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SYDNEY SMITH'S PIANOFORTE METHOD.

RUDIMENTS OF MUSICAL NOTATION.

Musicar sounds are represented by certain characters called Notes, which are named after the first seven
letters of the Alphabet, viz, A, B, C, D, E, F, G.

These Notes are placed on and between Five parallel lines called a “Stave,” thus : —
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EXAMPLE. | S — P —
C P — e t—— »_
Notes on the Lines. ‘ l Notes in the spaces.

[n Pianoforte Music two signs called “Clefs"” are used, namely, the * Treble Clef” and the “ Bass
Clef”
THE TREBLE CLEF.

The “Treble Clef” is formed thus: - E and gives the name of “G " to all notes placed on

CLEF-NOTE.
the second line of the stave —
G
N B —The lines are counted upwards, the lowest being the first line.

From this Clef-note E all the other higher or lower notes proceed alphabetically.’
G }

a CLEF-NOTE.
2z P
E XAMPLE. W -
™ S —
G F E
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G A B C D E F E D C B A

NOTES ON THE “LINES.".

CLEF-NOTE.
Vot -
2 - » —
pa - et
— -
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E on the Ist line. G on the 2nd line. B on the 3rd line. D on the 4th line. F on the 5th line.

NOTES IN THE “SPACES”

- - r
P (AN
T -

F 1n the Ist space. A in the 2nd space. C in the 3rd space. E in the 4th space.

EXERCISE ON THE “LINES" AND “SPACES.
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THE BASS CLEF.

The Bass Clef is formed thus — (T/E:_—:—:;'_ and gives the name of “F" to all notes placed on the
cLEFNOTE )
4th line of the stave, @5_:__;“__——::—-; From this Clef-note, {&=2-"— all the other higher or lower notes
= . —
proceed alphabetically
CLEF-NOTE

o

EXAMPLE. W

F G A G F E D C B A G
NOTES ON THE “LINES”

CLEF-NOTE.
& = - L
- - -
G on the 1st line. B on the 2nd line. D on the 3rd line. F on the 4th line. A on the 5th line.

NOTES IN THE “SPACES.”

W

®

v 1

&

A in the 1st space. C in the 2nd space. E in the 3rd space. G in the 4th space.

EXERCISE ON THE “LINES" AND “SPACES.

G et e, ot o

The Treble and Rass Staves are connected by a “ Brace " in this manner: —

a

1’4

Played by the Right Hand. (I(‘Xf}
J

Played by the Left Hand. J (&

THE KEY-BOARD.

As there are only seven notes in music, viz., A, B, C, D, E, F, G, the Pupil will perceive that the

50 White Notes and 35 Black Notes, which form the compass of a Modern Pianoforte, are merely repeti-
tions of the following section of the Key-board -—

SECTION OF KEY-BOARD.

L CID|E
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Observe that the White Note on the Left Hand side of every group of Two Black Keys is called C.

Bearing this in mind there will be no difficulty in finding any note. The Dlack Keys are in alternate
groups of twos and threes. They represent the Sbharps and Flats, and will be explained when occasion

requires their use,
The following Diagram of the Key-board of a Pianoforte will show the Pupil the position of the notes

he has already learnt. The other higher and lower notes will be explained as they are wanted.

DIAGRAM OF THE KEY-BOARD.

Treble
Clef-note

e [T ‘III II\III ||1||| T 1T T

EFG A B|0lD|E|F @|A|B|0JD B B,GIAIB|OD 1E FGAB[ODE[FGABCD n.m‘uh

PIANOFORTE.

|
A‘B 0D E|F|G'A B D

THE DIFFERENT SPECIES OF NOTES.

Six species of Notes are used in music, the first of which is called the * Semibreve,” or Whole

note. It is formed thus:— —Z2—

No. 1. EXERCISE ON THE “SEMIBREVE,” or WHOLE NOTE.*

4
3 X ! 2 é 2 ‘.‘—8) F,J 1 x
7 u <> - = —
&
<R
Y
4 3 2 1 x 1 2 3 4
y P () =
g = 77 >
Lo — < ) i T
L - - =

The strokss which reach from the top of the treble stave to the bottom of the bass stave are called '* Bar Lines.” They divide

the music into equal portions, called **Bars,” see page 6.
X denotes the thumb, 1 the first tinger, 2 the second finger, 3 the third finger, and 4 the little tinger.

THE “MINIM,” or HALF NOTE.
The “ Minim,” or Half note is the next in order after the semibreve, or Whole note: it is formed

by adding a stem or tail to the semibreve, thus:— —Z— 'T'wo minims, or Half notes, are equal to vne

semibreve, or Whole note.

NG

{ rd { ra rd
[ X 240 1
N\ V
v |
ExamrLE, } |
T —+
| R+20) —
l\? (e} f b | rd

* In Germany and in the United Btates of America the semibreve is termed a '* whole note,” the minim a ¢ half note,” the crotehet a ** quarter

note,” the quaver an " sighth,” the semiquaver a ‘ sixteenth,” and so on. The corresponding rests ara named in the sume munner, the semibreve res

8 * whole rest,” the minim rest a * half reat,” &e., &e.
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No. 2. EXERCISE ON “SEMIBREVES” AND “MINIMS.”
. (WHOLE NOTEE.) (HALF NOTES.)
Count 4 in & bar—2 to each minim, or half note.
y 4084
X X erie . e e e e
ke f f = =
B2 84| 1% :
(& = o
Sou” fa)
X
THE “CROTCHET,” or QUARTER NOTE.
The ¢ Crotchet,” or Quarter note, comes next in order after the minim, or Half note; it is formed
thus:— ~—#— and is only half the value of a minim, so that two crotchets, or quarter notes, must be

played to one minim, or half note, and four to one semibreve, or Whole note.

» rd
1
[
ExXAMPLE. : :
£d
No. 3. EXERCISE ON “MINIMS” “CROTCHETS.”
(QUARTER NOTES.)
Count 4 in each bar—1 to each crotchet, or quarter note, 2 to each minim, or half note.
X 2 2 3 1 g s 2 » 3 2
: e e e S e e e o
I 7 1 - 1 1 I 1 T I — 3 S S W | M L T
) VA . L v 1 T ) I I A ¥ v
g R R RN R
e e e
N T rd i 7 } = ! F — { 2
4 4 X 4 1 f’ X x X 1 e ¢
No. 4 EXERCISE ON “SEMIBREVES,” “MINIMS,” AND * CROTCHETS.”
t (WHOLE NOTES.) _(HALF NOTES.) (QUARTER NOTES.)
Count 4 in each bar—1 to each erotchet, or quarter note, 2 to each minim, or half note.
oo x 18 8 & 1 s 3
= : =t rerr
19 A W — e
- - % P;_« _-
N e ] I Iﬁ—
4 4 1 IB

After practising these Exercises. always counting aloud, it will be seen that the
longest note, the Minim half as long as the semibreve, and the Crotchet half as long as the .minim, or one

quarter as long as the semibreve.
A musical composition is divided into equal portions called * Bars.” When a bar contains four

crotchets, or their equivalent in value (such as two mmims or one semibreve), the composition is said to
be in “Common Time.” Common Time is expressed by a C placed at the commencement of the stave

There are several species of Time, which the Pupil will learn gradually.

Semibreve is the



“COMMON TIME.

SWEET HOME.

i

HOME,

SYDNEY SMITH'S PIANOFORTE METHOD.

(o]

EXERCISES AND AIRS IN

Count 4 in each bar—2 to each 1ainim.

No. b.—Exercise
S/

No. 6,
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both parts of the air mwust be repested.
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the first part of the air must be repeated ; if the dots are om the other side H
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many times
4.3 9 2 1 3
t T i -~ | [:;:1. -
' 3 T 1 T t
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1 3 3 1
4
g 3 1 3 P 2
T I =
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T 1 I g 2 X 3
3
* A Double Bar H ig sometimes placed at the end of the first part of an air, as woll as at the end of the second part. When marhed

ﬁ’

Count 4 crotchets in each bar.

24
1 2
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No. 7.—Exercises.

she sir must be repeated; if the dots are on both sides,

with dots, thus :-—
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LEDGER LINES.

When other notes (higher or lower) are required besides those on the lines and in the spaces, short

iti ines & ht into use, called “ Ledger Lines,” any number of which may be used.
addltw%}&]le %%zsggielitr)lrezu%boz:;l the stave are counted upwa.rd’s, and those below the stave are counted downwards.

LEDGER LINES IN THE TREBLE CLEF.
NOTES ABOVE THE STAVE. NOTES BELOW THE STAVE.

G F
E D - A
A 2 - 1= %2; ¢ B o = = 5%3 LiINEs. Spacss.
o T - = S@ e 2 — = - BF
1.2 1 4 1 ) 4 r B

S —— i § S —— —a——*
LinEs. Sraces. T < _g. giﬁ D -]'3 v o %15

EXERCISE ON LEDGER LINES IN THE TREBLE CLEF.

PR e fre X1 E—
- 1 t T t — )
R =" _j: = _;.1& - j ? 1 :# - .g
LEDGER LINES IN THE BASS CLEF.
NOTES ABOVE THE STAVE. NOTES BELOW THE STAVE.
A
G ¥ A
E D o
S - e gizg JB . = 2 é‘_i% - LiINBS. SPACES.
e Gounr S So— i A — —
Vfi:‘:: T - i 3_ T L_*ﬂ - i i_ ]
LINEs. SPACES. % 3 - ﬁié F _I') > ;.m
)t B & ¢
EXERCISE ON LEDGER LINES IN THE BASS CLEF.
. 3
e T L2, arfE,28
@t S S WA GO S S—— F e — 3
—- - T—3 — 4 ——
S SE i i EEEE

THE KEY-BOARD OF A PIANOFORTE CONTAINING SEVEN OCTAVES.
SHOWING THE POSITION AND NAMES OF THE NOTES.

TresLE Notgs.

N

Bass Notrs.

