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MUSIC IS CYCLIC IN THE SENSE THAT THERE IS
A CONTINUOUS CHAIN OR LINK WHICH BINDS
THE TWELVE KEYS TOGETHER. THESE TWELVE
KEYS ARE REPRESENTED BY THE LARGE LET-
TERS WHICH APPEAR IN THE OUTER CIRCLE OF
THE CHART. EACH LESSON COVER DEPICTS THIS
CYCLE AS A SYMBOL OF THE TWELVE SCALES.
THIS IMPORTANT THEORY OF KEY RELATION-

SHIP CONTAINS THE FUNDAMENTAL PRINCIPLE 4 S iEE
OF ALL HARMONY AND IS THE BASIS OF MUSIC. ke S I M S
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FOREWORD

In writing this “BEGINNERS COURSE?” for piano, my design has been to have the pupil START

RIGHT! The world is full of inept pianism, pianists whose technical knowledge is limited because

they started off on the “wrong foos” and have come toa Dead End. You can’t build a towering skyscraper
. . if the foundation is insecure, )

No single book could ever tell all there is to be learned about the piano. Men study it, with fascination,
all their lives without completely mastefing its keyboard, which has an almost limitless resource of color
and possibility. The near-perfection of the great artists results from their spirit of conquest, their con-
stant striving to make the instrument express to the last degree their every emotion.

You will learn that each lesson is like the rung of a ladder: that each step taken brings you just that
much closer to the top. The whole structure of piano playing is built from twelve half tones which you
will learn in your study of the first lesson—in fact, any music you havé ever heard, whether it be a
simple little one finger melody, or a tremendous symphony, it has been composed from these twelve
half tones. It is obvious then, how very important these twelve half tones are, and as you progress,
you will begin to realize that every new subject is just as important. If you do not progress as rapidly
as you think you should, it will be because you have slighted or “slurred over” some tiny detail, which in
its turn, makes a weak point in the foundation of your playing. Should this occur, you should, in all fair-
ness to yourself (and the Course) go back and completely master that detail. Remember, a rung left out
of a ladder makes it just that much harder to climb. So take your time; master each lesson before taking
up the next subject. And in so doing; you will be well repaid for your patience.

I wish to express my sincerest thanks to Miss Harriet Crane, my most able assistant and friend, whose
wide knowledge of fundamental harmony coupled with her sympathetic understanding of the begin-
ner, has made this course possible. Should any technical question pertaining to the course arise, please
feel free to address Miss Crane at any time for information. Address the Lee Sims School of Music, 916
Kimball Hall, Chicago. -

’

And so, you are on your way to learning one of the Arts—an Art that can give you untold pleasure
if you will only take your time and learn each thing thoroughly before trying to see what comes next.
It has taken me over twenty years to learn what I know about the piano, and if you will follow my advice,
you should be playing in one-tenth of that time, a very short period out of one’s life to learn a thing
that can give so much pleasure. So take your lessons seriously and—good luck!!

Sincerely,

b



ESSENTIALS OF A MODERN PIANIST’S TRAINING

ENCYCLOPEDIA FOR POPULAR MUSIC

WHAT IS POPULAR MUSIC? POPULAR MUSIC is just what the name implies . . . that is, A
CURRENT STANDARD FORM OF MELODY WHICH EXPRESSES THE MOOD OF THE
PRESENT TIME.

— YOU CAN PLAY —

popular music, standard numbers, ballads, or for that matter, any known form Pf music which may
appeal to you, if you will conscientiously study and practice the material to be found in this course. In
a remarkably short time you will be able to play popular numbers, using proper harmony, correct
rhythms and musical figures, just as you hear them performed in your theatres, cafes or on your radio.

The goal of the Beginners’ Course is to teach one how to play popular melodies, using a professional type
of rhythm bass, including the application of keyboard harmony, along with all of the essential facts
of music.

The business-like approach of studying the fundamentals of popular melodies makes it possible to apply
this knowledge in a simple and ‘practical manner. The material used in these lessons is based upon
many years of teaching experience. The method is thorough and concise.

