactly the same way, and if 
we want to turn our listening to good account, we must 
understand what we hear, and analyse such points as we 
are anxious to master. As musical performers we must 
have a measure for perfection, a yard-stick with which 
we can determine our progress. 

We shall find such a measure by listening to the 
performance of those artists who are acknowledged to be 
great. Nowadays we have plenty of opportunities, for 
even if we cannot go to concerts, we can still listen to the 
radio or the gramophone. We can, of course, learn more 
from concert-going, for by seeing the performer we can 
notice what he does with his hands and his feet, or, if he 
is singing, with his lips and his breath. But even when 
the performance comes to us through the medium of the 
radio or the gramophone, these processes may often be 
reconstructed with a reasonable degree of accuracy. 

If we listen to learn how to measure our progress, in 
other words, to learn how to listen to ourselves, we must 
make full use of our critical faculties. It is not enough to 
accept as perfect everything that we hear performed by 

142 

~, 
! 

I 

,~!, 

I'
: 
i, 

", 

It 

j 

I: 

1: 

LISTENING AND LEARNING 143 

a great artist. Many geniuses have eccentricities and 
mannerisms which amateurs often mistake for virtues 
and try to imitate. And even a consummate performer 
has his " off " days when he and his playing are flat and 
uninspired. 

The way to make the most of a concert or a recital, 
whether at a concert hall or on the radio, is to study the 
programme beforehand. You may find that some of the 
music to be performed is well within your powers. If so, 
listen carefully, and mark all the points as they occur to 
you: tempo, interpretation, phrasing, pedalling (piano), 
bowing (string instruments), and breathing (singing). 
Then tackle the music yourself. Buy a record, or hear it 
on the radio. Do this with several pieces, and you will 
soon find that your powers of observation have been so 
developed that you are able to analyse the principles of 
good performance. And once learned, those principles 
may be applied to any music whatsoever. 

It is not a bad plan sometimes to listen to indifferent 
performers (there should be no dearth of opportunities). 
This will teach you how not to do it, and will help you to 
diagnose your own faults. 

The Art of Musical Appreciation 

Music cannot be divided into a series of water-tight 
compartments. Your capacity for enjoyment should not 
be restricted to such music as you' yourself are able to 
perform. You, as a pianist or a violinist, cannot afford 
to tum a deaf ear to the singer, the flautist, or the 
orchestra. 

The more you can learn about those kinds of music­
making that are as yet unfamiliar to you, the more you 
will be able to appreciate music. You should certainly 
know something about the orchestra. For the orchestra 
is the finest instrument (if we may regard it as an 
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instrument) of all, and is capable of the greatest variety 
of tone-colour and expression. 

By far the best way of listening to orchestral music 
is to follow the full score (for an explanation, see chap­
ter XII). Full scores of all the best-known orchestral 
works may be obtained in miniature form for a few 
shillings each. With a little practice you will be able to 
follow the music in the score, at the same time as you 
hear it played. And if you study beforehand, you can 
form your own impression of the music, and test its 
accuracy when the orchestra translates it into sound. 

Learning from the Radio and the Gramophone 

There is no doubt that the invention of the gramo­
phone and the radio, though it may have diverted some 
people from music-making, has proved a great boon to 
musicians. Yet many people do not realize the possi­
bilities of these instruments as aids to musical study. 

The radio has greater limitations than the gramo­
phone, because it is necessary to plan listening well 
ahead, whereas a record is always at hand, and may be 
repeated at will. It has already been suggested that you 
should study, by means of the radio or of a record, music 
which you will afterwards be able to perform yourself. 
But have you ever thought of performing with the 
gramophone ? 

Suppose you are a pianist. You buy a record. played 
by some great soloist, of a piano piece which you are 
studying. You practise until you can play it reasonably 
well. Then you set the record going and, sitting at the 
piano, go through the motions of playing, without 
actually pressing down the keys. You then repeat the 
record, and this time you find that you are able to play 
as you listen to it. After a few more attempts, you 
will be able to follow the artist's interpretation of the 
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piece almost exactly. What more instructive and enjoy­
able way of learning to play can there be ! You must, of 
course, make sure that your piano is the same pitch as the 
record. You will remember that the pitch of a record 
may be raised or lowered by increasing or slackening the 
speed. 

If you are a string or wind player, you can practise 
in the same way. If you are a singer, you can either buy 
a record by a well-known singer (make sure that it is in 
the right key for your voice), or one of those special 
records which consist of the piano accompaniment to a 
popular song, to which you supply the vocal line. 

Playing or singing with the radio is a little more 
difficult, though by no means impossible. It is just a 
matter of planning well ahead. All music on the radio is 
played in concert pitch, so if your instrument is tuned to 
this pitch you need not worry on that score. But you 
cannot be certain that a song will be sung in any particu­
lar key; you will, naturally, choose a programme which is 
sung by a singer with the same kind of voice as your own. 

What is this Chamber Music ? 

Chamber music, to some, is the purest form of 
musical art; to others, it is just an excuse for turning 
off the radio. The chief reason for this difference of 
opinion is that few people know exactly what chamber 
music is; and as they have a vague feeling that it is 
rather "highbrow" and dull, they never bother to find 
out. 

Until the seventeenth century, when the first public 
concerts were given, public musical performances took 
place in churches, in theatres, or in the palaces of royalty 
and the halls of the aristocracy. These latter perform­
ances, whether vocal or instrumental, were distinguished 
from those which took place in the church or theatre by 
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the term" chamber music," and a musician who held a 
position in a noble household was given the title of 
musico da camera (chamber musician). 

Nowadays, chamber music has come to mean any 
serious instrumental (but not vocal) music of two or 
more parts, in which each part is played by a single 
instrument. Thus, a duet for violin and piano, a trio for 
violin, 'cello and piano, a quartet for two violins, viola 
and 'cello, and a sextet for two violins, two violas, and 
two 'cellos, all come within the term chamber music. 

By far the most important combination i" the string 
quartet. Each of the four parts, first violin. second 
violin, viola and 'cello, is of equal importance. Each 
player should be a soloist, yet each must blend with the 
other. 

The string quartet, heard for the first time, often 
strikes the listener as rather colourless, and lacking in 
strong emotion. The truth is that this music is different 
from any other, and is therefore frequently misunder­
stood. It is subtle, intimate music; it lacks the big 
crescendos and climaxes to be found in orchestral music, 
which relies for much of its effect on the duplication, in 
mass, of the tone of string instruments. The players in 
the string quartet are individualists; they have no 
conductor to direct their performance, and they have no 
leader. Their playing is merged into what is called a 
good ensemble (which means that they play well together) 
by a kind of mental autonomy. The four players, through 
long association, acquire a mutual understanding which 
enables them to achieve perfect co-ordination. 

Chamber music for fewer than four strings is not 
common, although there are a number of trios, either for 
two violins and 'cello, or for violin, viola and 'cello. 
Some of these are quite easy to play, and very suitable 
for amateur performance. 
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The addition of the piano to a chamber combination 
adds a new kind of tone-colour. The chief combinations 
which include piano are the piano quartet (the string 
trio with the piano added), and the piano quintet (the 
string quartet with the piano added). 

Most of the great masters wrote a good deal of 
chamber music, and there is a wide repertory, both 
classical and modern, to choose from. If you are listening 
to chamber music for the first time, you might start with 
some of the most popular works like Haydn's Emperor 
Quartet, Tschaikovsky's Quartet in D Major (Op. II), 
or Schubert's Trout Quintet. 

If you are a pianist, or a string player, why not 
start a chamber combination ; a string or piano quartet, 
or a piano quintet ? An advertisement in a local paper 
will often bring replies from suitable players. 

Chamber music is the ideal form of home music­
making, and, without a doubt, the perfect medium for 
musical expression. 



CHAPTER XII 

THE RISE OF THE ORCHESTRA 

If you have been to a symphony concert at the 
Albert Hall, you will probably agree that the scene is an 
impressive one. Masses of violins, rows of violas, 'cellos, 
basses, wood-wind and brass instruments crowd the plat­
form ; at the back are the kettledrums and the other 
percussion instruments; in front there are a couple of 
harps. All the players are busy blowing, piping, plucking, 
and tuning their instruments. The conductor enters 
amidst applause. As he raises his baton the medley of 
sounds dies away, and the great hall is silent. The 
orchestra waits, instruments raised, bows poised, lips and 
fingers ready. The audience sits very still, watching the 
conductor's arm. Down it comes. and the violins swing 
into a melody, the wood-wind and brass combine in rich 
harmonies, the cymbals clash there, is a sweep of harps, 
and the pattern of the music begins to unfold itself. 

When you listen to a modern symphony orchestra, 
you may sometimes wonder why this particular combina­
tion of instruments should produce the best results, and 
how all the instruments were brought together. 

How the Orchestra Began 

The idea of combining different groups of instru­
ments to form an orchestra was probably thought of soon 
after the instruments themselves were invented. The 
earliest performers, no doubt, soon discovered that it was 
more enjoyable if several of them played their primitive 
instruments together ; the result must have been so 
crude that if it could be heard to-day it would be quite 
unintelligible to modern ears. 
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The ancient Greeks had string and wind instru­
ments; the principal ones were the lyre, a kind of harp 
with four strings, and the flute. The Romans used wind 
instruments made of wood and brass for directing troop 
movements and providing military music. But though 
these primitive orchestras existed, it was not until 
centuries later that the modern orchestra began to take 
shape. 

By the beginning of the sixteenth century a large 
number of string and wind instruments were in use ; 
viols of several sizes (from which the present string 
family is descended), flutes, oboes, trumpets, trombones, 
and drums. In the golden c:1.ge of Queen Elizabeth the 
orchestra came into its own. The queen, who was herself 
an accomplished musician, had her own orchestra of some 
fifty players. The technique of the string instruments 
was now beginning to be established, but the wood-wind 
and brass instruments were still very imperfect. Some of 
the orchestral effects which the composers of this period 
demanded were fantastic ; they included the use of giant 
double-basses, bombs and cannons. 

The first orchestral score of any real importance is 
that of Monterverdi's Orfeo (1607). Monterverdi's 
orchestra consisted of some forty musicians. About 
seventeen of these played viols of various sizes ; the 
others played flutes, oboes, trumpets, trombones, harps, 
harpsichords and organs. 