1

@ PRI 0 i
T
:'$.;;' ,
-
8

T e

@

=3

A‘ I"IDiE!FiG A B|o|D|x F|G A’BODEFG'A

181 OcCTAVE. 2ND OCTAVE. 3rp OcCTAVE. 41 OCTAVE. ' 5TH (QCTAVE. 6TH OCTAVE. TTE OCTAVE.

1. The distance from A to A, B to B, C to C, &o., is called an Octave.

2. To avoid the use of too many ledger lines, 8va. (the abbreviation of offava) is placed over the notes,
signifying that they are to be played an octave higher than written; and when placed under, the notes must
be played an octave lower than written. .

3. The first eight notes in the Treble stave are placed over the last eight notes in the Bass stave.
They are the same in name and souna, and played on the same keys.
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SCALE AND KEY OF C MAJOR.

A succession of eight notes, either ascending or descending, is called a Scale.

Sexnitone.

Semitone,

Semitone,

=
A

EXAMPLE.

3

4

Observe that the 3rd and 4th, and the 7th and 8th notes of the scale are only semitones; between

each of the other notes the interval is a whole tone.

A scale with these intervals is called a Major

Scale.

f C major has no Sharps or Flats, but 1s composed entirely of white or natural keys.

The key o

SCALE OF C MAJOR.

No. 8.

Repeat many times,

[

1_;19
.LL'.rg

= =11

=
X
4

x| Wl e
- el e
N e=

-~ 14+ x
x 1] 1 -
. 1 ]
L)
sl
(e

THE VESPER HYMN.

9.

No.

41!.‘v .,
L Iv."....“..llu
U0
“[TT8 -,
L] IIJ-:..“..Jlﬂ
“TTe te,
! TT7 ...”n.nl.mq
-7 .,
o Hee oo 1T
L
] >
™ mwv
N ——— e’

(e ]

pt- .

1'-.-.-

THE BLUE BELLS OF SCOTLAND.

x 9 Q|-
- |t

w11 ..“”“" 11..9‘
n T,

x d..... AR 111‘4 v.e0a0 [ [
=TT .. !.1_ ..
LIS em -o.
x 1..3...“".G._L x - ﬁ.......jla -
Slﬁ. .
- HL....- ....c
OTIN [=eeeee QL= »TTN | oeeee QUL
_H ..... -] R )
(| L“... 4

w1 .. XTI eose TTO! ™
- Jr.“““...L - gl ...-..

T w17 seesse -

il

@) n@u (
N ..’ N,/
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THE QUAVER.

The “ Quaver " 1s the species of note next in order after the crotchet; it is formed thus.— % and
is only half as long as the crotchet. —
The Pupil has now learnt the following species of notes:—

2 Minims. 4 Crotchets. © 8 Quavers.
A P‘ AR S
—————— ——————— . - i 1 [ 1 H 1 J
. E—— S ——
The Semibreve, ——=— equal to ——e— of —p—p—p—p— or = S S B~ - M - R
— — . ——F—F—1
.
”
No. 11 EXERCISE ON THE “QUAVER.
Repeat many times. :
n x 1 x 1 3893 L3 %3 21 21 — | —
| Py T —
f | T v 7 B v
L 4
A\Y | U S R | [!  ——— | - ! ;. 1 ] B
J === 4 ®F L x 1 2 3 x Y x 3 9 1 X ”
x 1 ® 2
s 1 X . 1
__ pramepm— 2 1 2 1 x t x 1 2 3 2 3 4 3 2 1 X = X 1 2 3
o egeprrrFLrlr rFopo =it
T 1! 1 1 - - .. 1 ] )| 1 I H I )il e | 1
PR e — e et ————
Repeat many times. ‘ -
) - —— ‘»4 +— 1[ g IR ocotl S B 1 e ——
Pl " 4 ¥ 4 I 1 T P o wotll S | 1 )] é w d ¥ ‘Al } ) S Wi |
g‘]} # & |3 17 I A'J [ r 4 J | 1 ] -—H
J - 2 4 24 3, 41 3 ¢ 3 ¢ 3t #f',xugsa 3412|x'2#
X x x
x x x X 1 X X
431 @ | @1 3 e 2 le Vel 9 e 321 x 12 ?2 x 1 2 3 i
—@ . T T O A I A P
CESgs=a=== Pl o e
{ | 1 1 It 1 1 — 1 Ll‘w'l_
[l - L__hd‘"

THE SHARP.

The Sharp () raises a white or natural key a semitone, or one key higher

F NATURAL F SHARP
ExaMpLE. 3
XU -
White Note. Black Note on the right hand side of F

THE KEY OF G MAJOR.

The formation of all major scales is exactly alike; that is to say, the semitonic intervals must appear,
in every major scale, between the 3rd and 4th notes and 7th and 8th notes of the scale.

To make the semitonic interval between the 7th and 8th notes of the scale or G, it 1s necessary to
raise F, the 7th note, one key higher; it is then called F sharp. This sharp is placed at the beginning of

the stave, on the fifth line (F), to show that all the F's must be made sharp, and is called the “Signature "
of the key. »
KEY OF G (ONE SHARP F)

Semitone Semitone.

) am—

ey

e 5 [ ]
o

-
— &™) -
==

1 2 3 4 b 6 7 8
~ No. 12. THE SCALE OF G MAJOR.
All the F's must be made Sharp. | ¢ x | o 3 & $3 g ) [~

3c: 18
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ROUSSEAU'S DREAM.

d

SYDNEY SMITH'S PIANOFORTE METHOD.

[
x
it

43gl

3

T |

Count 4 orotchets in each bar,

2
2

y

No. 18
No. 14.
g

=¥ 43

Pt

&}

1 2
L
v
.
.
¥
—
£
t
4
4 2 4 32
»
1
v —
Il
T
™|
=
X 2 x 2

{851 Mt |
<1 - CIRL VN RRAI M
. - e |*
w e [ee-e QL | % - .r.ui;— "
o fo o
3 -

3 4
d|

:

&

3

x %
4
i
| S

=
{-
+

Repeat eanch Hxerclse mary times.

No, 16.

3,

E3

2

3

2 3

X 2
+ 1

3 g

4
X

—

|

Repeat each Kxercise many timee.

A~Z0N )
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A Dot placed after a note increases the value of that note by one half. Tor instance—

g .
2 g 4
- — - ]
~ T 3 %
3 = ¢
E ° &

o 3 :
oy

A >

o
E 2 3
e = S
= £ B
< o ©
-}

Havpn

GOD PRESERVE THE EMPEROR.

No. 16.

Count 4 crotchets

[T79 %

T8l = >
o) |l

TR ~lelld
xR

3l IRE
= QU ™=
x
L] le o <
x
E.D.ll 17 <

X
X

_8_

!

il

=

e

- L xnlﬁ.
o L L
el QL]
m| Q]
...o{,
=l ...e#]
=0l -Qid
o - Xﬁull
0‘4 L] ss e
ol
Q|- QU
i AiY
NEh ()

A dotted Crotchet

is equal to

8 Quavers.

THE SPANISH CHANT.

No. 17

{ i
8L 1N

TR~ =]l
L - x Ll
AN -4l
ST . i [
ELI.# oes
«TTe L1l [x
x[TTQlaass ll.ﬂwé
X 17 ..n.llve 13
o] .

- —l-.“-lla -
~rrel.
L IR NI
x Allunyu Jl.ﬂv o
=718 .
- ]lx_-..n.iln -
a[TTe].
o gli..nclld o~
3114 .
A TTR eeee Jld‘

o ARV

N N
XX x
b4
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THE RESTS.

Every note in music has a corresponding sign called a * Rest.” Rests indicate those parts of a musical
somposition where the performer ceases to play for the time represented by the rest. Thev ar formed

as follows: -
Semibreve Reat. Minim Rest. Crotchet Rest. Quaver ilest.

[T T Py 1J
" 1

o
1

Observe that the head of the crotchet rest turns to the right, 2nd that of the (i\gver rest to the left
No. 18. EXERCISE ILLUSTRATING THE DIFFERENT KINDS OF “RESTS."

44 4 3 «3 31 33 1 L 2 3 s )
4 . L - 1
- — -  — —g——m £ 1
v _H___V ¥ " .
Py x 1 2 3 e, P . e % - . . . . N
=B = N —— 2 - 53
!@7*% s s o e e EABIS F | =
JE— = | X T '
1 s P a
aa 1 N L A lpm 4 3 3 1 X 1 —T 4 4 4
- — 1 1 o i P ! - —1 17 -
:ﬁ:ﬂi&f:_ﬁ;_g___!n_‘& e e e e e o
b j— H v | 1
PYJ N . . . .o P . - X 1 2 8 . . . .
- . - . - - . - . on - . - - .
. - .o e, d s + & . . . . s PRy . "
=T f ) N N I - »- -
T R e ——
+ 1 _ S
X
X ‘ ‘ - — x
4 e N 2 4
3 4.3 9% 339 1 3 2 2 3 4 8 1L, lpm 31 \ ) x
- 1 ] ] 1 H )| i | —
¥ R e B SN I —pa— - T o P - I
%‘ﬁ i o ' f e i ; g
:i A d. e« e . v. . 1 . e e e e . . . . . .
Y S ';',;;J‘:.j_g__ m_ﬁ_ﬁf__g.__.:_w__,_ g —
e e s s e BT I Y B 1 2 SR
v S— ' 1 ! 4 T o
4

TRIPLE TIME.

When a musical composition contains three equal parts in a bar, such as three crotchets or three
quavers, it is said to be in “ Triple Time.” Triple Time is expressed by the figures § when there are three
crotchets in a bar, and § when there are three quavers.