These elementary facts are the tools with which every musician works, and to play well, one must under-.
stand them thoroughly. It would be impossible to solve problems in mathematics without knowing the
multiplication tables; they are a part of the language of mathematics and no wise mathematician would
try to do without them. In the same way, the fundamentals contained in this course are a part of the
language of music. After you have studied music for a while they will become so natural to you, you
will hardly know you are using them. A thorough understanding and knowledge of these facts will

make the work which follows easy and understandable,and will help you to master, more rapidly, the
lessons which follow. ‘ '

Few people realize that popular music (when studied properly) involves an extensive study and edu-
cation in the scientific facts of music, that is . . . to play popular music as it should be played demands
a thorough knowledge of harmony, the twelve scales in their progressive order, chords and all of their
respective positions, chord relationship and in their turn, their relationship to the different keys and
many, many other details too numerous to mention at this time. While these facts may seem alarming
in their wide scope, you will find at the very beginning that you can acquire this khowledge automatic-
ally and gradually and at the same time enjoy playing immediately the popular numbers of your choice.

Sight reading and playing printed notes in their original form is an angle that must and will be accom-
plished during the acquisition of all other important knowledge pertaining to your musical training. In
reading and playing popular music the notes of the score are carefully regarded as a guide to the har-
mony which you will supply. The printed notes, or rather the printed arrangement is partially ignored,
inasmuch as the player uses his own knowledge, ability and style in interpreting the number—supply-
ing harmonic patterns of harmony and rhythm to the melody as he goes along. Sight reading classical
music (which is played exactly as. written) is a comparatively easy matter when you have the advantage
of knowing chord formation and relationship and are capable of recognizing a group of notes as



2 familiar and definite identity. Therefore, you will anticipate the following harmony in progressive order.
You will greatly appreciate this knowledge during every phase of your musical training. No doubt you
realize that you are keeping abreast of the times by accepting and assimilating the modern trend of thought
in the world of music and you are conscious of a progressive stride. The constant flow of new popular
numbers expresses the modern spirit of this great country of ours and will bring great satisfaction to
those who can create this style of music. It is possible to develop the most simple melody into an intricate
thing of symphonic beauty. .

PROPER PHRASING: In literature, it is necessary to phrase each group of words properly in order to
understand their meaning. Melody notes are grouped in a like manner (one imagines the punctuation
marks) so as to define the melodic pattern or idea. In classical music, a long curved line, known as a slur,
is used to show the length of each melodic phrase. Slurs are used in popular music for the same purpose
but the student should acquire enough knowledge or musical sense to realize the end of each phrase.

RHYTHM: Clean touch and smooth technique will automatically become a part of your playing if you

will practice diligently the exercises herein ascribed. Popular music demands perfect timing and definite,
precise beats.

COUNTER MELODY: This is an artistic form of bass which will be supplied as a strong factor in all
of your future playing.

TRANSPOSITION: Is an impossible task for most pianists, yet to the student who has the proper training
and background, it is not even a difficult task, and he should be able to transpose spontaneously to any
key. The commercial phase of the profession demands this accomplishment as well as rhythmical swing,
correct harmony and true musicianship. It is logical to presume that all of this knowledge would be the
background of a musician’s training, yet the unsatisfactory and sad part of many classical student’s cur-
riculum has been the omission of this vital factor. If you doubt this statement, ask some classical student
of your acquaintance whether or not he can transpose a melody to some other key and do it at sight. You
might also ask him some of the fundamental questions to be found in this course. Mind you, I am not in
any way belittling the classical profession, but it is too bad that so many details of tremendous importance
to the student are overlooked in the desire to acquire . . . what shall ‘we say?". . . sight reading and tech-
nique? . . two things which are automatically learned in the every-day study of popular music.

IMPROVISATION: Extemporaneous, or unpremeditated playing will be developed through the guid-
ance of the facts which are promulgated in these lessons. Improvising your own figures as a form of em-
bellishment is the greatest scheme for producing natural effects without previous preparation. The modern
musician is almost compelled to have this ability as a necessary accomplishment.

-

We can no longer deny the power and demand for this type of modern music and as the student delves
into the proper application of harmony to popular music, progressing into arrangements and improvisations,
he will be amazed at the tremendous scope involved. He will be made to realize that the fundamentals of

music, including harmony and all of the necessary facts which one should know, are dealt with in a much’

more thorough manner than is usually used in the study of classical music. The average student of classical
music learns to sight read, phrase, interpret and he develops a certain amount of technique. It is question-
able whether he can hear a melody on his radio and go to the piano and play it, using full harmony and

good rhythm. But let’s not worry about the classical student—you are started on the right road to musical
happiness, so—

PRACTICE . STUDY . . AND ENJOY YOUR MUSIC

oo dJims




THE PIANO KEYBOARD

] How many letters are used?—Seven lesters are used,

88 KEYS :
7—LETTERS +—TONES 7—WHITE KEYS

/

SEVEN LETTERS ARE USED.
SEVEN WHITE KEYS ARE GIVEN.
52 WHITE KEYS 36 BLACK KEYS SEVEN MUSICAL TONES ARE THE RESULT.
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What is the piano keyboard? The piano keyboard is a series of seven white keys and five black keys which
occur seven times.