From Bach to Mozart 

By the early eighteenth century the orchestra had 
made further progress. Instruments had been improved, 
and new ways of combining them had been worked out. 
Technique had also advanced. Some of the high trumpet 
passages to be found in Bach's orchestral scores are 
outside the capacity of average modern players, and how 
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they could have been played in his time remains a 
mystery. The most likely explanation is that certain 
trumpet players of the period specialized in the perform­
ance of high passages, which in time became easy to them. 

Bach had a large number of instruments at his 
disposal. He did not use all of them in the same score, 
but selected those which he thought most suitable for 
each work, usually including a keyboard instrument, such 
as the harpsichord or the clavichord. 

It was not until late in the eighteenth century, the 
time of Haydn and Mozart, that the combination of the 
orchestra became more or less standardised. Haydn and 
Mozart may be said to have established the principles of 
modern orchestration. The orchesi:ra in Haydn's time 
usually consisted of between thirty and forty players. 
Here is the instrumentation of one of Haydn's sym­
phonies, the London, in D major : 

Two Flutes 
Two Oboes 
Two Clarinets 
Two Bassoons 
Two Horns 
Two Trumpets 
Timpani (two drums) 
1st Violins 
2nd Violins 
Violas 
'Cellos 
Basses 

Trombones were never included in the symphonies 
of either Haydn or Mozart, but they were occasionally 
used in other works. Haydn made more use of the · 
clarinets than Mozart, who left them out of many of his 
symphonies, or used them in place of oboes. 
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The Orchestra Grows 

Several of the principles upon which modern 
orchestration is founded were, by this time, firmly 
established. In Bach's period many of the wind instru­
ments were used merely to double the string parts, but 
in Haydn's orchestra the wind and string instruments 
were regarded as independent of one another. Either 
group could play on its own, and if the two groups were 
used together they could, if desired, play in contrasted 
rhythms. But it was left to Beethoven to perfect these 
new principles. 

So we find that orchestration is becoming more and 
more flexible; and new instruments are gradually 
making their appearance. In Beethoven's 9th Symphony 
(The Choral); which he wrote between 1817 and 1823, he 
requires, in addition to the instruments in Haydn's 
orchestra, a piccolo, a double-bassoon, two extra horns 
(making four in all), three trombones, and three extra 
percussion instruments, the triangle, the cymbals, and 
the bass drum. 

The technique of the instruments in Beethoven's 
time was still a good way from approaching modern 
standards. Trumpets and horns were not yet fitted with 
valves, so that they could play only a limited series of 
notes. Horn players, instead of using one crook as they 
do to-day, were provided with an armful, which they 
changed according to the key of the music. 

The Modern Symphony Orchestra 

Modern orchestration may be said to date from the 
beginning of the nineteenth century, that is from the 
time of Berlioz and Wagner. The ideas which these two 
composers put into practice were revolutionary. Under 
their influence the orchestra grew by leaps and bounds. 
Berlioz's ideas on orchestration were gigantic. In his 
F 
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treatise on the subject he gives the combination of what 
he considers to be the ideal orchestra. It consists of 240 
strings, thirty grand pianos, thirty harps, and wind and 
percussion on a similar scale. Berlios once engaged an 
orchestra of 600 players for a co11cert of his music at the 
Paris Opera. Though Wagner's orchestration was a little 
less ambitious, '/ he Ring of the Nibelungs requires an 
orche5tra of over a hundred players, including eight 
horns, five tubas, and six harps. 

These huge forces enabled many new varieties of 
tone colour to be introduced into tht'orchestra although, 
for reasons of economy, the works are now played by a 
considerably smaller number of players than that 
demanded in the scores. 

The average symphony orchestra of to-day, when 
its full complement is used, numbers from eighty to a 
hundred players. The combination of an orchestra of 
eighty would be on these lines : 

First Violins 
Second Violins .. 
Violas 
'Cellos .. 
Double-Basses 
Flutes 
Piccolo .. 
Oboes 
Cor Anglais 
Clarinets 
Bass Clarinet 
Bassoons 
Double Bassoon 
Homs 
Trumpets 
Trombones 

Players 
14 
12 
10 
8 
8 
2 
I 
2 
1 
2 
I 
2 
I 
4 
3 
3 
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Tuba 
Timpani .. 
Percussion 
Harp 

What is Orchestration l 

1 
1 
3 
1 

80 

1S3 

When a composer is writing a symphony or other 
big orchestral work, he usually arranges it for orchestra 
as he goes along. When he does this he is said to be 
making a full score, that is, a score containing the exact 
notes that each instrument is to play. The copyist then 
copies out the parts for the instruments, and the score is 
afterwards used by the conductor of the orchestra, who 
is able to see at a glance what notes each instrument 
ought to be playing. 

Each instrumental part is usually written on a 
separate stave, and these staves are arranged in a special 
order so that they may be easily read. The instruments 
of the orchestra are divided into four groups, strings, 
wood-wind, brass, and percussion ; the harp, if used, is 
regarded as an additional instrument. The wood-wind 
group is usually written at the top of the page, then come 
the brass, percussion and harp, and finally the strings at 
the foot of the page. This is the order in which the page 
is arranged : 

Piccolo 
Two Flutes 
Two Oboes 
Cor Anglais 
Two Clarinets 
Bass Clarinet 
Two Bassoons 
Double-Bassoon 

Wood-winn Group 
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Four French Homs } 
Three Trumpets B G rass rou Three Trombones P 
Bass Tuba 

Timpani 
Percussion Instruments 

(Bass Drum, Side Drum,~ Percussion Group 
Cymbals, Glockenspiel, 
Triangle, Bells, Tam-
bourine, etc.) 

Harp 

1st Violins 
2nd Violins 
Violas 
'Cellos 
Double-Basses 

String Group 

The orchestrator may treat these four groups in 
several different ways. They may all play together in 
the sams rhythm, the wood-wind, brass, and string 
groups each forming complete harmony. That is to say 
that if any one group were to play alone, the effect 
would be satisfying to the ear. Now let us see what 
happens when the three groups are blended, and the 
percussion group added. If the music is loud, the brass 
will easily be the most powerful group. The wood-wind 
will add brilliance to the brass, and will also fill in the 
upper octaves. The strings will help to bind the wood­
wind and brass together, and will take some of the edge 
off the brass, and make them sound more mellow. The 
percussion group will add rhythm to the music. 

Now let us suppose that the music is soft instead of 
loud. The strings will now be the most powerful group, 
the wood-wind will add colour and brightness, the brass 
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will add body and the percussion will add rhythm as 
before. 

But the composer will not let all the instruments in 
the orchestra play all the time ; if he did he would soon 
bore his listeners. And he will not use his brass and 
percussion too often, for these instruments are like 
scarlet on a painter's palette ; a touch here and there is 
exciting, but a splash of colour quickly loses its appeal. 
So the composer will employ the more delicate colours 
for his background, using the strings most of the time, 
adding his wood-wind and horns now and then, and 
keeping his brass, his drums, and his cymbals, for his high 
spots and climaxes. 

Sometimes, for a change of colour, he will let the 
wood-wind or the brass group play alone, and he will 
often use his wood-wind and horns for solo passages, 
accompanied by the strings. A charming example of this 
occurs in the second movement of the Unfinished 
Symphony by Schubert. Here the same phrase is played, 
first by the clarinet, then by the oboe, and finally by the 
flute. The delicate contrast of tone-colour is delightful, 
but must be heard to be appreciated. 
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The Personality of the Conductor 

Nowadays, people who go to concerts are as much 
interested in the conductor as in the music which is to be 
played. So one conductor's "reading" of Mozart or 
Beethoven may be preferred to another's, just as the 
interpretation by a particular pianist of some favourite 
piece may be considered the best. 

Conducting, as we know it, is little more than a 
century old, and though it was practised long before this, 
it amounted to little more than the beating of time, to 
keep a body of musicians or singers together. There were 
several methods of marking the beats; sometimes they 
were shown by the waving of a handkerchief or of a roll 
of paper, sometimes by the thumping of a heavy stick 
on the floor. This audible method of time-beating must 
have been rather disconcerting for the musicians. There 
is a story, which may or may not be true, that the 
composer Lulli died of a wound in his foot, which he 
accidentally inflicted on himself while conducting in 
this way. 

In time the visual and audible ways of beating were 
replaced by the piano-conductor, who presided over the 
orchestra while sitting at the keyboard, filling in any 
harmony that might be missing at the same time. Later 
the violin-conductor came into being, conducting the 
orchestra with bis bow, and playing at intervals. Even­
tually the bow gave way to the baton, which was at first 
a heavy stick, often fixed to the conductor's wrist by a 
strap so that it should not fly out of his band and injure 
someone. 

So the idea of the conductor as an interpreter was 
born, and the art of the conductor developed to such an 
extent that to-day the attributes which he ought to 
possess are far more numerous than those required of any 
player in the orchestra. 
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The conductor does much of his work at rehearsals, 
though in this country he is allowed far too few of them. 
He must know how to get the best out of his players; he 
must understand the capabilities of every orchestral 
instrument, and he should be able to play several of 
them; he must display unfailing tact and good humour, 
and keep his temper in sometimes difficult circum­
stances. He must know what the composer wants and 
see that he gets it ; he must be able to interpret music of 
every age and of every nationality; and above all, he 
must possess a personality which will make itself felt in 
everything to which he sets his hand. 



CHAPTER XIII 

THE ROMANCE OF MUSIC 

The Beginnings of Music 

Music, like all other arts, is chiefly derived from the 
ancients, but no one can say exactly how it began. 
Primitive man, no doubt, soon began to discover that he 
could express his anger, his fear, and his other emotions 
by the use of his voice. This may have led him to the 
discovery of vocal music. The song of the birds may have 
helped him also, for it is well known that the blackbird's 
song consists of true musical intervals. 

We know that ourmusic dates back only about 1,200 
years ; even then it took nearly 1,000 years to develop. 
The reason why music was not developed as quickly as 
the other arts is probably because sculpture and painting 
are imitative arts, but music is not. Primitive man had 
plenty of models to imitate when he wished to chisel 
images on the walls of his caves; but, except for the song 
of the birds, he could find nothing to imitate when he 
wished to make music. 