No. 19. LIFE LET US CHERISH
§ time—Count 8 crotchets in a bar.
IR $ £ ¢ E A ] P 21
——— e = —r—t f | { 1 —— —+—
Z ot et et S g ¥
e s B 3 . .
X X X X I < e s L X x x PRI X X
ol . tee |l 8 o, lem ..
e B o = iy i o el e e B S
- 1 = T W H T T | el i - JAN— . H - U
= J f e ! — £
1 4 x x 4 X L T X x
4 2 §
L $44 3 Pe. 3 .t A b o
1 1 B
1 Sees SRS Ees s SE e =
g _Ul’ Ld x X X X X X x X
4 X 3 3 1 3 3 X 4y 13 3 @2 3 @0 |, Ae |, L |
P e e T et ety
1 T | R ) R A I el | 11 1 H R S
. N Il 1 1 1 U M hotf | |
T v i i 7
4
Ay A e o b oy A s g bR P
Ei - a— s — i P ] i S
 Sm— —t == S S s e it *  a— 1
T T - N t t it 1Tt
X X X X X X )l<>]( )1( § X)ﬂ( §§ X X D'C
N naneil I W i it I W it i 4153;: 4 35:33 4 ﬁi—k&& 4 2 1 ja 2@ )y ]
e B e e St S B il 4 —."'E*L‘”—.wr_*;:
F = ! = o e e Tt o
=

* D.C., an abbreviation of ‘“ Da Capo " (from the beginning). Repeat the first part of the sur, and finish at «“ Fine”
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KEY OF D MAJOR

This key requires two sharps to produce the semitonic intervals between the 3rd and 4th, and Tth and

8th notes of the scale.

Bemitone. Bemitona.
' o
ExAMPLE. @ e i —
7
1 2 8 4 b 6 7 8

No. 20. SCALE OF D MAJOR.
Repent several times Repeat several umes.
. 3 3 4 3 4 3 % e ' L.
m f 7 3. —t — iU E—
= ——t + ——t ;l i et H —
¥ 1 8 X . S N S— 1 x 8 % 1 3 X L—
All'the F’s and C'a to be Sharp. All the F’s and C's to be Sharp.
P X
g 1 1 1 g g 1
4« 3 2 1 x - 2 -..-4"—-.—F X } g 3 4 3 8 1 .
—— 1 1 ! - st —— ~
- ! - 1Y 1 L (] 8 | oud H H -
- 1 1 1 —-— d
4
s 3 3 3
x 1 - - 1
8 o oL e o X3 T x 3 1
T 2 —
)i
No. 21. LE JET DEAU. SYDNEY SMITH.
time, 8 quavers in a bar.
aw 3 1 ) 3. 2.1 %X 3 18 o ) 3 1 3 2.1 .

o, ¢ } = 1 A - 1 . . - {*1‘-1 T J| N I{ N1 - N1
(e R R e e e e ' HES e e il
S i h e LA s R Ea et R —"

PR X e X et
“ o . 1 « s e l X

g::;:':g:'g___;g__‘ﬁzt;'—'&'&:g;;:‘x 8 | P —ss 58—
@nb‘ e ?xrﬁ p= ottty
I (¥ ] — 11 1 3 I N W | A el | IR I T 1

e e - srl.gr,rr.r,
6% X 9
-
g3 ?A{ Fiez. ~ 4 3__2 13 1 ; - D.G.

" — 1 I el > - - . H TS B + )

b : N 1 — Ny M| Y | ! H 18 I | el | oud T H 1 M s

il ] F‘__jﬂ: I - T 1 P i 1 H r?:‘P__ - > | w .

S S— S — & | T |7 2 1 —— #e T
—1 - w v Al
% x| 123 1 e x— 3 | ¢ 1| x T 1 x 2~ 18
/X 3 | x| X X —%
T ] 1 4 o 1472 2 « 1l ol 4+ 194 1‘-;?

: — 1 > ! o .

Sirsssase el Gisoeasbi=sEis=coaccesscio=me
— I - e — ke - b

This mark ~, placed over or under the notes, 18 called a “Slur,” and indicates that the notes must
be played very smoothly. To effect this, the finger must be pressed firmly on the note which has been

struck, until the moment the next note is played, so that there shall be
rule must be strictly observed in practising the scales.

THE SEMIQUAVER.

The *Semiquaver” is the next species of note after the quaver.

no “break” in the sound. Thir

As its name implies, it is half the

length of the quaver, and is formed thus:— i Its corresponding rest has two stems or tails like

SEMIQUAVER REST.

the note — -—§——
A Semibrave, 2 Minims, 4 Crotchets, & Quavers, 16 Semiquavers
I el - o EEER o R o ﬁ?‘%ﬂ‘?ﬂ”’;‘m’
—— - S T e DT e e ek

' h
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The principal ltalian words used to indicate the pace at which a composition is to be performed. zre—

Adagio. very slow | Andante, slow. ! Allegretto, moderately fast.
Allegro, quick. | Presto. very fast.
DEGREES OF LOUDNESS AND SOFTNESS
PP, or Pianissimo very soft. mp, or Mezzo- Piano, rather soft. J, or Forte, loud.
P, or Piano, soft. mf, or Mezzo-Forte, rather loud. . or Fortissimo, very loud

KEY OF A MAJOR

The key of A major requires three sharps to produce the proper intervals in the scale— viz.’
Fg, C#, and G2

Semitone Semitone
a 2 Yo ©
- A vy - 4 ) * aestl had
EXAMPLE. fiv—7g—= W& ——
7
YT e s 4 s 8 1 8
No. 26, . SCALE OF A MAJOR.

Repeat several times.

4
3 43,

1 %X 21 S ’

- s Jlt —H
X 32 %9 - g 4 o
|NJ\7’[ 242
P . P ——TTTNS
jf{ﬁ?ﬂ—p:’,"‘lexl 3 420 X ) Xy

y Srwn E'?' ot
| S el rd T 11

xml
[ Y

1 X1 3 1 3 ) X

a-4.
v_ﬂut 1 } N . T %{ﬂ] r}i
@E‘n-—- —Ei‘i‘ : 1 T R S SO A A B Y
Y v N £ = S — R = eEs
Ty 84 343 [ P A X o T 9 4 32 2
X 1 "12 27 +79 ) 1,(21
% x
I
/'__"——‘\1 1 lx + 1 &)
o V' g1 2 g1 2
L, 31 XX eX i 2ol of e X EE-'}"W — 01 2 3 2 X e
0 | o ol SO » 1 1 ]
o P =t 1Tt T ! P2 8 Em —
- 1 T *'jj_% ~— f e o
; M 1 b= S N R
931 X 1 X1 3 ¢ 3 AN x 2 X3
X 2 1 x @

|

o/

K&
oy
1
=3 4

e N g et~
o X
'8
'Y
A
4
i
IE
- B
gy
i
LY
ke
o
-4
| YiE
L
o]
{ n‘ [ ¥
x-: < |

* For a complete List of cther Musical terms, see end of Book.

1 A group of three notes is called a * Triplet,” and must be played ia the same time as two notes of the same species.  The first note
of each triplot must be slightly accented.
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No. £7. MARCH FROM “NORMA. BELLINL
ALLEGRETTO.
4 xl-iJa 4 4 3 21 * - T RS X 1,-%3 4 3 2 v x 3
; - 1 1 ) ] . R -
L i —{._T‘?(JJ } & _f‘—ﬁFEF‘P— -
" = > -
£ 4 - - - -
P . b1 — s S 5 & T Tl e » o @ |
T e e R e ReE e = e
R — — 1 Y m— [ —t  — —
4 ' i l N | LI
x 21 X% + 21__‘%%;}' 2 z vox 13 2 i 3efxen W x
e e e — T =0 =t
B t = f - L§.~JL [j)_g u
FinE. X 1 X .
— : . % i - #F:I 2X 193
5 8 - —o & ;:?:',:E:ﬁ:i;%ﬁ%?‘ : = ‘PI"i‘
I S— —  — 1 — o ‘*g_l%lg t
No. 28. ON YONDER ROCK RECLINING. -
§ time—6 quavers in a bar. (FRA DIAVOLO.)
ALLEGRETTO. . . L x 1
_%_313)( 2 1 X 1 3~~~ 1 :1_\_31-;"21x | o f— 2 4 X 121X
- = T 7 1PNy ! ™7 | 1 T
- - F:rﬁ#ﬁ*“““ ’ i e 1 |
J R e e e - %':——:—;w
—
TR~ — — X~ 1 —~~ | T X
7 _"_74‘2"‘&‘,,'5 y !",jf ‘."!" i PR g,f"_‘ﬂ_ o ) i_g'i,&‘Pﬁ te . 4 ohe 4&_’_"4 )
@l‘ig—. e o e e e - e B e R S
S § b - e — 1 = ot - ! .
- P —_— - -
] g %: % 2 A P I "__'_F_:qu g 4 X% P2l X 4 ,
X i,ﬁ‘“;::‘ Wb Bl " — L Py 3 ; ] 3 =
P e e cEE it = e e
j , ! - —e
o/ e — a— =
S f P 2, - Ty X/ X~ Ty - | —
site el P | el ef|loF ef ke - he | 0P
R e e e e e i o B e e e e S e B P
N Lo I — H— - —— 1,' } - o - ‘r : g | o
No. 29 THE OLD HUNDREDTH.
(EXERCISE ON CHORDS)
ADAGIO ~
{ 3 $ 2 4 2 1 é\ ; i ; i ~ 1
PR X X X X ‘ X ) x
i [ [ 73 2 o
rd—c ) z ”
l’_;‘ [l [P
>5L
X T X L 1 3 X b} 4
] —— " - %
[ o) i I 1 = ﬁ o) =
! 1 t t = =1 1
L [P ) 1 L ILf 1 e
T |
1
A R S S o
[ ! p==|
— [ p= —
S o — > B— = =
(= = =
Koo X
~ f x o
X 4 1 é 1 3 3 x x 3
- n! ? i e
[} T F - ” I [ &)

* This sign — placed between aotes of the sams name ia called a ¢ Tie,” and signifies that the second note (E) is not to be struck, but
held down.

t The natural (g) restores & note which has been made sharp or flat to its original position.