Seven tones represent the basic range of all music. All the music you have ever heard has been developed
from these seven tones. Eighty-eight keys on the pi’ano keyboard represent seven white keys and five black
keys repeated seven times—plus four additional keys which complete the range of the piano keyboard.

¢
. i
) I 2 345 :
A sharp raises a note one half step. A flat lowers a note one half step. Seven plus five equals twelve
keys—twelve keys are the total number. These twelve keys represent the entire range or foundation of
all music.
C C P
I I T N A A 0 O D A
1234567 -
I. Play the seven white keys one after the other. C-D-E-F-G-A-B.
) *  x %

The keyboard of the piano is opened to you for your complete satisfaction and pleasure. There is no par- 9 2. Play the five black keys one after the other. C#-D¥-F$-G#-A#. (Db-Eb-Gb-Ab-Bb).

ticular mystery connected with this marvelous instrument. You realize that by striking a key on the piano, | x % %

a musical tone is the result, and a proper combination of these tones produces a melody, harmony, or both. .

These tones are known as music. 3. Play the white note C—then C¥ (the black note directly above) then D (the white note directly
above) and so on up the keyboard—D# (or Eb) E-F-F} (or Gb) G-G# (or Ab) A-A# (or Bb) B
and C. C-C#-D-D#-E-F-F#-G-G#-A-A$-B-C.

* X %

Seven days were allotted for the creation of the world. Seven is the numeral which represents much of the X Now d _ ) ‘

basic law or origin of Egyptology, Hebrew, and othér religions. It symbolizes the complete harmonious- A 4- I(;WE ;S;e]’;dlt)(; t(l;e C below (the C you used as a starting point for your scale) C-B-Bb-A-Ab-G-Gb

ness of life. Therefore it is logical to accept the number seven in relation to music. ~H B Rp-D-Ub-L, et

~ E. 8. & Co. 5057




WHAT IS AN OCTAVE?—An Octave is a distance of eight keys, the interval from one letter to its
repetition on the keyboard. ]

THE KEYBOARD

-

ONE OCTAVE -

WHERE IS MIDDLE “C”.

Middle “C” is located in the center of the keyboard (see diagram).

After locating Middle “C” place your thumb (7ight hand) on that note and your fifth or little finger on
the eighth white note (one octave) above. Then place the thumb on the “C” where your little finger was
and raise the fifth finger one octave. Continue in this manner up to the last “C” on the keyboard and

return to Middle “C?”,

Now place the thumb of the left hand on Middle “C” and the fifth finger on the “C” one octave below.
Proceed in this manner down to the last “C” of the keyboard. Use this same exercise on all of the letters
iri that scale, that is “D” to “D”—<“E” to “E” and so on up the keyboard. Notice the seven letters

within each octave, and memorize them. .
]

”

LOCATE “A” BELOW MIDDLE “C” PLAY.

A-B-C-D-E-F-G-A-B-C-D-E-F-G- and so on up the keyboard until you reach the top.

Now return, down to the last “A” on the keyboard and back up to Middle «C”. C-B-A-G-F-E-D-
C-B-A-G-F-E-D-C-B-A, and continue. -,

Everything in music is based or built from these seven tones. By this time you must have d,i,scovered you
already knew them in exactly the order in which they occur in the scale, “A-B-C—D-E—F-.G or ‘t‘/u,; foirst
seven letters of the alphabet, regardless of where you start your scale you eventually arrive at “C” and
again start the first seven letters of the alphabet. )

88 KEYS Seven and one third OCTAVES
Middle
C
DESCEND ‘ASCEND
—
c c c/ || | [allc]plelElola] |c C C
|IHEENEEEEEEEEEEEREREEN : T rrrrrrrrrrrrrr+rrrritd
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ONE OCTAVE

SPACES

STAFF e CLEF SIGNS e  TREBLE and BASS o LINES .

WHAT 1S THE STAFF?—T ke staff consists of five lines and four spaces.

WHAT IS THE TREBLE CLEF?

T his sign E is called the treble clef and designates the treble staff.