The first traces of music were discovered in Asia, the 
"cradle of human culture," and in Africa. The Egyp­
tians, in particular, possessed musical instruments cap­
able of a wide range of expression. Yet even if these 
instruments had been preserved in perfect condition we 
should still have little idea of the kind of music that was 
played on them, for the ancients had no system of 
musical notation and their music was played or sung 
entirely by ear. 

Some very early examples of Chinese music exist, 
and it is known that the Chinese played a number of 
different instruments. One of the most interesting is the 
"King," which is said to have existed in 2,300 B.c. It 
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consists of a number of stones of different sizes, suspen­
ded in rows, and struck with a wooden mallet. Though 
Western music has developed very rapidly during the 
last few centuries, Chinese music has changed but little. 
To our ears it sounds completely crude, because we are 
quite unable to understand it. In the same way, our 
modern music leaves the Chinaman quite unmoved, 
though his own music may deeply affect him. 

Music, for the Greeks, meant any art over which the 
nine Muses presided, and included painting, sculpture, 
and poetry, which was set to music and sung. Many of 
the Greek philosophers made a profound study of music. 
Aristotle, in particular, recognised that music is not a 
diversion in itself but an ennobling influence, and he 
denounced bad and effeminate music. 

Music and the Bible 

There are many interesting references in the Bible 
to music and musical instruments. In the Book of 
Genesis, iv, 21, we read that Jubal was "the father of 
all such as handle the harp and the organ," and he may, 
therefore, be said to be the inventor of stringed and wind 
instruments. Moses was a musician, and in Numbers x, 
we find his directions for the making of two silver 
trumpets, which are to be fashioned from one piece of 
metal, and are to be used to give signals to the children 
of Israel during their wanderings in the desert. These 
instruments must have been large and powerful. 

In Exodus xv, 20, Miriam, the prophetess, "took 
a timbrel in her hand; and all the women went out 
after her with timbrels and with dances." A timbrel is 
an ancient kind of t ambourine, and the one that Miriam 
used was probably a kind of drum fitted with metal 
jingles, and not unlike the tambourine of to-day. Miriam 
was accompanied with timbrels when she sung her 
F* 
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triumphal song of victory, which Handel has immortal­
ised in his final chorus to Israel in Egypt. 

David, who was an accomplished musician as well 
as an inspired poet, was the inventor or maker of a large 
number of musical instruments. In I Chronicles xxiii, 5, 
" four thousand praised the Lord " with the instruments 
which David had made. David was a skilled harpist, and 
we are told in the Old Testament that he used to play 
to Saul, and that his playing soothed the King, and 
banished his evil thoughts. 

Solomon, too. formed bands of musicians, and 
choirs of female vocalists who probably performed 
secular music in his harem. The Song of Solomon was 
almost certainly intended to be sung to music, for it is 
clearly written in lyrical form. 

It is evident that choral singing by mixed choirs was 
practised, for there are many biblical references to 
singing-men and singing women. And in 2 Ecclesiastes, 
ii, 8, we read" I gat me men singers and women singers, 
and the delights of the sons of men, as musical instru­
ments and that of all sorts." 

The psaltery, which is mentioned in the Bible, is one 
of the earliest stringed instruments, and is played by 
plucking the strings with a plectrum, or with the fingers. 
The comet (" David played before the Lord on cornets." 
2 Samuel vi, 5), bears no resemblance to the modern 
instrument, and is, in fact, a form of the ancient '' cor­
nett," which is a brass instrument with finger holes, and, 
therefore, has an affinity to both wood-wind and brass 
instruments. Other instruments mentioned in the Bible 
are the viol, the flute, the dulcimer (a psaltery which is 
played with hammers instead of with the fingers), the 
cymbals, the tabret (a kind of tambourine}, and the 
pipes, which may have been similar to the ancient 
" pipes of pan." 
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Although we read of "the melody of thy viols" 
(Amos v, 23), we find no mention of harmony in the 
Bible, for it had not yet been discovered. 

The Birth of the Scale 

Pythagoras, the Greek philosopher, who lived from 
about 570 to 500 B.c., was fond of experimenting with 
strings. He used to stretch them over a resonant box, 
and one day he discovered that by dividing a string in 
half he could raise the pitch an octave; that by dividing 
it at the two-thirds he could raise it a perfect fifth ; and 
that by dividing it at the three-quarters he could raise it 
by a perfect fourth. This was an important musical 
discovery, but many centuries elapsed before it was 
developed. 

During the fourth and sixth centuries, Ambrose, 
Bishop of Milan, and Pope Gregory, whose names give 
us Ambrosian and Gregorian Chant, devised eight 
different kinds of scale, now called " modes." The only 
mode that we recognise to-day is that formed by playing 
eight consecutive white keys on the piano, starting with 
C. The other modes may be heard by playing eight 
consecutive white keys, starting with D, E, F, G, A, and 
B. Some of these modes have been used by modem 
composers, Vaughan Williams in particular. They give 
the music a characteristic flavour. 

By this time a form of musical notation was in 
existence in which dots and points were placed on seven 
parallel lines, but this could not have been very intelligi­
ble or easy to read. Then at the beginning of the eleventh 
century, a Benedictine monk called Guido set to work to 
improve the musical scale. He reduced the number of 
lines to four, and placed points not only on, but also 
between the lines. Guido's system, with certain modifica­
tions, is still in use to-day. 
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The invention of harmony was probably due to the 
introduction of the organ, which took place in France 
about 750, and which came to this country during the 
tenth century. 

Bar-lines did not come into general use until the 
sixteenth century, and it may be interesting to mention 
that some modem composers have dispensed with them, 
feeling that the performer should not be committed to a 
rigid observance of musical accents. Clefs had to be 
devised when the compass of the melody became too big 
for the stave. 

Our present system of notation is by no means ideal, 
especially as music tends to become more and more 
complex. In some modem piano music the performer is 
confronted with such a maze of accidentals that it would 
probably be easier to dispense with the key signature, 
which may, if contradicted often enough, actually 
increase the number of accidentals. 

The Growth of Musical Form 

All music has some kind of form. Look at this old 
Welsh melody. 

ALL THROUGH THE NIGHT i I 2 3 4 • 

511 J. JJ J 1J, lJ J IJ, J. ;1J. 'IJ- Ju il 
~ 6 7 8 9 10 UL 

~ J.Juuu u.;,1J.11rrrrrrrrrtrr''' 
' I IZ 13 j~ 11 ,. J J J J I J. )J J I J: J j I J J, JI JI J I 

You will see that it consists of sixteen bars. But 
there are actually only eight different bars, because the 
first four bars are repeated in bars five to eight, and 
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again in bars thirteen to sixteen. If we call the first four 
bars A, and let B represent bars nine to twelve, we may 
express the form of the tune like this : A A B A. 

If you play or sing this melody you will notice a 
falling off in flow and movement in bars three and four, 
seven and eight, and fifteen and sixteen. This falling off 
forms what is known as cadences, points of repose which 
serve very much the same purpose as punctuation marks 
in literature. They allow one, as it were, to take a fresh 
breath before going on. Some cadences, known as Full 
Closes, have a conclusive effect which may be compared 
to that of the full stop; others, known as Half Closes, 
produce the effect of temporary repose, and correspond 
to the comma or semi-colon. Cadences divide a complete 
musical idea into smaller periods-sections ( of two or 
more notes), phrases ( of two or more sections), and 
sentences (of two or more phrases). 

The form of modern instrumental music has been 
influenced by two basic ideas, from which the complex 
musical architecture we call by such names as the 
symphony, the sonata, and the overture has been 
developed. The first idea is exemplified in the national 
air The Bailiff's Daughter of Islington; this tune 
naturally divides itself into two almost equal parts, A 
and B, and is said to be in Binary or two-part form. The 
second idea is exemplified in the tune All Through the 
Night which, as we have seen, consists of a statement, a 
repetition, a contrasting idea, and a restatement-in 
other words 11:A:II B A; this tune is said to be in Ternary 
or three-part form. 

In discussing musical form it is necessary to con­
sider modulation-the passing from one key to another 
during the course of a composition. Music which remains 
in one key for any length of time quickly becomes 
monotonous. It is therefore usual to find a piece moving 
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temporarily to another key, or passing through several 
keys, before returning to the original one. Temporary 
modulation is usually effected by means of accidentals, 
the key-signature remaining unaltered. The most com­
mon modulation in simple music is to a key a fourth or a 
fifth higher (known as the subdominant and dominant 
keys) and back again. These keys are said to be "re­
lated" ; certain other keys, which have fewer notes in 
common, are said to be "unrelated." 

The early instrumental compositions, such as the 
suites of Bach and Handel, were chiefly composed of 
dance movements. The eighteenth century saw the 
development of the" Sonata," the most important form 
in modern music. A sonata, as we use the word to-day, 
is a composition for one instrument alone, such as the 
piano or the organ, or for two instruments, such as the 
piano and violin. Sonatas for other combinations of 
instruments are called by different names. Those for 
three instruments are called "Trios"; those for four, 
five, or six, " Quartets," " Quintets," " Sextets," and 
so on; those for orchestra are called" Symphonies," and 
those for one or more solo instruments with orchestra 
" Concertos." 

A Sonata is generally in three or four movements, 
and consists of : 

1. A quick movement in "Sonata Form." 
2. A slow movement of a song-like character. 
3. A bright minuet or scherzo movement. 
4. A lively movement. 

A movement in Sonata Form, briefly, consists of 
three parts; the "Exposition," in which the composer 
sets out his musical material, the " Development," in 
which he extends and develops his ideas, and the 
"Recapitulation," in which he restates his original ideas 
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and brings the movement to a satisfactory conclusion. 
Since the earliest days of instrumental music, the 

Variation Form has been popular with composers. In 
this form a short tune, which may or may not be original, 
is treated in a variety of ways, so that it appears each 
time in a different garb. This may be effected by clothing 
the tune with new harmony, by embellishing it with 
figures, or by any other means which an ingenious 
composer may devise. 