¢ This sign /™ is called a « Paugs.” The notes over which it is placed must be held down longer than their original value.
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No. 30. 10 SON RICCO. DoxizeTm.
Count 4 guavers. (ELISIRE D’AMORE.)
ALLEGRO.  ® 3 3 3, x g3

x

a

HE|

{ “M  ——
o B e T R E R S S_—_—:E{E

2.J ] X [ A 21
N e S L xS
&

34
RS

=
1I_L7 Dd
1
{

NCS Y

N
|
§
i
S
i
e
TN
)
)
U
i .r‘) |
b
i
‘ J
b
!
i

i o i s s B v R s T
nat N 2.1 31 N Loy X 1 2 x 1 x a_? 1 X 31 x 1 %
H H p—— I e | e | ) {*ﬂ j!:]ﬁ_ RA . ) - 2 = — !
P ! +—— - rﬁtﬁ:ﬂ:ﬁ:ﬁ:%_i-
R LT e === == [ v i S g Bl B IS
X
2 X
» . ) - . ~ - .
e e =
o - —— P —f— ! A PV W S o I—Fl !
had L - M [ — 1 I \%_H__ 'U '.J =
No. 31 AIR FROM “MARTA FLOTOW.
ALLEGRO. s 3
R P X 4 2 2
naf e 3 13 x WA s o W XA A L T o xe mope x T3 1 23
N A ALY ) B o | T i — T — e T e ! C
pipnrai it et Bt e
- - s 22 e pae oo ke - e i
sesls ss|s sl ﬂ%{ﬁﬁz&ﬂfﬁmz&ﬁ"—“ Sl as
S I e e +——— = R s — -
+ T 4 ; t

st Ve N
i
L 1
Nk )
i
Il

x x4 >
ggl mNil 2Xpg X g 1 2 th.x 1 mé’—_“"uz 1‘1_’1}
, =2l e e i e |
%1[ = Lj Iy | i - ‘f et f ” L
X
4
J— -!,P_ﬂ-ﬁ 55| ofe| oo oo el b | N lm:
ot e PR e B = EE
HE H | S H I | G N T I U A ) I T |
; =t — T o ) )
THE FLAT.
The Flat (o) lowers a natural note a semitone, or one key lower.
B NATURAL. B FLAT.
0
' 4 - ]
=) D& 1
EXAMPLE.gﬁ =
White Note. Black Note on the left hand side of B natural.

KEYS WITH FLATS.
Hitherto the Pupil has been playing in keys requiring sharps for their signature; the attention must
now be turned to a few of the keys with flats.
The key of F requires one flat (B) to make the semitonic interval between the 3rd and 4th notes of
the scale.

Semitons. ,hgze i

g T — = w— ——— |

Y 1 3 8 4 5 6 1 8

* Dots placed under or over notes signify that the notes must not be kept down but struck lightly, the finger leaving the key directly the
note is played. This kind of touch is called ** The Stacoato.”
t This sign > is called an  Accent.” The notes over which if is placed must be strucx with force and strongly marked.
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No. 32. SCALE OF F. 3
~ J.,
x 1 3 3 2 3.2 1 e, e X x P"’*Tti—i*-
" ‘ :Fim'_&_!l*! T .__:ﬁij,}_.' .
- [ 1§ N —
> o—T o I —
X Bt X 3 2 1 X -
All the B's must be Flat. 2 r3
X 2 1 X 1 x 1 2 — X 2 1 X 8 - & |
S e T e e B
! S 1 LI 28 A
O S T | W . S D ot
g 2 1 L e—e— X 1 2 4 % 3 2 1 [y
3
Lrez: ‘
a3 X 21 X3 481 X321 x13x13m2
" A T | S - S| N 1 7 . — T
A . T e L e T T 1 § Ea—" H i F
O - rregif FERd s EEEaE srEamss s il
oJ X 21 X X 1 2 x 1 2 o —-—" o s o
- X p—" - 1
- B X | T Pe— (g ® o, o — .,
| *:i;%iﬁ,-.’v o 1 z D ‘Irrﬁ
— - . i ! - AP — y -
K 4 ] qu I — M h )
x 3 % : F X 21 X1 2 43 1 x 31 X 1 3 el
2 1 19 s
‘4 3 ; 3 3
3 "‘J g 3 4 i i 4 1 2 x 9 1 2 Sud Bt
o X L@ Tm L e - 7 T e o |
= — It H F ! 1, j H- 1 } 1 H-= 3 I 1 s “l 1 J-'V ;l: A}
L3 1 = T =11+ i:: ’ i:’ 1T+ H o + _‘-“d_ - -
o1 3 X3 x X
Sa — ;—1 2 g 3 2 b 5 3 i 423 b2 i' 3
. P - [ ; 2 s ‘- I3 e g - L
Cot sl AT, &2 e et T
— ,,,,‘ __._..’._ - — N ; —4— lﬁ_‘ﬂE
= J-# 2 1 x 1 2
X
No. 83. I WAITED FOR THE LORD. MENDELSSOHN.
Count 4 quavers in each bar. (HYMN OF PRAISE.)
ANDANTE. 3 3 4 3
) e ) 13 2 1x 2 N . L el 3 9 2 1 X 1 2
M ) ! T T 11 N 1 ] -
e e e S v e el
- S—— — et i / s C— i
Pdo?ce. “ N )

[~ _ , 3 2 1 X 1 , 4 3 1 x 2 1 & T R oA
1 + Pl | al J . . 1 | e 4 . | | — )
e e e e Ul
i e I i > -
X )
——— ——— 13 %
.- ‘{ - 4 3 .['_ P -
i 1 i ;1 F ; ; C r E E l;_ o~
1 1 t ! i ! “—E =
I 7
No. 34. TYROLIENNE.
Count 8 crotchets in each bar.
ALLEGRETTOQ. ) . —_—
a 21=S'x1»p, ; 27 ) 4 3)\1)(94. 3R e 1 )(/1\-p-L 350 4__3x|x2F P_i’

I I -
et I e i e T e e LI e
41 i I 0 e R i 17 I o il i
o —t = ¥ % j— ‘ ~ VT L . FINE.

P dolce 3

Eé; - . ; !F - - - . % .F -
S et e S s
I Ll I { — t T iy I

o
—_— —_— 3 —_—_—— »
4 J— 4 4 ! — 4
_;x 1 x13.j!- 391 x 18 1xLQ ‘1,;:3 1 xl'j,—[p 39Ix 13 2 2 o]
R e S TS St
dr /P - i [ . - -1 } —
. -
|l s | S| sl S| 52 k= |
ﬁxﬂﬁ - I - 3 o - . :
T 1 — T I L 1 R | 1 T 1 ! !_ L1
! 5 1 —t .  — T 1 A+t 1 " i

* Go back to the first sign ;& called ** Dal Segno,” and repeat till ' Fine.”
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No. 35. GALOP FROM ¢“ORPHEE. OFFENBACH.
. 3 3 3 .
T B S I
— 1 | (o — i j$:l—t"—
R T e s e e P e L
f ~ X = ? x > [ x ! |
= =
3y S & g2 e — = _E:‘_'—ZF:F
TP A T ) ) v v | ol T
I,_g_p_*_b,;.l_— i L T | I 1 I
I > I |~ > Py
X Id i J -

4
2
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4
3 3 .
2 1 2 \ X
- | ~ - | P Xﬁgﬁ- » . X
[l & “w L

o SsE= e e
D \ — —_P;E_—:\P——'f)é Tt
P - - H
1 ~ ! x -
o o o
s 5 -, o o ol e ol - - ” o
7oy Py ! T = aall el g
(&—@ i T T i o I 7 = i - i —
=h ;ll 1 } ll 1 | L_,'. :
- ~ v
No. 36. DU, DU, LIEGST MIR IM HERZEN. GERMAN AIR.
ALLEGRETTO.
a 2 2 4 3 1 ) 2 2 4 !
)’ A Bl 3 1 T 1 ) B S | N 1 1 I . )] ) I +
B\ o 1 1 1 j‘:}ﬁ H - H 1 T 1 1
e e e 3 i e e | —r
G CrE= e TEe= e e SRS S EE
S [ ? > 1T > = 1 > = 2 I'> >
Po—_ —_ — — — — — — — — — —
o . - . -~ . » | T e e o~ . - . -
7R KR ol B ot > - s P A Y ek = ] '—E_—_‘g:
(S XY 1T | cadll] | el o ; RS i 1 | i | | H H L)
= O N ) Y H i } IS U Tl | S T I A I T H 1
il ® ) L dt® T e+ et I = Lo agient® N . 1 L |
s é g
PSS i hror=n s
i PR 4 :
” Lf L 4 Ld —
1 X 881 | x X 123X g TEx 13 ixsal| Sog
S——
| B8 . 1 S8 25 P S I
P —— P, - .
- 3 — T ql = rLr—r ] “_ﬂ"‘—_ i
1 — * L ot b oud ‘. -
U | lﬂ Ld ¥ 1 LK A 4
MARCH FROM “NORMA." BELLINL
3 1 2 3 1
x L ; : L RER 1 3 2 2 ! 3 2
- f‘ . . ,
T} 4%—
- i < + v
[— - 4 S b s o
H H 1 1 H H 1 T 1
I 11 1 1 | 1| L I I ! I 1 !
) Tma volta. |  2davolta. I v 3 x 3 8
S s s e s sl r—rpmpfi— @ rpr
——%——w—k t = ! { t ‘!’ “——~—
* X xm . @
g
— - - H— M %*53’4—t—§—>
i T : } } = } — I——
I - t  — —T e — f
e NP 3
- 2 x 1 ; L2 1 X 93 g e

n ,
- T = —17 —
] ) . 7
i y rmey m#ﬁ
X

' I ' == 31 2

- - | ﬁ- ﬁ: :"< i
T T I [ T E T&&‘L
—r-1

¥

T
T

s

Tl
| 8

* The bar marked ** 1ma volta " (first time) %o be omitted when the first part of the air is tepetﬁe&, and the bar marked 2da volta (second
time) to be played instead.



SYDNEY SMITH'S PIANOFORTE MRTHOD. 1

No. 38. AIR FROM “LUCIA DI LAMMERMOOR.” DowzeTTI.
ALLEGRETTO.
Bia 1 g___1 + 1 2 1+ 1+ 1.2 3__2 + P o +
e T e e e e P e B=E
Gt Pt oo e e P e e e e
P legato.
; 5| S5 55 '_g::'-:‘.ﬁ‘:'—‘—_tf"— ap | oe| S8 55 S5
A e e e e S e e S e e e e
Fd—— t — f e ; S S L ! f
_ * " ’1 3 x 8  x 4 3. X ’ I | 4 8! eoeox N 4 L "
J—— i i A PO ™= i — 1 1 11 B S SO I S
T o | e | = — - - 8 7= - e
ﬁw‘i e —w? e |l =—" (ST R A s = L
oJ S~— i =
L FinE. X X Yol
i Bt - g5 — e e —2 i ) B o > :
] - ool Y = B g b I i B P
] 18 | 171 It o ol 4 |l il el .
1 I L T —T— Tt j o t—1
] T T - i T 22(
4

KEY OF B FLAT.