WHAT IS THE BASS CLEFR?
This sign E is called the bass-clef and de.figiq}ates the bass staff.

The original music staff consisted.of eleven lines, later it was divided into #wo groups (staffs) of five
lines each. The upper is know as thé treble staff and is indicated by this sign #=. The lower is known as
the bass staff and is indicated by this signZE. The right hand is used for thé treble staff and the left
hand is used for the bass staff and should a note or notes appear above or below éither staff, ledger lines

are added.

—A i 4 lﬁ* C -Ip-
THE TREBLE STAFF {o—F— THE BASS STAFF ——j
v C < ES

WHAT ARE THE LINES OF THE STAFFS USED FOR?—Tkey are the five lines upon which the

notes of music are written.
THE LINES

In order to acquaint the student not vérsed with the notes and their names as they appear on these two
staffs, here are two simple exercises.

Locate middle “C” with the left hand, play down the lines or every other key from middle “C” on the
Bass staff—“C-A-F-D-B” and “G”. Now play up from “G?” the first line of the Bass staff to middle
“C” where you started, “G-B-D-F-A” and “C”. With the right hand continue up the lines of the Treble
staff, “E-G-B-D” and “F”. Now read and play back down the lines, “F-D-B-G-E” and “C”.

Practice this exercise diligently, reciting the names of each key as you play it.

Middle «C»

/[ G/ [8] [p] [F| |a] |C] |E| || |B| D\ \F \
1 1 I Y O O A N O A O O A
e e e e
L ——— N ! — —— = ,
1 | 1 | | s I
! ] : ! | A
1 | . ! i
1 ] \ f t
' Il 1
} T e
e :
I —
" Middle “C” .

In the sentence “EVERY GOOD BOY DOES FINE” notice the first letter of each word—<E-G-B-
D-F”. This sentence is often used to assist the beginner in remembering the names of the notes on the
lines of the Treble staff.

“GOOD BOYS DO FINE ALW AYS” G-B-D-F-A, represents the lines of the Bass staff. A ledger line
added above the Treble staff is “A”, two lines “C”. A line added below the Bass staff is “E” — two
lines “C”, -



WHAT ARE THE SPACES IN THE STAFF? The space between each line.
The second exercise will acquaint you with the spaces-of the two staffs.

Locate middle “C” with the left hand and take the first space below it which is “B”. Now play the note
in each space (every other white note) B-G-E-C-and A. Now play back up to “B” when you started
the scale, A-C-E-G and B.

Now start with the first space above middle “C” which is “D”, read and play up the spaces of the treble
staff, F-A-C and E (FACE) play back down these notes to “D” the first note above middle “C».

-l od ff of
fees = bl e e
-

- - et o 3

Practice this exercise diligently, reciting the names of each npte as you go. In the treble you may use
the word FACE to remind you of their names. F-A-C-E. In the Bass the sentence Al Cows Eat Grass
will serve the same purpose. A C E G

LINES AND SPACES
PRACTICE IN THIS MANNER: Start with middle “C” in the left hand and ascend according to the
letters on the keyboard below, C-D-E-F-G-A-B-C. Now down—C-B-A-G-F-E-D-C. Repeat this exer-

cise until it becomes second nature for you to identify each line or space with its proper name.

C/D/E/F/G/A/B/C|DJE|FG|A|B|C|D
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THE ENTIRE KEYBOARD p

Practice in this manner: Start with middle “C” and continue down the keyboard until you have reached
the last key, which is “A”. Compare the note you are playing with the one which is printed on the
staff. Now come up, watching the printed note on the staff and associating it with the key on the dia-
gram keyboard. Continue to the extreme top note—“C”.

WHAT IS A NOTE!? 4 note is a character which indicates musical utserance. The formation of the note
indicates its time value.

WHY IS NOTE VALUE IMPORTANT: Note value is important because it establishes and measures
rhythm.

WHAT IS A MEASURE? WHAT 1S A BAR? The vertical lines which occur at frequent intervals

in a piece of music are called bars. The space between each bar is called a measure.

BAR h

%

)

ME ASURE MEASURE

*8VA placed above any note means that that note or notes must be played one octave higher than it is
written. When the same sign is placed below a note or notes, it means. playing those notes one octave
lower than written.

c/ / c (o AlB|c|D|E|F|G|A] |C C c
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Middle «“C”
LEFT HAND RIGHT HAND
NOTE VALUATION . MEASURES o BARS ) TIME o WALTZ
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WHAT IS FOUR-FOUR (4/4) TIME?—T he figures or characters which always follow the cleff signs
in music show the time or rhythm in which the piece is 1o be played. If 4/4 (or common time) is deszg—
nated, it means that there must be four equal beats to each measure.