The "Fugue," of which Bach was a master, is an 
instrumental or vocal composition in which a short tune, 
called the "subject," is announced by a single voice (or 
instrumental part), which is answered at a different pitch 
by a second voice, and so on. 

The Classics and the Romantics 

In 1685 Johann Sebastian Bach was born at Eisenach 
in Germany. He came from a long line of musicians; the 
name of Bach, as cantor or organist, was familiar in 
many German churches. Bach had to earn his own living 
when hewas fifteen,and as he was gifted with a beautiful 
voice he joined the choir of the convent school of St. 
Michael, at Luneburg. At eighteen he joined the Duke 
ofWeimar'sbandasa violinist, and later became organist 
at Arnstadt, where he began to compose music for the 
church. The simple people of Arnstadt did not under­
stand the strange harmonies which Bach introduced into 
his music, and before long he was severely reprimanded 
by the authorities for confusing the congregation. 

Bach gave up his post at Arnstadt to become Court 
Organist to the Duke of Weimar, and later Musical 
Director to Prince Leopold. He was finally appointed 
organist at St. Thomas' Church at Leipzig, where he 
remained for twent;tseven years until his death in 1750. 

Bach was widely known as the finest organist of his 
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time, but he received little recognition as a composer; 
he lived a quiet, uneventful life, and unlike his great 
contemporary Handel he travelled very little. Bach was 
a prolific composer. His cantatas, sacred and secular, 
number many hundreds. His greatest choral works are 
the B minor Mass and the St. Matthew Passion. 

Bach was a master of counterpoint and fugue. His 
Forty-eight Preludes and Fugues are some of the greatest 
musical treasures that we possess. His music may be 
said to form the backbone of the classical tradition. 

Bach was followed by a succession of German com­
posers. Gluck (1714-87) did much to reform the opera, 
and established a new relationship between the poetry 
and the music. Haydn and Mozart were the first to 
establish and perfect Sonata Form, and to bring to 
instrumental music the unity which it lacked. Both 
Haydn and Mozart were prolific symphonists ; between 
them they wrote nearly two hundred symphonies, of 
which some dozen or so are regularly performed to-day. 
Though Haydn had an Opera House at his disposal when 
he was musical director to Prince Esterhazy, he preferred 
to write instrumental music, especially for small chamber 
combinations, such as the string quartet. His oratorio 
The Creation is still performed throughout the world, 
and The Seasons is heard occasionally. 

Mozart, who died at the age of thirty-five, was an 
infant prodigy. He played the harpsichord when he was 
four years of age, and composed his first piece, a minuet, 
when he was five. Mozart composed in every form known 
in his time. Haydn regarded him as the greatest com­
poser of the age. Mozart's comic operas, The Marriaie 
of Figaro, Don Giovanni, and The Magic Flute are still 
as fresh and sparkling as ever. 

Towards the end of the eighteenth century the 
transition from the " classical" to the "romantic" 

It 
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period may be traced. The early works of Beethoven 
follow the same lines as Mozart's, but Beethoven's 
maturer works cover an infinitely greater range. His 
music portrays the different periods of his life. At first 
he clearly derived iilspiration from Haydn and Mozart ; 
this is apparent from the early piano sonatas and the first 
two symphonies. The second period, when the Appas­
sionata and Moonlight sonatas and symphonies num­
ber three to eight were written, was the happiest of 
his life, and he was able to develop his individuality to 
the full. During the last period, when the Choral sym­
phony was written, Beethoven was afflicted with total 
deafness, and worry and domestic unhappiness over­
shadowed his existence. 

Though Beethoven was one of the greatest com­
posers, composition did not come easily to him. His 
musical sketch books show the immense pains he took to 
compose and revise his melodies. -

Franz Schubert, unlike Beethoven, composed with 
very little effort ; melody seemed to come naturally to 
him. Schubert, who was born in very humble circum­
stances, was the world's greatest song-composer. Of a shy 
and retiring disposition, he was quite unable to " push " 
his music, which never received the recognition it 
deserved during his lifetime. Though he composed more 
than 600 songs he received a mere pittance and died in 
poverty at the age of 31, having been stricken with 
typhoid fever. Apart from his importance as a song­
writer, Schubert wrote some charming instrumental 
music, including his Unfinished Symphony, a perfect 
example of the romantic in music. 

Weber and Meyerbeer are important as operatic 
composers. Weber's' Euryanthe, Oberon, Der Freischutz, 
and Abu Hassan provided the foundations of German 
opera as a national institution. Meyerbeer's flowing style 
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brought the richness of Italian melody to the more solid 
German harmony. 

At the beginning of the nineteenth century, Mendels­
sohn, Schumann and Chopin held the stage. Mendels­
sohn, though his music is often criticized as being over­
sentimental, left us the exquisite Midsummer Night's 
Dream music, the Songs without words, and Elijah, 
an oratorio of great dramatic quality. Schumann's 
contributions to song-literature are as important as 
those of Schubert. Schumann wrote many charming 
piano works and some fine chamber music. His orches-: 
tral compositions were not so successful, for he did not 
appreciate the subtleties of orchestration. Chopin was 
one of the greatest pianists of his generation, and his 
Preludes, Valses, Nocturnes and Mazurkas are some of 
the most prized compositions in the modem pianist's 
repertoire. 

Hector Berlioz, born in 1803, was a revolutionary in 
the musical world. Many of his ideas were impracticable, 
but he is chiefly important as the exponent of modern 
" programme " music ; music which sets out to tell a 
story or to portray an event. 

Richard Wagner, a contemporary of Berlioz, was 
equally unconventional in his music. It is to Wagner 
that German opera owes most of its greatness. Wagner's 
early operas -met with little success. He was nearly 
thirty when he wrote his first great work Rienzi, which 
was produced at the Dresden Opera House with enormous 
success. Rienzi was followed by The Flying Dutchman, 
TannhauserandLohengrin. Wagnerhad sketched out Die 
Meistersinger when he became involved in a revolution­
ary movement, and was forced to flee from Dresden. 

After a period of inactivity, Wagner was persuaded 
by his staunch friend, Liszt, to write a new series of 
operas, and he started work on an operatic version of an 
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old legend The Ring of the Nibelungs. Wagner intended 
to divide the work into four sections, each a full length 
opera in itself : Das Rheingold, Die W alkure, Siegfried, 
and Gotterdammerung. Before The Ring was completed, 
Die Meistersinger, one of the finest comic operas ever 
written, was produced in Munich (1828). 

In 1860 Wagner received a pardon and returned to 
Germany, where he married Cosima, dcl:ughter of Liszt, 
his first wife, Minna Planer, having died. At the invita­
tion of Ludwig, King of Bavaria, he came to Munich to 
complete The Ring, which was later performed at a new 
theatre at Bayreuth, which had been specially erected 
for the purpose. Wagner's last work was Parsifal, a 
semi-religious drama, founded on the story of the Holy 
Grail. Wagner's literary education enabled him to write 
librettos to his operas which had real dramatic value ; 
hitherto opera librettos had nearly always been sub­
ordinated to the music. 

After Wagner, opera flourished in France under 
Massenet, Saint-Saens, Thomas and Delibes, and in 
Italy under Verdi and Puccini. 

During the latter part of the nineteenth century, 
Johannes Brahms was the last of the great composers to 
follow in the footsteps of the classical masters. Brahms 
imbued the symphonic form with new life, and his songs 
and chamber music are of first importance. 

Liszt , who became the world's greatest pianist, is 
chiefly important for his influence on the composers of 
his day-his own compositions cannot be rated highly, 
but his enthusiasm for the rising school of composition, 
and his generous friendship and encouragement, was a 
source of inspiration to many of his more talented 
contemporaries. 

Towards the middle of the nineteenth century, a 
school of nationalist composers arose. Schumann, in 
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1843, wrote :1 "It really begins to look as if the nations 
bordering on Germany desired to emancipate themselves 
from the influence of German music; this might annoy 
a German nativist, but it would only appear natural and 
cheering to the more profound thinker, if he understood 
human nature. . . . Though they (the nationalist com­
posers) all seem to regard Germany as their first and 
favourite teach~r of music, we cannot wonder that they 
try to speak their own musical language to their own 
nation, without becoming untrue to their former instruc­
tor. For no land can yet boast of masters that equal our 
greatest ones : who will declare the contrary ? " 

Apart from literary and political motives, national­
ism in music was greatlyinfluenced by the rediscovery of 
folk-music. The influence of Czech folk-tune is clearly 
seen in the music of Smetana and Dvorak, and of 
Norwegian folk-tune in the music of Grieg; these com­
posers did not so much imitate actual folk-tunes as 
create original themes in the spirit of folk-music. In 
Russia the Nationalist Movement was championed by 
Glinka, Borodin, Balakiref, Mussorgsky, and Rimsky­
Korsakof; the music of Tschaikovsky, Liadov, Arensky 
and Glazunov, and of younger men, Scriabin, Rach­
maninov, Stravinsky and Prokofief, while retaining 
many of the characteristic features of the Russian style, 
is for the most part more cosmopolitan. The Spanish 
idiom, which was established in Europe in 1876, when 
Bizet's Carmen was produced (which, despite its French 
composer, has a picturesque Spanish flavour), is strongly 
felt in the music of Albeniz, Granados and Falla. 

Following the age of Romanticism we come to the 
period of modern music-the music of to-day. Here we 
find conflicting schools of thought-the Impressionists, 
led by Debussy and Ravel, whose music seeks to suggest 

1 Music and Musicians. Trans. Ritter. 
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emotion by vague and abstract means, much in the same 
way that the impressionist painter reproduces in colour 
patches the effect of light upon objects, rather than the 
objects themselves in definite lines and surfaces ; the 
Neo-Romanticists, Franck, Richard Strauss, Schonberg, 
Sibelius, Macdowell, Bloch and others, whose music, 
while setting aside the old conceptions of form, key, 
concord and discord, and the like, still clings to the 
romantic ideal of direct expression of emotion ; and 
finally the Anti-Romanticists, such as Stravinsky, 
Bart6k and Hindemith, who seek to exclude from their 
music all external feeling or illustration, Stravinsky even 
directing that certain of his music is to be played without 
expression, so as to deprive it of anything likely to excite 
emotion. 