The key of B requires two flats, viz, B and E, to make the proper intervals in the scale.

Semitone. Semitone.
- —— ' - > De.
= : pS— = .
ExAMPLE. iy —Pe—F—— —
?}M _J

Ig

o of

1
P
—— -
Ir-.
L1
+31
i —
T ® .
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IR
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GOD SAVE THE KING. NatioNar ANTHEM.
No. 40.

ANDANTE.

x | )% n | i| 2 \ 21“ :}— il i I I 1 +.1

O e s . _
) + 1 ™ .| T T q,.
o) d—a—= : :qt_:g:z% : ;E?j
%)
f) > > = - = ? > T = > > = == = >
2 1 + 2 1 + + 3 2 1 + 2 + +
y A~ m _r?"‘h }
l T % ; T 4 )} [ 1 T al
! ‘l 1= 1 1 ! I | v i t et
4 4

e it
0
iR
e
Ha
TTe%
Tb
e

|

s

|
T+t

NE.
- 2 1 o
= | an 1 )

i i = u
1 T =
4
No, 41. THE GIPSIES TENT. BoBEMIAN AIR.
ALLEGRO 4
9 e + 1 ] 3 2 1 1 3 2 ;I 1 2 . o - —t —
. 1 2 A P 5 IS ./ S o> T ! 1 Pt r—
- e e e e e —— e e e
L T P 1 T
F Con spirito
[ g4 - - - ?&E_ — - 8 :
R e e e e ’ —
> | e N i ®o 11 i — — 1 T -—]
54— i 4 - : ——— T l— { I

* A “ Variation " conesists of passages founded on the same harmonies a8 the ** Air” which precedes it.
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ANDANTE.
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BEF
No. 44. BARCAROLLE (“ MASANIELLO.") ER
ALLEGRET YO, . ; P .
Ot f Py [ i ! t— 3 i X f X ;‘ o s
A a7 : - ',‘_‘—‘, =1 > = . 41_
- : H [ N — =: s [
7 | ey i 1y i W . | I 1. LN 9 3, _
. LA i LIl i A A4 LAl
P | . -
(&t T . » 1 ot . ; . t———1
b =l W @) 1 s 141 T4 P I P P =’ | | ™ B U 1 T 14 1 Ly H 1T P T o
vy ¢ L bt T 4 v e 1 4 | A — 1 |
$ 12
X ; ; s
X8 ¢35 3 ¢ 3 P I B
m v = E?::ﬁ:zgim =
A"  —— i 1 = ; t — At — —|
o —~— Tt L I I
z . s 8| 55 5 iﬁzt s 88 8 re 2L
W + . | »——i 1 e — -, ]
H & N 4 & PV s & 7 2 Ty 1 s Ty 1 NV g LI Ty
I - ¥ 1 ¥ - Vv T " Py v 1 v [ ¥ | L o v 1 v T
3 "'\ 2 2 ‘/\
. 2 x 1 @ X Bl x 1 X f X R_.X 33
| ] . e ; e ] - [
o i - i = :?__—53: G i B S -
J T T RN o . & @ = ™
EEE .o - . e L8 £ i
an T Y W I — ! —t T o
S’ B M | P 1 1 I . M | P | I Y 1 v T 1 1 | PR T4 T PR 1 1 El
b | 1 " A | ' 4 1 1 ' 4 | L
E 8
3 1 X oA X . - X 1 X 3 X -* x 21x 1 M
‘ T ﬁ L | ?'f — ?ll ;
L e I hi = S S| 1 ] L @ >
H H T 1 N S | ) H I 1 14 1 1 ) 1]
WV 5 — el 1 s 1 L4 i 1 1
o P ) T T
£ e > | 22 reole op op a2 |g
. = P = 2 .. - = P ot T L T
m | e <l D el S ol O joadil | 1 I :T_“g 1 o o T . | @ < )
i ! iy T L | g . 1 M ] | R N Ay M 1 1 L &
t L s gl » T T t et

The key of Eb requires three flats, By, Eb, and Ab, to make the proper

KEY OF E FLAT.

intervals in the Scale.

Semitone /'tﬂl:e.
o . Semi
é B r—— ey (&P »
P [P o & —
o b
1 2 3 4 5 8 7 8
No. 4b. SCALE OF E FLAT. x
3 1 X 3 X X o -of -r’—_-f-_ E
i I 1 1 L § O 1.
— P
o 3 2 1 X g 2
x
o — $ oy 4—4 > 3 - I
: — — 1 § 1 ﬂﬁﬁ gi 1 ——
H | { L1 B =1 e
4 - . —_— -~ 1 g
: L x 391X x 1 33 x 9 —:— x 3 X 8
3 3
-» X 3 i -
- Repeat several times.,, ' 21
b =+ £ > . L2 X 3 — be 3 oA ‘:_,_ﬁ'ﬂ‘x _j 1 x
(3] -
%ﬁ:&i& 2 e, ﬁj {12 :ﬁi&:‘éé_ %:—'wfi >
> 2SS S B B e ==
= -~ 3 x 1 x 28 ‘
H j‘ﬁ #ﬁﬂ — " ‘2 H ‘T I f j .ﬁ‘
wm__h. e e e it 4 —
+ - x 3 x
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THE DEMISEMIQUAVER.
The ¢ Demisemiquaver " is the next species of note after the Semiquaver, As its name implies, it is half
the length of the Semiquaver, and is formed thus:— ——__:% Its corresponding rest has three stems, or
tails, like the note :— %

A Semibreve 2 Minims, 4 Orotchets, 8 Quavers,
J‘___ is eqnd to rD = or :—#E..: or Wm
- e L I 1 1 1 1 — 1 Il L _Ir_ !' £ ;

16 Semiquavers. 32 Demisemiquavers.

No. 47. MAZURKA. __ SYDNEY SmITA.
GIRAZ ;tjso. 3 x —,F - & &ff_b,_:a_
- —— ——_ T = . ——
. ] i e e —

Q%;
|

N
1%
-

T

’ X _hom Pog 3
N x ~TE Fri2e . 3
= T - F[ 1 O | r
é‘wvy T T . - - {
278 1 1 T
o
ritard, D.C

5
ll
)
=
:+~
i
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Trt

No. 48. AIR FROM “NORMA.” Brroni.
MARZIALE,

gt g S T S o~ n

A ;1. + ’—-—‘—_—F_——é—‘—_ﬂ%ﬁ_-’_‘_mg

- >~ ' -
X 1 X
F [ ]
: :F:l “'?‘ T r ) "—1 ;:E : IE H f F - i T 1
- L i 1| H 1 L i H j I i 1 ) 1 |
! | i — ——] ] } .
et i Lo -
4 3 3 8 1 8
i, W ) ! o X .:F#I_'_*ﬁ/ 2 . + £ rnd
= 7 | P - N 1 -
1 i, ot iﬁ t ] e *L_'F —— — E}
t - e S T e S e— e i —t
J ‘ - 7 -
o ¥ 5 g i £ &
0l R 4 1%}
- 1 ) v 4 - o4
P ——— ——— — — e
T
= —— L —
20 x X 2 1 x 4 1 _3 14 3 91 x 2 1 x 8%
7 LA - o nIfZ;l o
= e — f S aa et R -
- L i | So— i o

il

- E;
.‘; o .
1 1 -“““g- -y T » I #
} { | e 1 | i I ] 1
r J ' i T T 1 & i " o
I L L g Y
s X b L g—— 4
a i 1 1 JJ J] ?j ; »
= iy — oy
I & ol 1 1 i i l 1 ‘l { 1
v - —— e
; ~ » » - . )
: g —F— y - -  mi— .
g — — ! 1= y _—— f—1—» i
- } 1 I 1 1 W H ] | I 7 -y -
=50+ ; F ! t T — —— 2
1 3 2 2 1 x 1 » 1 X 2 1 33 %X 1 .x 21 é g2
» o e s 2 » = ¢ F E 1 S i T
! — — ! — d_ -
5 — g ] - T
; 32— , :
- + e : — — — —
' ; — r !

—— -~ 4
9 :
j | > x 3 ~
a x 2,1 X T x
{ 1 T 1
7 t ; ‘
LY
o o o .~ o » poon
e e e . e e e » 5 |
E—\'—L —_F e i M H 1 1 I
l L 1 _%_ ; } TL ¥ 1 r qt
—+ 17 — - [

* A Scale which ascends or deacends by Semitones, as this one doss, is called s '* Chromatic " Bcale,
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MINOR SCALES AND KEYS.

Minor scales m ascending differ from Major scales in one particular only, viz. that (in ascending) the
semitones occur on the 2nd and 3rd notes of the scale, instead of the 3rd and 4th, as in the Major scale.

ExAMPLE.
Semitone. Semitone. Semitone. Semitone.
HT‘E g — = £ » Tﬂ\ ——— 6 £d ='
%Il = P\a— = 1 \:Ju = > he [}
T 2 3 4 5 6 1 8 T 2 s 4 5 6 1 8
MasorR ScaLe ABCENDING MiNorR ScALE ASCENDING.

But in descending the Minor scale, the semitones occur on the 6th and 5th notes as well as the 3rd and 2nd.

ExaMpLE.
Semitone. Semitone. Semitone. Semitone.
- p—— 9- - |
e — — s LT R —— B
AAIV 2 el o g Q- » [ & Ba :H
!J L [« .J v ﬁ ?
8 1 6 5 4 38 2 T 8 7 6 5 4 8 2

MaJor ScaLE DESCENDING MirorR ScaLg DESCENDING.