Music at the moment is passing through an experi­
mental stage. Composers are still searching for new 
forms in which to express themselves. Only when those 
new forms have been discovered and established shall we 
be able to fully understand and appreciate the " new 
music." 



CHAPTER XIV 

THE MUSIC OF ENGLAND 

The beginnings of English music must be looked for 
in the songs and dances of the common people, which we 
now call folk-songs and folk-dances. We hav~ a very 
rich heritage of folk music, some of which has been 
passed on from generation to generation, and has been 
painstakingly collected by modern musicians. In 
particular, we owe a great debt to Cecil Sharp, who 
devoted himself to the discovery of folk music, searching 
every part of England in his quest, and founding the 
English Folk Dance Society for the revival of folk­
dancing. 

The early attempts at harmony would be considered 
very crude to-day. Choral melodies were often sung a 
fourth or a fifth apart, a practice, known as" organum," 
which must have produced an effect little short of 
excruciating if long continued; try playing a melody on 
the piano with the two hands a fifth apart throughout, 
and judge for yourself. There are few early records of 
instrumental music, but from the practice, even up to 
Elizabeth's time, of playing vocal music on instruments, 
it would seem that both forms must have been very 
much alike. 

The earliest music worthy of serious attention is a 
" rota " or round in the Wessex dialect Sumer is icumen 
in, composed during the early part of the thirteenth 
century. This remarkable composition, with its flowing 
melody and complex structure, is an example without 
parallel in early music. 

Under the Tudors, music began to be cultivated as 
an art. Henry VII, a great lover of music, encouraged 

172 

' 

Ii: 

I/ 

I\ 

(\ 

THE MUSIC OF ENGLAND 173 

musical teachmg, and it was about this time that the 
degree of Doctor of Music was instituted at Cambridge 
University. 

Elizabeth was keenly interested in music, and is said 
to have practised on the virginals assiduously, though we 
do not know whether or not she was a skilled performer. 
She was generous in patronizing the composers of her 
time, and supported the greatest of them, William Byrd, 
in spite of his adherence to the Roman faith during the 
rise of Protestantism. Byrd became a Gentleman of the 
Chapel Royal, sharing the duties of organist with another 
composer, Thomas Tallis, and in 1575 Elizabeth granted 
Byrd and Tallis the sole rights to print music and music 
paper. Byrd's sacred compositions are unsurpassed by 
those of any other composer of his time. He also wrote 
string and keyboard music (including the fine set of 
variations on the ballad The Carman's Whistle, still to be 
heard in modern programmes), and was one of the 
founders of the English Madrigal School. 

Music now began to be cultivated in the home, and 
the "chest of viols," a set of st ringed instruments of 
different sizes, was to be found in the homes of the 
nobility. Music f<?r voices and viols became popular, and 
the ability to sing at sight was considered a necessary 
accomplishment for a gentleman of the period. 

Even after Elizabeth's death, the Elizabethan school 
continued to flourish for some time under composers 
such as John Dowland, the greatest lute player of his age, 
whose songs with lute accompaniment are still occasion­
ally heard, Dr. John Bull, the first music professor to be 
appointed at Gresham College, who is claimed by some 
to be the composer of God Save the King, and Orlando 
Gibbons, who' was organist of the Chapel Royal of 
James I and also of Westminster Abbey, and who left 
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some fine church music and music for viols and for 
virginals. 

In Cromwell's time church music, which had become 
an important part of the services, suffered a severe set­
back. The Puritans forbade the singing of anthems and 
the playing of church organs, and hymns were only 
permitted to be sung in unison. But when Charles II 
came to the throne, church music was heard once more, 
and the theatres, which had been closed during the civil 
war, were opened again. 

About the middle of the seventeenth century, opera 
was introduced in England. The first real opera, The 
Siege of Rhodes, was produced by Sir William Davenant 
at Rutland House, a hall in Charterhouse Yard, Alders­
gate Street, which is said to have held some 400 people. 

In 1659 Henry Purcell was born in London. This 
short-lived genius (he died at the age of thirty•six) is 
generally considered the first of the few great English 
composers. Purcell became a choirboy in the Chapel 
Royal, and seems to have received musical instruction 
from Captain Cooke, Pelham Humphrey and Dr. John 
Blow. He started his musical career as a tuner and 
repairer of organs and virginals. For many years he 
tuned the organ at Westminster Abbey, and was also 
employed there as a music copyist. In 1679 Purcell 
succeeded Blow as organist at the Abbey, where he com­
posed the magnificent a.1;1thems My Heart is Inditing and 
I was Glad for the coronation of James II. 

Purcell's first operatic attempt, Dido and Aeneas, 
was originally composed for a girls' boarding-school at 
Chelsea. It was followed by a number of successful com­
positions for the theatre, including the musical play King 
Arlhu1', which he wrote in collaboration with the poet 
Dryden. Purcell also composed church music, songs, and 
suites for harpsichord and other instruments. In 1694, 
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the year of his death, he wrote the music for Queen 
Mary's funeral, which included the beautiful anthem 
Thow Knowest, Lord, the Secrets of our Hearts. It was 
performed at his own funeral eight months later. He was 
buried in Westminster Abbey. 

In 1685 Johann Sebastian Bach and George Frederic 
Handel were born in Germany. Bach spent his life in the 
country of his birth, but Handel became a naturalized 
Englishman and lived for many years at his house in 
Brook Street, L9ndon. 

Handel's father was a barber-surgeon who did not 
wish his son to adopt a musical career. Young Handel 
was therefore obliged to study in secret until the Duke 
of Weissenfels, recognizing the boy's great gifts, per­
suaded the father to allow him to take lessons with 
Zacha, organist of Halle Cathedral. Handel then went to 
Hamburg, where he was engaged as violinist at the 
Opera House. It was here that he produced his first 
opera Almira. 

After a visit to Italy, Handel was appointed chief 
court musician to the Elector of Saxony. In 1710 
Handel obtained permission to visit England to produce 
his opera Rinaldo, which he composed in two weeks. The 
opera was a great success and Handel, after returning to 
Hanover to attend to his duties, was soon back in Eng­
land. This time he overstayed his leave, and so incurred 
the displeasure of the Elector when he came to the 
English throne as George I. Handel was restored to 
favour, so the story goes, by composing his Water Music . 
which was played at a water fete given by the King. 

Handel now turned his attention to opera, and took 
an active part in an attempt (under the title of The 
Royal Academy of Music) to establish Italian opera in 
England. He wrote a number of operas for this venture, 
~me of which met with considerable success. When the 
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fortunes of the Academy declined, Handel went into 
partnership with Heidegger, lessee of the King's Theatre, 
and later with Rich of Covent Garden Theatre, producing 
several new operas ; but in spite of all his efforts both 
companies became bankrupt. Of Handel's forty operas, 
only a few airs and the celebrated Largo from Serse 
survive. 

Handel, now fifty, disillusioned by the failure of his 
operas and a prey to overwork and paralysis of the hand, 
devoted himself to oratorio. His first oratorios Saul 
and Israel in Egypt were not at all well received, but 
when Messiah was performed in London the audience 
was deeply affected and, following the example of the 
King, rose to its feet at the Hallelujah Chorus, a custom 
which has been observed ever since. Messiah is still 
Handel's best-loved work; his other oratorios have 
been rather neglected of late, and Judas Maccabeus, 
Samson, Alexander's Feast and Israel in Egypt are far 
too infrequently performed. 

Towards the end of his l~fe Handel's sight began to 
fail. He soon became quite blind, although he still 
continued to play the organ and to direct performances 
of his works until a few days before his death on April 
14th, 1759. Handel was impulsive, quick-tempered, 
honorable in all his dealings and a sincere Christian. His 
music, unlike that of Bach who was a master of intricate 
detail, is characterized by its boldness and simplicity. 

Among the factors which contributed to the failure 
of Handel's operatic ventures was the production, in 
1728, of The Beggar's Opera. With a wittily satirical 
libretto by John Gay aimed at the conventions of 
Italian opera, and sixty-nine favourite ballad-tunes 
arranged by Dr. Pepusch, it took London and the 
provinces by storm, and gave rise to a series of ballad 
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operas which temporarily eclipsed all other forms of stage 
production. 

The last half of the eighteenth and first half of the 
nineteenth centuries were undistinguished periods of 
English musical history. Dr. Arne (1710-1778) deserves 
notice, and is chiefly remembered for his Shakespearean 
songs Where the Bee Sucks and Blow, Blow Thou Winter 
Wind, and for his song, Rule, Britannia (frnm the 
masque Alfred) of which Wagner remarked that the first 
eight notes expressed the whole character of the English 
people. 

In 1767 the pianoforte was heard for the first time in 
England, and quickly came into general use. With the 
advent of this new instrument, capable of producing 
effects undreamt of by keyboard players, there arose a 
generation of pianist-composers. The first of importance 
is the Italian Clementi, who was brought over to England 
when a boy ; a gifted composer, and one of the foremost 
teachers of his day, he is best known for his studies 
Gradus ad Parnassum. Another exceptional pianist­
composer is John Field, born in Dublin in 1782, who 
attracted much attention by giving public recitals at the 
age of eight; Field's compositions were few, and he is 
chiefly remembered as the inventor of the Nocturne, a 
form which Chopin later developed with consummate 
skill. 

In the latter half of the nineteenth century, the 
comic operas of Sullivan and the light operas and 
incidental music of Edward German set a new standard 
for light music which has never been surpassed. Hubert 
Parry, best known for his beautiful setting of Milton's 
Blest Pair of Sirens, and Stanford, composer of the opera 
Shamus O'Brien, who was born in Ireland, but who 
worked in England, both contributed music of value, but 
the dominating figure of the period was Edward Elgar. 
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Elgar (1857-1934) was brought up in an atmosphere of 
music, and quickly gained experience in the playing of 
string and wind instruments. His father was organist of 
a Worcester church and also had a music-selling business. 
Much of Elgar's music became known through being 
performed at musical festivals. His Enigma Variat-ions 
established him as a composer of the highest merit. 
The Dream of Gerontius, an oratorio setting of Cardinal 
Newman's poem, is generally considered to be Elgar's 
masterpiece. The other oratorios are heard less fre­
quently. Elgar's two symphonies, the violin concerto, 
the 'cello concerto, the Cockaigne overture and the Pomp 
and Circumstance marches are among his most popular 
works. 

At the beginning of the twentieth century some of 
Elgar's younger contemporaries held the stage. Frederick 
Delius (1862-1934) produced a new kind of Romantic 
Impressionism. His music stands alone ; it is the 
expression of scenes which deeply affected him, and is 
characterized by a rare, whimsical beauty. The subjects 
of his compositions are faithfully portrayed in sound. His 
overture Over the Hills and Far Away paints a vivid 
picture of the moors in Yorkshire, where he was born. 
On Hearing the first Cuckoo in Spring, Paris, Brigg Fair, 
and Summer Night on the River all convey the composer's 
intensely personal impressions of the scenes. 

Dame Ethyl Smyth's compositions are of strong and 
sturdy construction and show no signs of any feminine 
weakness. Her operas The Wreckers and The Boatswain's 
Mate have been frequently performed in London. . 

Amongst other distinguished twentieth-century 
composers we find Dr. Vaughan Williams (born in 1872) 
who, like Gustav Holst, began as a folk-song enthusiast. 
He took .an active interest in collecting the folk-songs of 
Norfolk, some of which he made use of in his Nor/ olk 
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Rhapsodiu for orchestra. Soon, however, his highly 
individual style began to assert itself, a style-robust and 
typically English-which he has steadily developed. His 
compositions include three symphonies (the London, the 
Pastoral, and the F Minor), numerous choral and 
orchestral works, among them Sancta Civitas, Dona 
Nobis Pacem, and Five Tudor Portraits, and several 
operas and ballets including Hugh the Drover, Sir John in 
Love, The Poisoned Kiss, and Job. Gustav Holst (1874-
1934), born at Cheltenham, but Swedish by ancestry, 
composer of The Planets, a suite of seven tone-poems for 
orchestra; Coleridge-Taylor (1875-1912), son of a West 
African negro doctor who practised in London, and 
composer of the ever-popular Song of Hiawatha; Sir 
Arnold Bax (born 1883), of Irish descent, one of the most 
distinguished personalities in modern music, in whose 
compositions-which include seven symphonies, a violin 
concerto, and a 'cello concerto-certain Irish characteris­
tics, as well as Ru~sian influences, may be found ; 
John Ireland (born in 1879), whose setting of Masefield's 
Sea Fever has gained him wide popularity ; Rutland 
Boughton (born 1878), whose opera The Immortal Hou, 
met with considerable success in London ; and Frank 
Bridge (1879-1941), whose eclectic style found its finest 
expression in chamber music. 

William Walton (born in 1902), composer of the 
overture Portsmouth Point, a symphony, a violin concerto, 
some very effective film music, and the remarkable 
oratorio ·Belshazzar's Feast; Michael Tippett (born in 
1905), composer of the oratorio A Child of Our Time; 
and Benjamin Britten {born in 1913), whose opera Peter 
G,imes, produced at Sadler's Wells in 1945, has created 
world interest, are some outstanding names amongst the 
younger school of composers. 



CHAPTER XV 

SUGGESTIONS FOR FURTHER STUDY 

Nobody has ever learnt all there is to know about 
music. The study of music, like the study of literature, is 
inexhaustible; there are always fresh fields to be 
explored, and new discoveries to be made. This is the 
charm of music, which, though it may change its form, 
never loses its appeal. 

The musician, whether he is a singer, an instrumen­
talist, or a composer, should be ever eager to broaden his 
outlook by finding out things for himself. Though his 
first steps in music will naturally be confined to the study 
of a particular subject, as soon as he has made progress 
he should not confine his activities to a limited objective, 
but should roam over the whole field of music wherever 
his fancy takes him. Once he has started on the voyage 
of discovery he will never turn back. 

For the seeker of musical knowledge there are 
thousands of books, old and new, and vast collections of 
music. He may even go back more than two thousand 
years to Aristotle, who wrote " Music, as everybody 
knows, is a delicious pleasure . . . it forms part of every 
social gathering and of every entertainment as a sheer 
delight.." Or, delving at random, he may open Pepys' 
Diary for 1666 and read: "Discoursed with Mr. Hooke 
about the nature of musical sounds, and he did make me 
understand the nature of musical sounds made by 
strings, mighty prettily ; and told me that having come 
to a certain number of vibrations proper to make any 
tone, he is able to tell how many strokes a fly makes with 
her wings (those flies that hum in their flying) by the 
note that it answers to in music during their flying." 
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From the same source he may learn about "barber's 
music," music which used to be performed in barber's 
shops for the entertainment of the waiting customers. 

Every •nusic lover should know of Grove's Dictionary 
of Music and Musicians. This great work, now in six 
volumes, may be consulted in most public libraries. It 
consists of a series of articles, each written. by an expert, 
the lene"th va.rying with the importance of the ~ubject ; 
the article on Beethoven, for instance, occupies more 
than sixty pages. A smaller dictionary, which covers the 
whol0. field of music in one volume of some thousand 
page~., is The Oxford Companion to Music; the entire 
work is written and edited by one man (Mr. Percy 
Scholes) who, in consultation with experts, devoted 
many years to his immense task. The work is very fully 
illustrated and is self-indexed, which makes reference to 
any subject an easy matter. 

Books that will Help You 

Here is a list of books on practical subjects, and on 
history and appreciation, which you should read. They 
are books which will really help you to study, for they are 
written in a straightforward style which anyone can 
understand. Only those books have been selected which 
give the maximum of information with the minimum of 
padding, and their number has been deliberately reduced 
to a minimum, because nowadays many people have 
litt1e time for reading. 

Piano Playing 
Common Sense in Pianoforte Play ing-CUTHBERT WHITE­

MORE (Augener). 
The Happy Pianist-ENID GRUNDl (Oxford University 

Press) . 
You will find both these books of the greatest value ; they 

are concise, and are very easily understood. 
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Musical Secrets-LILIAS MACKINNON (Oxford University 
Press). 

A tiny book containing an astonishing number of useful hints. 

Accompanying at the Piano 
The Art of Accompanying-ALGERNON H. LINDO (Winthrop 

Rogers). 
There are very few books on Accompanying, but this one is 

excellent. 

Singing 
The Broad Principles of Vocal Techniqi,e-DAWSON FRERR 

(Ashdown). 
A 24-page manual, which clearly outlines the basic principles 

of singing. 
Plain Words on Singing-WILLIAM SHAKESPEARR (Putnam). 
An interesting and valuable book. 

The Church Organ, the Harmonium, and the Cinema Organ 
The First Year at the Organ-PERCY BucK (Macmillan). 
How lo play the Cinema Organ-GEORGE TooTELL (Paxton). 
A practical book by a well-known cinema organist, which also 

contains valuable chapters on the Harmonium and American 
Organ. 

Musical Composition 
Teach Yourself to Compose Music-KING PALMER (English 

Universities Press). 
A guide to elementary composition, written in a straight­

forward style which anyone can understand. 
Musical Composition-CHARLES VILLERS STANFORD (Mac­

millan). 
A book which will help the more advanced composer. 

The Violin 
Violin Playing as I Teach it-LEOPOLD Au:KR (Duckworth). 
A book by one of the greatest teachers of the violin. 
What Violinists ought to know-PAUL STOEVING (Bosworth). 
A useful 24-page booklet. 

The 'Cello 
Chats to 'Cello Students-ARTHUR BRO.ADLEY (Strad Office). 
Handbook of Violoncello Playing-SCHROEDER (Augener). 

Chamber Music 
The Playing of Chamber Music-STRATTON AND FRANK 

(Oxford University Press). 
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Wind Instruments 
Flute Technique-F. B. CHAPMAN (Oxford University Press). 

Orchestral Wind Instruments-Ancient and Modern-ULRIC 
DAUBENY (Reeves). 

A book of general interest to wind players. 

Musical History 
Music and its Story-R. T. WHITE (Cambridge University 

Press). 
A short general treatment of the subject, written in a very 

readable style. 
The Listener's History of Music-PERCY SCHOLES (Oxford 

University Press) . 
A work in three short volumes, designed to appeal to the 

man in the street. It also provides a course of study in the 
appreciation of music. 

The Progress of Music-GEORGE DYSON (Oxford University 
Press). 

This book has been called" a musical history without tears," 
and is an informal historical study, written in a clear and simple 
style. 

Musical Memory 
Music by Hearl-LILIAS MACKINNON (Oxford University 

Press). 
A stimulating book which should be read by every performer. 

Musical Appreciation and Listening 
Your Music and You-KING PALMER (Paxton). 
Intelligent Listening to Music-WILLIAM W. JOHNSON 

(Pitman). 

Opera 
Opera-EDWARD J. DENT (Pelican Books). 

English Music 
Music in England-ERIC BLOM (Pelican Books). 

Dictionaries of Musical Terms 
Every performer should possess a dictionary of musical terms. 

There are many small and inexpensive books, two of the best 
being A Dictionary of English and Foreign Terms and E~pressions, 
by ARTHUR J. GREENISH (Joseph Williams), and A Dictionary of 
Musi.cal Terms, by ToM S. WOTTON (Breitkopf and Hartel). Th~ 
Radio Times Music Handbook. by PERCY A. SCHOLES (Oxford 
University Press), is another useful book, which explains all the 
musical terms likely to be met with in radio programmes. 
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Borodin, A. P., 170 
Boughton, Rutland, 178 
Bow, 'cello, 96 

viola, 95 
,, violin, 83, 87-88, 91--92, 
95, 96 
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Double-natural, 24 
Double-sharp, 24-25 
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Dowland, John, 173 
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Drums, 117, 149, 155 
Duets, piano, 76-77 
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Ear-training, 51-56 
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George I of England, 17: 
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Glazunov, Alexander, 170 
Glinka, M.I., 170 
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Guido d' Arrezzo, 161 
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13-14, 16, 
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Holst, Gustav, 178, 179 
Hom, French, 11-12, 16, 99, 
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Leading Note, 44 
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Macdowell, E. A., 171 
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Mordent, 45-46 
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" 
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151-153 
Orjeo, 149 
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,. , cost of a, 17 
,. , invention of the, 59-6o 
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Prokofief, S., 170 
Psaltery, 16o 
Purcell, Henry, 174 
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Sumer is acumen in, 172 
Summer Night on the River, 178 
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Swell organ, 110-111 
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POSTSCRIPT TO THE READER 

The Next Step 

You have been reading or looking at one of the Teach 
Yourself Books published by the English Universities Press, 
and, in so doing, you are one of a good company. 