THE MAJOR AND MINOR THIRD
The Major Third of any key is 5 sounds from the key-note (both inclusive)

£

ExaMPLE, -
i~ BB Ky or ¢ $63 - =
o/ L4 i
T % 5 % 5
Key Note. Major Third
The Minor Third is only 4 sounds from the key-note (both inclusive)
2
6 : — =
T % % 4
Key Note. Minor Third. |

MAJOR AND MINOR CHORDS

The “Third " of the key decides whether a chord or scale is Major or Minor. If the “Third" is Major,
the chord or scale will be Major also; but if the “Third" is Minor, the chord or scale is consequently
Minor. The Common Chord of any key consists of the 1st, 3rd, and 5th notes of the scale. '

N ExampLE, 1N THE Ky ofF C Major.  Cgorp oF C Major. Exanrie, 18 TEE Kiv of C MiNor.  Crorp oF C MINGR,
& = ( | & = =
v =1 };g } gﬁx
‘}_ ¥
T 8 5 T 3 b =
As E Natural iz a Major Third from C, the Chord is Major. As E Flat ie a Minor Third from C, the Chord is Minor.

When the notes which form a chord are struck separately instead of altogether they are called Arpeggios

CHorp or C. ARPEGG10. Caorp oF C. ARPEGGIO. . Chorp of C ARPBGEIO.
0 2
)* T - ) T F [ o] 1 N}
ExampLe. Fis = 1 s 1 —— o
AR/ b =A B ™ B = 5™ N | — oSN S
[y 'd'“. - A4 A _d . ’v
1st Position. 2nd Position 8rd Position,

The following are all Arpeggios, founded on the chord of C:—

i | F ﬁ ! 1
SRS s e s S E
g T o I~ W
- . b i e o
I >, = — .efr eEEfe
1
o 1 -l ) 4 g
- i ‘ = ~
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MAJOR SCALES AND THEIR RELATIVE MINORS.

The relative Minor of any scale begins a Minor third lower than the Major scale. Thus, the relative
Minor of the scale of C is A.

No. 48. C MAJOR.
- %
x x - - 2 X — N
9 — o ?:ﬁg”ﬁ‘{ﬁ = rff#? e
e i j— ; - =-—‘g_[f t "f,.‘;‘ﬂ_j_;l - ]
- X ) ] 3 -
X x
" X‘;“‘“‘Q ﬁ P ——— £~ .32 2 ’?
. H H 4 » | P—— -
Cogerr i g , e e !
- \ 1 - —
¢ = J e 4 X 2 X 3 e —
b 4
A MINOR.
4q
:t;ﬁg — 4 Fjﬂa;_’cp_ =
N ! H I L
E:
~
]
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i ami -
. < -
At
. N - —~
= [ &) T 1
= ! s ‘ o
&
No. 49. ANDANTE IN A MINOR. "
ANDANTE. a i ; o —— ENDELSSOHN.
3 ‘3 y 3 3 D4 ‘ % }
ey § % l ) % | fﬁiﬁ x 3 KIA [ B = S ———r
@ﬁ_ e 3% .d - j e B H tﬂﬁ —a
- 2 xm- ~ 1 xg2. 1 ;
-——J’o — = F fee R e s e :12-
o — : e e e e i s |
| s :
 — — 1 . Jj-\ r.r-\“l 7 ;% = 1 - — l F——— —F
i = ——— Eﬁ: iﬂé{__—d‘#_
x 1
£3 - X-9- 1 X2 hl | J X-Sl- B! . é‘ ';
—# — = 4 —— < o g
I@ - t T i ” irs Y Wer) =3
L ™
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xe M@ e e
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! 1 T 1
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31 41 31
I t 1 t
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b 1 X 1 2 2
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BYDNEY SMITH'S PIANOFORTE METHBOD.

P
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THE CARNIVAL OF VENICE (Air and Variation).
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* The relative Minor has the same key-signature aniss relative Major. Ifthe Major key has one sharp the relative Minor will have one
and #0 on.
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No. 52 . AH! FORS E LUI (*TRAVIATA"). VERDL.
ANDANTE . . 3 ) X . 3 P 4
—E;P"'_"‘-"'—] —— —— LA S .\(ii — ‘—*1“__#
P & D — il " 4 " 7 2 —F T e ¥
X M T T
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* Koy of E Major, 4 sharps, F{, Cf, Gf}, and Df.
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No. 53. SCALE OF F MAJOR.
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The following table shows the

whole of the major and minor keys, with their “signatures ”:—

NATURAL KEYS.

KEYS WITH SHARPS FOR THEIR SIGNATURES.

C MaJor. G Majon. D MaJor. A MaJjor. E MaJjor B MaJon. F{ Masor,
-9 o ”* o 8 ® =0 a2t .
P — £ i e e
U > — e ———— - p—— —#

Nors(;gﬁ:g.ue One Sharp. Two Sharps. Three Sharps. Four Sharpa Five Sharps. Six Sharps.
I — 4§ 5 g% £ 5 i T
———=—  — * S pa—— b — g m—
LS > - —

A Mivok. E Mixos. B MIiNos. Fg Minor. Cf{ MiNokr G#f Minor. Df Minon.

KEYS WITH FLATS FOR THEIR SIGNATURES.
F MaJor. | Bb Muaor "Eb Mason. | AD Majom Db Mason. Go MaJor. Cb Major.
H - ‘ - - g o

v — 5 — ~ B —‘,{-{K ® oy e
{C= v e Ll N Ldir B —Ip P e
oJ

One Flat. Two Flats. Three Flats. Four Flata Five Flats. Six Flats. Seven Flata,

by ) 1 L Ar;. - & -

re— e, e ———h by e—
o - ‘

D Mixoz. G Mixoz. C Minor. F MixNog, Bb Minok. E?» Mixor Ab Mmvor |
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PART THE SECOND.
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independence to the fingers.
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EXERCISES.

These Exercises are specially adapted for

The semibreves must be held down while the quavers are played.
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THE TURN.

2x 92 x 1
- X

The Turn is formed thus: ~ and cousists of the note over which it is placed, the note above, according
to the scale of the key, and the semitone below.

-
EXAMPLE. TUrRN BETWEEN NoTES. INVERTED TURN.
As written. -~ 1 l l
(et (o - ~ M~ d ~' land . l N N S
- H ) P i — — i _A—— T
~ - > I A S i ; / ; + e—1
1 ] ! | — T  — i = F |
BY r f 1 | — . = t H 3
32123
2521x1 2342 123 X132 1X1 ° » 11 1 ! |
S PP L PN ey X duiq Ldua § LD =
— H I
#CE, e § B
3 \3_4 3 \3/
N g

THE SHAKE.

The Shake is written thus: & (an abbreviation of the Italian word trillo), and consists of the note over

which it is placed and the note above,

according to the scale.

Written SHARE wITH TURK. SHORT OR PASSING SHAKE
tr tr =l - - "
Pﬂ - 4 — e B o 3 i‘ H:fﬁ_—‘_:"
POt % ~ " £ A e
J e S |
—_
4 o~
- 3 ~—~
- ! H
- T T
| ‘3‘1
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THE MAJOR SCALES WITH THEIR RELATIVE MINORS.

!
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Y% 3 1 ¥

The Scales must be played many times over.  The last note is only to be played at the finish.
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A MAJOR.
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TWO DUETS FOR MASTER AND PUPIL.
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SYDNEY SMITH'S PIANOFORTE METHOD.

T™WO DUETS FOR MASTER AND PUPIL.
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S. JADASSOHN,

PRIMO.

No. 1. LANDLER.

Finger exercise.
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TWO DUETS FOR MASTER AND PUPIL.
S, JA DA SSOHN.
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No. 2. POLONAISE.
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SYDNEY SMITH'S PIANOVORTE METHOD, 67
TWQO DUETS FOR MASTER AND PUPIL.
BY
S, JADASSOH N.
PRIMO.
No. 2. POLONAISE.
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A DICTIONARY OF TERMS USED IN MUSIC.

d (Ttalian). By, for.

Abbandine, Abbandome econ (ltalian).
spondingly ; with self abandonment.

A Bo.iuta (Italian). In strict or measured time.

A Capella (Italian), In the church style.

A Capriccio (1talian). At will, agreeable to
our fancy.

Accelerando (Italian). With gradually in-
creasing velocity of movement.

Accent. A slight stress placed upon a note
to mark its place and relative importance
in the bar,

Acciaccatura (Italian). A species of Arpeggio.

Accidentals. Occasional sharps, flats, and natu-
ralsplaced before notes in course of a piece.

Accompaniment. A part added for one or
more instruments. to heighten the effect.

Acoustics. The general theory of sound.

Acute. High, a8 to pitch,

Adagio (Italian). A very slow degree of
movement,

Adagio Cantabile, E Sostenuto (Italian). Very
slow, singing, and sustained.

Adagissime (1tal.). Thesuperlative of Adagio.

A deux Temps (French). T'wo equal times or
measure-notes in a bar.

A Due (Italian) For two voices or instra-

A Deuz (French) } menta,

Ad Libitum (Latin). At will or diseretion.

Affettuoso, Afettuosamente, or Con Affetto.
(Italian). With tenderness and pathos.

Affrettando, Affrettate (ltalian). Accelerat-
ing or hurrying the time,

Agevole (Italian),  Without labour, light,
easy, agreeably.

Agitato, Con Agitazione (Italian).
tation, anxiously,

A Grand Orchestre (French). For the full
orchestra.

Air (French). An air, or song; as Air Kcos-
sais, a Scotch Air.

Al, All, Alla (Italian). To the, sometimes,
in the style of.

Alla Breve (1talian). A quick species of com-
mon time, formerly used in church musiec.

Caccia. In the hunting style.

Capella. In the church style.

Militaire. In the military style.

Polacca. An the style ot a Polish dance.

Russe. In the style of Russian mosie

Siciliana. In the style of the Sicilian

shepherds’ dunce.

Scozzese. 1n the Scotch style.

Turca. In the Turkish style.

—— Veneziana. 1n the Venetian style.

Zoppa. [In a constrained and limping
style.

Al Antica. In the old style.

—— Espagnola. In the Spanish style.

—— Inglese. 1In the English style.

«— ltaliana. In the ltalian style.