Between two and three million Teach Yourself Books 
have been bought and used and this figure would be many 
times greater if there had been no paper rationing to 
restrict their output. The number of men and women 
who have the urge and imagination to strive for the full 
employment of their own lives has never been greater 
than it is today and they know that the Teach Yourself 
Books can and do help them to reach that goal. From the 
very start, ten years ago, this series of books has been 
designed for that one purpose. 

In practice we have learned from the thousands of letters 
we have received, that they are bought and used for one of 
the following purposes. 

(1) As a primary text book on an examination subject. A 
large number have actually been adopted for classroom 
use in schools and colleges. 

(2) As an additional book on an examination subject, to 
supplement class-room instruction. Time and again we 
have had letters from students who have at last been able to 
clarify their minds about some point which their own 
teachers could never get across to them. 

(3) As a revision text book on a subject which is supposed 
to be known already but on which the student f eels shaky. This 
occurs most frequently in the cas.e of those who have to 
return to examinations after a period of unacademic work 
such as the call-up period with the forces or a false start in 
uncongenial employment. 

(4) As an introduction to a new examination subject for an 
aduft student. More gainful employment is often only to be 
had after the open competition of a further examination. 

(5) As a text book on the actual job on which a man or 
UJoman is employed. In spite of all the criticism of present-



day workmanship and desire for work, a great many men 
and women are prepared to spend time and trouble in 
order to learn how to do their own job more efficiently. 

(6) In order to learn a language. The motives may be 
business necessity, or to get the most out of a holiday abroad 
(when it is possible), or purely cultural or for an examination. 

(7) As part of a self-imposed task of further education. 
Men and women in all parts of the world are striving to 
better themselves. Again the motives can be very varied 
and none of them is bad. The most common is based on 
the very true belief that continued education will help a 
man to earn more money. Another springs from the 
unadulterated desire for more knowledge so as to be able 
to take a greater interest in the day to day events at home 
or in the outside world. 

(8) For pure enjoyment and recreation. It is almost 
impossible to say where the dividing lines are between 
sports, pastimes, recreation and hobbies. A stranger 
might think that football, cricket, football pools and 
betting generally are the only pastimes of the British nation. 
But he would be very wrong. Present-day restrictions, 
shorter working hours and less easily obtainable entertain­
ment have combined to make one of the outstanding 
features of these post-war years the enormous increase in 
the time given to worth-while hobbies. The hobby may 
be carpentry ,or needlework or cooking or gardening; but 
it might equally well be a study of philosophy or a particular 
period in history or calculus or a language. 

Which of these eight purposes has prompted you to interest 
yourself in a Teach Yourself Book? Or have you a ninth 
which you could t ell us about? There needs to be a very 
close association between those who write and those who 
read these books, so your comments can be of great value 
to us. Anyone who is prepared to give his precious time 
and energy to self education deserves to have only the best 
and most useful books. 

We have found the teachers who can see what is wanted 
and put it down on paper. The authors of the Teach 
Yourself Books are nearly all in the teaching profession 
themselves. And they are faithful to their profession. 
There is no easy way round to the goal of knowledge, but 
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the search after knowledge can always be made interesting 
by a teacher who is in tune with his pupils. That is another 
reason why we are always interested to hear from readers 
who have genuinely worked through any of the Teach 
Yourself Books. Suggestions for improvement, notification 
of printing errors, plain crit icism, straightforward appreci­
ation are all equally welcome. · 

In the pages that follow, we print a complete range of 
books in the series at the present time. At any given 
moment many of them are temporarily out of stock, but 
we are reprinting them all as quickly as the paper supply 
permits, completely revising them where necessary in the 
light of the best criticism. And there are many new titles 
planned for the future. 

The most sure and certain way of getting a copy of the 
book you want, if it is temporarily out of stock, is to give 
a firm order to your bookseller who will supply it as soon 
as the new edition becomes available. 

LANGUAGES 
These courses have been enormously successful and are of proved efficiency. The 
general idea of them (though this has to vary occasionally) is to enable the student to 
learn the language without any help other than that which the individual books provide, 

Pronunciation-Grammar-Vocabulary-Exercises and a Key 
are in nearly every case fully presented. E ach lesson is carefully regulated to the 
average student's capacity-and often there is both wit and wisdom to be found there! 
The languages taught are : 
ARABIC A. s. TRITTON, D.LlTT. 

CHINESE H . R. WILLIAMSON, M.A., B. D. , 
D.LITT. (7/6 net) 

DUTCH H. K OOLHOVE N 

ENGLISH GRAMMAR 
GORDON H UMP HREYS, M.A. 

FRENCH SIR J. ADAMS, M.A., LL.D. , and 
NORMAN SCARLY N W ILSON, M.A. 

EVERYDAY FRENCH 
NORMAN S CARLYN WILSON, M.A. 

GERMAN SIR J. ADAMS, M.A. , LL.D. 

MORE GERMAN 

GREEK 

SYDNEY V-l. WELLS, B.A. 

F. KINCHIN SMITH, M.A. , and 
T. W . MELLUISH, M.A. 

LATIN w. A. E DWARD, M.A. Completely 
revised by F . KINCHIN SMITH, M.A. 

NORWEGIAN I. M ARM, CAND.PH ILOL. , 
and A. SOMME RF ELT, D.ES.L., D.LITT. 

PORTUGUESE 
] . W. BARKER, M.A. , PH.D. 

RUSS.IAN 
MAxIMILIAN F OURMAN, LL.B. , P . I.L. 

SPANISH 
N ORMAN SCARLYN WILSON, M.A, 

SWEDISH R. J. M CCLEAN, Ill.A., D.PHIL. 

Other Language Courses coming, which 
you can order now, are : 

HIN DU ST ANI T.GRAHAMEBAILEY, 
D .LITT. , and]. R. F IRTH , M.A. 

MALAY M. B. L EWIS , M.A. (7/6 net) ITALIAN KATHLEEN S P EIGHT , M.A., 
M.LITT., DOTT.LETT. (FLORENCE) POLISH MARY C ORBRIDGE, PH. D . 

Each Book costs 4/6 net except where otherwise noted. 



MATHEMATICS 
There are six volumes ready so far, five covering separate special subjects. Tbe first 
volume is a general one covering basic arithmetic. It is called: 

TEACH YOURSELF MATHEMATICS JouN DAVIDSON, M.A. and E.T. MOORE, •.A. 

The other five volumes are written by Mr. Percy Abbott, one of the greatest "maths" 
teachers of our day. Mr. Abbott was formerly head of the Mathematics Department 
and Headmaster of the Secondary School, The Polytechnic, Regent Street, LondoD, 
W.1. Mr. Abbot teaches you: 

ALGEBRA GEOMETRY 

MECHANICS TRIGONOMETRY 

CALCULUS 

ECONOMICS AND BUSINESS 
In this wide and important field of education five basic subjects are already provided. 
They are: 

SHORTHAND THE GREGG SYSTEM 
Taught by ERNEST w. CROCKETT and 

F. ADDINGTON SYMONDS 

TYPEWRITING 

SALESMANSHIP 
BOOK-KEEPING 

PITMAN'S CoLLEGE 

S. A. WILLIAMS, M.A. 

DONALD COUSINS, B.COM., A.C.A. 

ECONOMICS s. EVELYN THOMAS, 
B.COM., PH.D.(LOND.), F.c.s.1. 

PITMAN'S SHORTHAND 
PinLAN'S COLLEGE 

Other subjects for which courses are in 
preparation and which you can order now 
are: 
BUSINESS ORGANISATION 
F. J. WRIGHT, M.SC.(ECON,), B.COM.(LOND,) 
COMMERCIAL LAW PITMAN'S COLLEGE 
SECRETARIAL PRACTICE 

PITMAN'S COLLEGE 
and for every office desk we usually have 
in print: 
THE E.U.P. READY RECKONER 
COMMERCIAL ARITHMETIC 

J. H. HARVEY, B.COII. 

Each Book costs 4/6 net 

THE SCIENCES 
In this field of study, which is wide and diverse, the Home Student will find the English 
Universities Press provides clear lessons, equivalent to a complete introductory course, in 

BIOLOGY 
MARY E. PHJLLIPS, B.Sc., ana L. E. 

Cox, B.Sc., F.L.S. 

CHEMISTRY JAMES KNIGHT, M.A., B.Sc., 
ana G. BRUCE MACALPINE, B.SC. 

GEOLOGY 
A, RAISTRICK, M,SC., PH.D., M,l,141N.E, 

PHYSICS 
W. RAILSTON, M.SC., PH,D,, F.INST,P. 

PSYCHOLOGY 
W. E. SARGENT, M.A., B.D., PH.D, 

PHYSIOLOGY 
DAVID LE VAY, M.S., JI.R,C.S. 

PHILOSOPHY 
C. E. M. JOAD, M.A., D,LITT. 

METEOROLOGY "AEoLus" 
ANATOMY DAVID LE VAY, M.s., F.a.c.s. 
FL YING NIGEL TA!CGYE 
ELECTRICITY C. W. WrLMAN, M.I.E.E. 
and in due course, among other subjects, 
you will be able to Teach Yourself: 
ARCHAEOLOGY 

ASTRONOMY 

Each Book costs 4/6 net and is weU illustt'ated 

·ill 

HOMECRAFTS AND HOUSEHOLD 
MANAGEMENT 

This section of the" Teach Yourself" scheme is one of the most popular. Each book is 
designed to impart a sound, practical working knowledge. The subjects dealt with are: 

DRESSMAKING I. HORNER PHOTOGRAPHY 
COOKING STANLEY w. BOWLER, F.R,P.S., F.R.S.A. 