Allegramente (Italian),  With quicknesa.

Allegretto (1talian). Somewhat cheerful, but
not 80 quick as Allegro. The diminutive
of Allegro.

Allegretto Scherzando (ltalian). Moderately
playful and vivacioua.

Allegrezza (ltalian). Joy; a8 con allegrezza,
joyfully, animatedly. ) )
Allegrissimo (1tal.). Iixtremely quick andlively.
Allegro (Ttalian). {(Quick, live‘ly. A term im-
lying a rapid and vivacions movement,
{mt which is frequently modified by the

addition of other words : as,

Allegro Ayitato. Quick, with anxiety and

agitation.

Assai.  Very quick.

Comodo (Ttalian). With & convenient

degree of quickness.

Con Drie. Quick, with brilliancy.

Con Fuoco. Quiek, with fire.

— Con Moto. Quick, with more than

the usual degree of movement.

e Con Smirito. Quick, with spirit.

—— Furioso. Quick, with fury.

Alnlto, or In Molto. Very quick.

——— Velore. Quick, with rapidity.

Vivace, With vivacity.

“ive.  Quick, with unusual briskness.

Al Loco (Italian). Lo some vrevious place ;
a term of reference.

Al Segno, Al Sey, or the charr.cter § signifies
that the performermust - eturn to a similar
sign in the course of the movement, and
play from that place to the word Fine, or
the mark ~ over a deuble bar.

A Mezza Vore (Ttalian). In a subdued tone.

Amoroso, Amorevole, or Con Amore (Ifalian).
Affectionately, tenderly.

dndane  (ltalian),  lmplies s movement
somewhat elow aud osedate, but in a
gentle and soothing style. This term in
of erat modifisd. both sa to time and suyle,
by the sddinion of othar wyrds  aa,

De.

With agi-

Alla

Andante 4 ffettuoso.
Con Moto.

Slow, and pathetically.
Slow, and with emotion.
(Frazioso. Slow, but gracefully.
——— Muestoso.  Slow, with majesty.
———- Non Trappo. Slow, butnottoo wuch so.
Pastorale. Slow, and with pastoral

simplicity.

Andantino (lItalian}.

than Andante.

Animato, Con  Anime, Animoso (Italian).

With animation, in a epirited manner.

A Piacere, A Piacimento (1talian). Atthe plea-

sure of the performer. See Ad libitum.

Aplomb (French). With exactitude as to time.
Appassionata, ~ Appassionamento  (Italian).

With intensity of feeling,

Appoggiatura (1tal.). A note of embellishment,

geuerally written in a small character,

Appoggiato (Italian), Dwelt, leaned upoun.
Ardito. Boldly, energetically.

Aria (Italian). An air or song.

Arietta (Italian). A short air or melody.
Arioso (Itelian). Im the style of an air.
Arpegqio (Italian). Passagea formed of the

notes of chords taken in rapid succession.

Assai (Italian). Very; as Allegro Aamsai,

very quick.
A Tcmpo.} (Italian). In time. A term used to

A Tem. denote that, after some short re-

laxation in the time, the performer must
return to the original degree of movement.

A Tempo Giusto (ltalian). In strict and

equal time.

Attacca, Attacca Subito (Italian). Implies

that the paerformer must directly com-
mence the following movement.

Somewhat less slow

Barcarolle (Italian). Airs sung by the Vene
tian gondoliers, or boatmen,

Battuta (Italian). Time, the accented part
of the bar.

Beating Time. Marking the divigions of the
bar by means of the foot or haud.

Ber  (Italiam). Well; as Ben Marcato
(Italian), well-marked.
Bene Placito (Italian). At will

Bis (Latin). Twice.
Bravura (Italisn). An air requiring great
spirit and volubility of execution.

Breve. A note twice the length of a semi-
breve, seldom used in modern music.
Brillante (Itali:m and Fremcr). An expres-

sion indicating a showy and sparkling
style of performance.
Brip (Italian). With brilliancy and spirit.
Burlesco (Italian). With comic and even
farcical humour.

Cadence. A closs in melody or harmony,
An ornameutal and extemporaneous
passage introduced at the close of a sung
or piece of music.

Calando (Ttalian).  Gradually dimivisbing
in tove and guickness; becoming softer
and slower by degrees

Calcando (ltalian). Pressing upon, hurry-
ing the time.

Calore (Italian).
animation,

Cantalale (Italian).
singing style.

Cantando (ltalian).  Tn a singing manner.

Capella, alla (Italian). In the church style.

Capo (Italian). The beginning.

Capriceio (ltalian) A fauciful and irregular
species of composition.

Cavatina (Italian). Anairof two movements or
parts, occasionally preceded by arecitative.

Chasse (French). 1u the hunting atyle.

Chord. A ecombination of several soanls
forming harmouy.

With much warmth and

lwplies a graceful and

Chromatic.  Proceeding by semitones.
Clefs. Charneters used to determine the

name and pitch of the notes ; they are of
three kimds: treble, tenor, and bass.

Coda (ltalian). A few bars added at the
close of a composition.

Colla Parte (Italiau). Tmplies that the a>-
companist must follow the principal part
in regard to time.

Con (Italian). With: as con espressione,
with expression; con brio, with brilliancy
and spirit.

Con Affiizione (Ital.). With affliction; distress.

Concertante (1talian). As duo concertante, a
duet in which each part is alternately
principal and subordinate.

Concerto (1talian). A composition (with ac-
companiments) intended to display the
powers of some particular instrument.

Conecert-Stiick (German). A concert piece.

Concord. An agresable combination of sounda.

Con Diligenza (1talian)  With discretion.

Com [oicessa (Jtahian) With sweetness.

i Con Dolore (Ttaliun).
and pathos,

Con Grazia (Italian). With grace.

Con Gusto, (fustoso (Italian).  With taste

Con Moto (lralian). In an agitated style;
with gpirit.

Con Spirito (Ital.). Withquickness andspirit.

Contretemps (French). Syncopation.

Crescendo or Cres (Italian). With & gra-
dually increasing quantity of tone.

Da gl@.linn). By, from.

Da Capo or D. C. (Italian). From the be-
givoing,  An expressioy which is often
written at the end of a movement, to in
dicate that the perforiner must return to
and finish with the first strain

Dal (Italian). From: as Dal Segno, from the
sign; a mark of repetition.

Deciso (1talian), With decision, boldly.

Decrescendo (Ttalian). Gradually decreasing
in quantity of tone.

Delicato } (Italian). Delicately.

Delicatamente

Diatonic ((3veek). Naturally; that is, accord-
ing to the degrees of the major or minor
ecale,

Diminuendo, or Im. (Italian). This term
implies that the quantity of tone must be

. gradually diminished.

Di Moio (ltalian). An expression which
gerves to augment the signification of
the word to which it is added ; as allegro
di molto, very quick,

Dissonance. An interval or chord displeasing
to the ear,

Divertimento(Ttal.). A short, light composition,
written in a familiar and pleasing style.

Divertissement (French). A composition of a
light, pleasing style

Dolce or Dol. (Italian). Implies a soft and
swoot style of performance.

Dolcezza or Con Dolrezza (ltalian).
sweetness and softiess

Doleissimo (Italian). With extreme sweetness

Dolente, Con Dolore, or Con Duolo (Italian)
Sorrowfully.

Doloroso (ltalian).
pathetic style.

Duo (Italian). A composition for two -

Mournfully, with griel

With

Indicates a soft and

Btruments or voices.

E, Ed. Anda.

Elegante (1talian).

Energico, Con kEnergia, or Energicamente
(Italian), With energy.

Espressivo or Con Espressione (Italian). With
expression.

Estinte, Estinto (Italian). Becoming extinct,
dying away, in regard to time and tone,

Eziravaganza (Italian). Extravagant and
wild, as to composition and performance.

Emphasis. A particular stress or marked ac-
cent on any note, generally indicated by
>, A or s,

Expression. A performer is said to play with
expression when he carefully obaerves the
various modifications of forte and piano,
legato and staccato, &c., &e,

With slegance

Fanfare (French), A trumpet tune.
Fantasia (Italian), A composition inwhich the
author givesfreescopetohis ideas, without
regard to those systematicand symmetrical
forms which regulate other compositions.
Fiero (Ital.). In a bold and energetic wanner
Finale, 'The last movement.
Fine (Italian). The end.
Flautato, Flautando (Italian),
like tone.
Flebile (Italian), In a mournful style.
Forte or For. or simply s (1 i-:\‘liau{. Loud.
Fortissimo, or ff (Ltalian).  Very loud.
Forzando, Forz. or Fz.  Implies that the note
is to be marked with particular emphasis
or force.
Fuoco, con (1talian).  With intense animatio
Furioso, con furia (Italian). With fire
Furore, con (Italian). With fury.

With a flute-

Giocosamente or Giocoso {Ital).
with sportiveness.

@Qlissando (Italian). In a gliding manner.

Graces. QOccarional embellichments, sometimes
indicated by the composer, sometimes
spontansously intrcduced by the per
former. The most important of these are
the appoggiatura, the turn, and the shake

Grandioso (Ital.). Inagrandand elevated style

Grave (Italian). A very slow and soleinn move.
ment; also a low pitch in the scale of
sounds,

Gragiosnmente, Graziaso, or Con Grazia (Ital)
In a flowing and gracelul atyle

Humorously,
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Grnup.y An assemblage of several short notes
tied together.

Glusto, Gustoso, or Con Gusto (lvanan), With
taste.

Harmony. The union or combination of
several sounds.

{! (1talian), The.

Impeto (Italian). With impetuosity.

Impetuosita, or Con Impetuosita (Italiam).
Impetuously.

In (Ttalian). Jn: as in tempo, in time,

Innocente, Innocentemente (1talian).
artless and simple style.

Interval. 'The distance, or difference of pitch,
between two notes.

Intonation. 'The art of producing musical
sounds.

Intrada (Italian). A short introductory

Introduzione } movement.,

lstesso (Italian). The same: aa
tempo,” the same time.

In an

 Distesso

Key-Note. A note to which a series of other
subordinate notes bears a distinet relation.

La Chasse (French).
hunting style.