EVELYNEWHITEan4JESSIE R. WATSON 

EMBROIDERY MARY THOMAS 

HOUSEHOLD ELECTRICITY 

BEE-KEEPING 

CARPENTRY 

A. N. SCHOFIELD, LL.II. 

CHARLES H . HAYWARD 

CAROLINE HASLETT, D.B.E., COMP,l,E,E, together with an invaluable friend-in-need: 

GARDENING R. SuDELL, A.R.H.S. THE E.U.P. HOUSEHOLD DOCTOR 

Each Book costs 4/6 net ana is well iUustrated 

FOUNDATION BOOKS AND 
SPECIAL SUBJECTS 

Some Foundation Books and some books on Special Subjects any one of which may help 
you in your chosen career. 

THE STUDENT'S GUIDE 
SIR JOHN ADAMS, M.A., LL,D, 

TEACH YOURSELF TO STUDY 
G. G. NEILL WRIGHT, M.A., B.ED., D,LITT. 

TEACH YOURSELF TO SPELL 
KATHLEEN D. BARON, B.A, 

TEACH YOURSELF TO THINK 
R. W. ]EPSON, M.A. 

TEACH YOURSELF TO EXPRESS YOUR-
SELF R. w. ] EPSON, M.A. 

TEACH YOURSELF GOOD ENGLISH 
G. H. THORNTON, M.A., ana 

KATHLEEN BARON, B.A. 

TEACH YOURSELF TO WRITE 
KATHLEEN BETTERTON, B.A, 

TEACH YOURSELF PUBLIC SPEAKING 
PETER WESTLAND 

THE E.U.P. SPEAKER AND DEBATER 

BELL'S STANDARD ELOCUTIONIST 

TEACH YOURSELF GEOGRAPHY 
J, C. KINGSLAND, B.A., and 

W. B. CORNISH, B,A, 

TEACH YOURSELF TO TEACH 
L. WILKES, Ill.A. 

TEACH YOURSELF TO DRAW 
RONALD SMITH, A.T.D.(LOND,) 

TEACH YOURSELF ETCHING 
H ERBERT CuTNER (Society Graphic At'ts) 

TEACH YOURSELF MUSIC 
KING PALMER, A.R,A,M. 

TEACH YOURSELF TO COMPOSE 
MUSIC KING PALMER, A.R.A.M. 

TEACH YOU RS ELF ABOUT THE 
GREEKS J.C. STOBART, M.A., and 

ELSIE E. HERRON, M.A. 

STAMP COLLECTING F. J. MELVILLE 

Each Book costs 4/6 net 

SPORTS AND RECREATIONS 
A new "Teach Yourself" enterprise in response to hundreds of requests. The first four 
subjects are : 

CHESS 

SAILING 

GERALD ABRAHAMS, the famous 
foternational master 

AMATEUR ACTING 
C. TYRRELL LEWIS 

JOHN BOURNE 

FISHING RICHARD WADDINGTON 
If you order your copies now, these books 
will be sent to you as soon as they are 
ready. 

Each Book costs 4 /6 net and is weU illustrated 



FARMING 
Three years ago the English Universities Press planned as part of the "Teach Yourself" 
Series a farming library, which would make a real contribution to the work of all farmers. 
Dr. S. Graham Brade-Birks, the eminent soil scientist, directs the enterprise. The subjects 
in this library are : 

GOOD FARMING (The Key Volume) 
V. C. FISHWICK 

GOOD GRASSLAND 
D. H. ROBINSON, PH,D., B.SC., N.D.A. 

GOOD SOIL s. G. BRADE-BIRKS, 
M.SC.(MANC,), D.SC.(LOND.) 

GOOD FARM CROPS 
A. W, OLDERSHAW 

GOOD FARM WORKMANSHIP 
D. V. FLETCHER 

GOOD FARM BOOK-KEEPING 
A. C. CAMPBELL 

GOOD MILK FARMING 
H. G. ROBINSON, M.SC. 

GOOD PIG KEEPING N. L. TINLEY 

GOOD CONTROL OF INSECi:T PESTS 
S. G. ]ARY, B.A. 

GOOD AND HEAL THY ANIMALS 
J. D. PATERSON, 14.R.c.v.s. 

GOOD FLOWER FARMING 

P. E. CROSS 

GOOD FRUIT FARMING 

C. R. THOMPSON 

GOOD POULTRY KEEPING 

C. E. PERMOR 

GOOD MARKET GARDENING 

G. H. TAWELL 

GOOD FARMING BY MACHINE 

H.J. Ifom 
GOOD CONTROL OF PLANT DISEASES 

H. H. GLASSCOCK, M.SL. 

GOOD SHEEP FARMING N. L. TtNU:Y 

Most of these volumes are ready, but 
you can order now from your bookseller 
those which are not available and they wili 
be sent to you when published. 

BUILDING 
Mr. E. G. Warland, M.I.Struct.E., the Head of the Building Department, Techruca1 
College, Liverpool, has planned these books to cover all building methods and practice 
together with certain allied subjects. The first ten books, each one a complete course, 
are: 

PLANNING AND DESIGN 

J. WATSON CADRE, F.R,I.B.A., 
M.I.STRUCT.E. 

t:ONSTRUCTIONAL DETAILS 
D. E. WARLAND 

BRICKWORK E. L. BRALEY, M.R.SAN.r. 

JOINERY 

ROOFING 

PLUM81NG 

T. 0. HOWARD 

J.LEE 

A.M.MAY 

QUANTITY SURVEYING 

• C. A. PERRY, A.R.I.B.A. 

HOUSE REPAIRS M. STUART 

ELECTRICITY IN THE HOUSE 
J.E. MACFARLANE, B,SC.(ESG.}, 

M,!.E.E., A.M,l,ll!ECH.E. 

GAS IN THE HOUSE R. A. WO0DROOK 

Nearly all these titles are available but 
those not ready can be ordered now for 
future delivery. 

Each Book cos/s 4/6 net and is well illustrated. 

TEACH YOURSELF HISTORY 
This self-teaching scheme is directed by A. L. Rowse, the famous Historian and Fellow­
of All Souls College, Oxford, supported by a team of the best teachers, distinguished 
historians already well-known, and younger historians rapidly making their mark. The 
Key idea of the scheme is to teach history by way of the biography of leading historical 
figures to open up the most important themes of history. For example, we hope to. 
give you by means of a biography of Lenin a convenient approach to the study of the 
Russian Revolution; through a life of Cromwell that of the Puritan Revolution in 
England; through Captain Cook a view of the opening up of the Pacific in the modem 
world. Through a life of Clemenceau you will get a picture of the vicissitudes of the 
Third Republic, so necessary to the understanding of modern France. As the series fills 
out, we hope to cover whole tracks of his tory : through a sufficient number of lives of 
its great men and women, the his tory of Russia, for example, or of the United States. 
or the British Empire. The Key Volitme, written by Mr. Rowse, is called 

THE USE OF HISTORY 
of which Dr. G. M. Trevelyan, O.M., has written: "Mr. Rowse's book is the best analysis 
I have ever seen of the educative effect of history on the mind, and particularly on the 
political judgment of the reader." 

THE OTHER VOLUMES READY OR NEARLY SO ARE: 

Br-itain and the Commonwealth 
JOHN WYCLIFFE and the Lollards 

K. B. MCFARLANE 
HENRY V and the Invasion of France 

E. F. JACOB 
CRANMER and the English Reformation 

F. E. HUTCHINSON 
QUEEN ELIZABETH and Her Age 

A. L. ROWSE 
RALEIGH and the British Empire 

D. B. QUINN 
C.l\vMWELL and the Puritan Revolution 

MARY COATE 
MIL TON and the English Mind 

F. E. HUTCHINSON 
WESLEY and the Methodist Movement 

NORMAN SYKES 
CHATHAM and the British Empire 

StR CHARLES GRANT ROBERTSON 
COOK and the Opening of the Pacific 

]. A. WILLIAMSON 
WARREN HASTINGS and British India 

PENDEREL MooN 
LIVINGSTONE and Central Africa 

]ACK SIMMONS 
GLADSTONE and Modern Liberalism 

J. L. HAMMOND 
BOTHA, SMUTS and South Africa 

BASIL WILLIAMS 
GANDHI and Modern India 

GuYWINT 
Eur-ope 
INNOCENT Ill and the Mediaeval Papacy 

A. HAMILTON THOMPSON 
JOAN OF ARC and the Recovery of 

France ALICE BUCHAN 
ERASMUS and the Renaissance 

MARGARET MANN PHILLIPS 
GUSTAVUS ADOLPHUS and the Thirty 

Years' War RAYMOND CARR 
RICHELIEU and the French Monarchy 

C. V. WEDGWOOD 

LOUIS XIV and the Greatness of France 
MAURICE ASHLEY 

MARX, Proudhon and European Social-
ism J. HAMPDEN JACKSON" 

BISMARCK and the German Empire 
CON O'NEILL. 

CLEMENCEAU and the Third Republic 
J, HAMPDEN ]ACKSON 

VENIZELOS and Modern Greece 
J. MAVROGORDATO, 

America 
BOLIVAR and the Independence of 

Spanish America J. B. TREND 
JEFFERSON and American Democracy 

MAx BELOFF 
ABRAHAM LINCOLN and the United 

States K. C. WHEARE 
WOODROW WILSON and American 

Liberalism E. M. HuGH·]ONES 

Russia and the East 
MARCO POLO and the Discovery of 

China G. F. HuDso:,; 
PETER THE GREAT B. H. SUMNER 
CATHERINE THE GREAT and the 

Expansion of Russia 
GLADYS SCOTT THOMSON 

PUSHKIN and Russian Literature 
]ANKO LAVRUI 

LENIN and the Russian Revolution 
CHRISTOPHER H!LL 

Ancient Histor-y 
PERICLES and Athens A. R. BURN 
ALEXANDER THE GREAT and the 

Hellenistic Empire A. R. BURN 
JULIUS CAESAR and the Fall of the 

Roman Republic M. I. HENDERSON 
AUGUSTUS and the Roman Empire 

M. P. CHARLESWORTH 
CONSTANTINE and the Conversion of 

Europe A. H . M. ]ONEF 

Each Book costs 5/- net with maps and frontispiece. 