Lagrimoso ihalian). In a mournful style.

Larghetto (Italian). Indicates a time slow and
measured in its movement, but less so
than Largo.

Largo (Italian). A very slow and solemn
degree of movement.

Leading Note. 'The seventh note of a scale of
any key, when at the distance of a semi-
tone below the key-note.

Ledger Lines. Thosetemporary lines wlich are
occasionally drawn above or below the
stave,

Legaio (Italian),
manner.

Legatissimo (Italian).
and connected

Leggierissimo  (Ltalian).
lightness and facility.

Leggiero, or Con Legyierezea (Italian).
lightness and facility of execution.

Lenteur, avec (French). \With slowness,

Lentandn (Italian), With increasing slowness,

Lentement (French).

Lento (Italian).

L’lstesso Tempn (1talian). In the same time.

Lugubre (1talian). Mournfully, sadly.

Lusingando (Italian). Soothingly, persuasively,

A piece of music in the

In a smooth and connected
Exceedingly smooth
With the utmost

With

} In slow time,

Ma (Ttalian), But: as allegro ma non
troppo, quick, but not too much so.
Maestoso (Italian).  With majestic and dig-

nified expression,

Malincobiu (ltalian). In a melancholy style

Harcato(ltal.) Inamarkedandemphatic style.

Marcia (ltalian). A march.

Marziale (ltalian). 1o a martial style.

Melange (French)., A composition founded on
several favourite airs: a medley.

Menu, or Men(ltal.). Less: as meno morso, less
quick; meno forte, leas loud ; meno prano,
somewhat softer; wmeno vivo, with less
spirit,

Mesto (ltalian).

Mestoso (lalian).

Methode (French).
structions.

Metronome (French). An instrument for indi-
cating the exact time of a musical piece,
hy means of a pendulum, which may be
shortened or lengihened at pleasure,

Mezzo (Italian). In a middling degree or
mahuer: a8 mezzo forte, rather loud;
mezzo piano, rather soft.

Mezza boce (ltalian). With moderation as
to tone; rather soft than loud.

Cfoderato (lralian). With a moderare degree
of quickness,

Modulation, A change of key

Molte (Italian). Very, extrenwely: us moiw
allegro. very yuick ; mesto adagio, ex-
tremely slow.

Murecau (fteucn). A piece of musical com-
position of any kind.

Morendo (1telian). Gradually subading in
regard to tone and time.

Mosso (ltalian). Movement: as pid mosso,
with more movement, gnicker; meno
mouso, slower.

Motivo (ltalian)  The principal subject of a
musical composition.

Moto, or ~uom moto (ltalian)
anxiously

Mournfully, sadly.
Sadly, pensively.
A treatise or book of in-

W:sh agitation,

Nobduimente (Ltadien). With nobleuss, grandear,
Bee Notinrno

Non (Italisn). An adverb of negativn, gene-
rally associated with sroppe: as non
troppo preato, not too fast.

Nonetto (Italian). A composition for nine
icatruments.

Non Tanto (Ital.). Not too much ; moderately:
as allegro non tanto, moderately quick.

Notation. The art of representing musical

sounds and their various modifications

by notes, signs, &c.

nsible (French). The leading note of
the scale, or that note of the scale which is
situated a semitone below the key-note.

Notturno (Italian). A composition suitable
for evening recreation, from its elegance
and lightneas of character.

Note

Obligato, or obligati (Italian). A part or parts
of a composition inGispensable to its just
performance.

QOctave. An interval of eight notes.

Ottetto (Italian). A composition for eight
instruments.

Passing Notes. Notea foreign to the harmony.

Passionata, or Con Passione (Italian). Im-
passioned.

Patetico (Italian). Pathetically.

Pathetique fF rench). Pathetic.

Paswrale (Ital ). A soft and rural movement.

Puause. A character which increases the dura-
tion of a note, ™

Perdendo or Perdendosi (Italian). A gradual
diminution of tone and movement.

Period. A complete musical sentence.
Desante (Italian). Impressively.
Phrase. A portion of a musical sentence.

Piacére (Ttalian),
to time.

Piacevole (Italian). In a plessing style.

Pianissimo, or pp. (Italian). Kxtremely soft.

With pleasure, in regard

Piano or lp (Ita.linn), Soft.
Pietoso S talian). Compassionately.
Pifero (ltalian). A fife.

Fiu (1ralian). An adverb of augmentation: as
pin presto, quicker ; pili lento, slower.

Plantivo (Italian). Expressively.

Plus (French). More: as plus animé, with
greater animation.

Poco (Ital.). Alittle, or rather : as poco presto,
rather quick; poco piano, rather soft.

Poggiato &ha]ian). lmpressive.
Polucca (Itulian). )} A national Polish dance
Polonaise (French). in 2 time,

Portamento (Italian).
note to another.
Potpourri (French). A capriccio or fantasia
from favourite airs, introducing several

A gliding from one

Rirs.

Preludio (Italian). A prelude or introductory
movement.
Premiére (French).
first time,
Prestissimo (Italian).

of movemeut.
Presto (1talian). Yery quick.
Prima Vista (Italian). The first sighs
Prima Volta (ltalian), First time.
Primo (1talian)  First.

First: aa premidre fois,

The most rapid degree

Rallentando (Ptalian).
in the movement.
Ranz des Vaches. Airs played by the Swiss
mountaineera
Rapido (1talian).
Recitatvo (1talian),
Rhythin.  The wetre of meiudy.
Rinjurzando, Rinforzato, riny or f (ltalian),
With additional tone and emphasis
Ritardundo (ltalian). A gradual slackening

A gradual diminution

Rapdly.

of the time.

Ritenente (1tal) A decrese in the move-
ment.

Romanza (Ital.) A simple and elegant

melody.

Rondeau (Freneh). A Rondo or compusition
of several strains or members, at the end
of each of which the first part or subject

is repeated

Rondino, or Romdoletta (Ital), A short
Roundo.

Routade (French). A division or rapid flight
of potes,

Rubato (Italian). As tempo rubato, a style of
playing, in which some vows are held
longer than their value, and others
shortenerd, so that the ame aball be com-
plete in the aggregate.

Russe (French). Russian: as & la Russe, in
the Russian styie.

Schersando (Italian).
manner,
8riolto (1tal))

In a light and sportive

With freedom and diatinctness

A muxical declamation. |

A DICTIONARY OF TERMS USKED IN MUBIO.

3"’"""‘} (Ttalian). ‘mmna

Seconda

Segno, or & (Italian). A sign, as al segno,
return to the sign ; dal segno, repeat from
the sign.

Segue, Sequito (Italiaa).
follows.

Semi(Latin), Half: as semitone, half atone, &c

Semplice (Italian). With simplicity.

Sempre (Italian). Sempre forte, always loud.

Sentimento gmlian). ith feeling.

Senza (Italian). ~ Without; senza replica
without repetition.

Septetto (Italian). A Septet or piece for seven
performers.

Septuor. A composition for seven performera.

Serioso (Italian). In a serious style.

Sestetto (Italian). A vocal or imstrumental
composition for six performers.

Sextuor. A composition for six performers.

Sforzato, Sf. (Ital.). Implies that a particular
note i8 to be played with ewphasis and
force.

Siciliana (Italian). A movement of a slow
character in ¢ time.

Slentando (Italian). A gradual diminution in
the time of the movement.

Smanioso {Italian). With fury.

Smorzandv (Ital.). A gradual decrease as to
tone.

Soave (ltalian). In & soft and delicate style.

Solo (Italian). Alone.

Sonata (ltalian). A chamher composition
consisting of several movements.

Sostenuto (Italian). Sustained, continuous in
regard to tone,

Sotto Voce (Italian). In an under tone.

Spirito, Con Spirite (Italian).  With spirit

Spiriteso (Itatian), With great spirit.

Staccato (Italian). This term implies that
the notes are to be played distinet, short,
and detached from one another.

Stave. The five parallel lines on which the
notes are placed.

Strepitoso(1tal.) In a noisy, boisterous manner.

Stringendo (Italian). Accelerating the degree
of movement.

Subito (ltalian). Quickly: as volti subito,
turn over guickly.

Syncopation, Connecting the last note of one
bar to the first note of the next, so as to
form “ut one note of a duratiou equal to
both ; a false or inverted accent.

Now follows, or as

Tacet (Latin). A word which implies that
during a movement some particular in-
strument is to be silent : as Hlauto tacet,
the flute is not to play.

Tanto (Italian)  Not too much.

Tema (Italian). A subject or theme.

Tempo Cemodo (Italian) In a convenient
degree of movement.

Tempo, or a tempo (ltalian). In tim .

Tempo Giusto ({mliau)A o strict time,

ZTempo Primo (1tahian). lIn the first or origi-
nal time,

Tempo Rubato (Italian). See Rubato,

Teneramente, ot Con Tenerezza (Italian). Ten-
derly.

Tenuto, Ten. (Italian). Implies that a note
mist be sustained the full time.

Terzetto (ltalian). A short piece fur three in-
BUruments or voices.

Theme (French). Sce Tema.

Trio ’Slmlian). A piece for three performers.

"his term also denotes a second movement
to a minuet, &c., which always leads back
to a repetition of the first movement.

Tr:';)let. A group of three notes arising from
the division of a note into three parts of
the next inferior Jduration.

Tutta Forza (Italian).  With the utmost
vehemence, a8 loud as possible.

Tutti (ltalian).  All. A term used to point
out passages where all the instrmnents
are to be introduced.

Un (Rtalian). A as un poco, a little.

Veloce or Con Velocita (italian). In a rapid
time. This term is sometimes used to
signify that a particular passage is to be
played as quickly as possille.

Velocissuno (1talian). With extreme rapidity

Vigorose (Italian).  Boldly, vigorously.

Vivace (Ital.). With briskness and anima-
won.

Vivacissimo (lwalian), With extreme vivacity

Volti Subite,or V.S. (Ital.). Turn over quickly

Villanella (1talian).  An old rustic danee ac
companied with singing.

Polta (Italian). Time of playing a movemens;
as prima volta, the first time of playing;
ssconds volte, the second time &o.