WHAT IS A WHOLE NOTE?—A whole note is a white open note and is equal to four beats. In other
words, it is sustained for the full measure of four beats.

+

1-2-3-4

WHAT IS A HALF NOTE?—4 half note is also a white open note, but with a stem. It is equal to one
kalf. of a whole note, therefore it gets two counts. It takes two half notes to fill out each measure.

- &

()

1-2—3-4

WHAT IS A QUARTER NOTE?—A4 guarter note is a black note with a stem and is equal to one-fourth
of a whole note, it gets one beat and it takes four quarter notes to fill out the time value of each measure.

, 1-2-3-4
()

WHAT IS AN EIGHTH NOTE?—A#n cighth note is a black note with a stem and has a tiny flag
attached to the end of the stem. It is equal to one-eighth of a whole note and therefore gets one-half of
@ beat and it takes eight of them to fill out a measure. W hen two or more eighth notes are used consecu-
tively they are joined together with a bar from stem to stem.

= TS

() ()

WHAT IS A SIXTEENTH NOTE?—A sixteenth note is a black note and has a stem with two flags
attached to it. It is equal to one-sixteenth of a whole note so it gets one-quarter of a beat- and it takes
sixteen of them to fill out the measure. Consecutive sixteenth notes are writien the same as eighth notes—
joined together with two bars from stem to stem.

——

o o

I 2 3 4

i

You may have noted that, starting with an open note which gets four beats, we added a stem which cut the
value of the note in half. Then the note became black and again its time value was cut in half, then a flag
was attached to the stem and this cut the time value in half, and then two flags were attached and again
the time value was cut in half: every time a flag is attached, the time is cut in half. So, if a note had three
flags, it would be a thirty-second note. Should it have four flags, it would become a sixty-fourth note.
These latter notes will be dealt with at a later period in the course, as will triplets, groups of three notes
joined together which get one count.

»
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WHAT IS A REST? A rest means RHYTHMIC SILENCE: Silence for the duration designated by
the rest sign.

REST SIGNS
, . WHOLE REST HALF REST QUARTER EIGHTH
4-Beats 2-Beats 1-Beat 14-Beat
== ———~—
;_ y A

()

These characters are called rests and indicate rhythmic silence. They correspond in value to the dif-
ferent forms of notes. For instance, the whole rest gets four counts (silemt) just as the whole note does,
and the half rests gets two counts, gs does the half note, the quarter rest one count, the eighth rest one
half a count and the sixteenth rest one quarter of a count.

COUNT THE VALUE OF THE RESTS AS THEY APPEAR IN THE ABOVE.
DIAGRAM. COUNTING AND RECOGNIZING THE VALUE OF RESTS AND NOTES IS
ABSOLUTELY NECESSARY. THIS FEATURE IS THE FOUNDATION OF ALL RHYTHM.,

DOTS

A dot after a note adds one half again its original value. A half note which has a2 dot gets three beats,
a quarter note with a dot gets one beat and a half, etc.

[-2-3---4 -2 & 34

A
’ ) "] 1
. & Y . L

[ o

Rests may be increased in value by the use of dots exactly the same as notes; a dotted half rest getting
three beat$ instead of two, a quarter rest with a dot getting one and a half beats instead of one, etc.

1-2-3 - - 4 -2 & 34
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%-. )l % z. 7 =
¢ A\S74

(Y]

()

)}
! 4

When playing in 4/4 time, the rhythm is usually maintained with the left hand which keeps up a
steady repetition of four beats to the measure, regardless of how the time value is split up in the melody.
This strongly accented bass is one of the characteristic features of popular music and is the reason for
training so rigidly the left hand of the pianist. A perfect, steady rhythm is essential in all popular

music, whether produced by an orchestra for dancing,.piano solos or accompaniment. (This of course
is not true should the soloist be playing in paraphrasé or ad lib style).

The term “SWING?” has recently become a popular expression due to the attention placed upon Infec-
tious, smooth rhythm. This course of instruction will provide the necessary and important exercises for
the development of all rhythms.



WHAT 1S RHYTHM? Rhythm is a symmetrical grouping of notes, with a steady definite measured
beat. It is time motion against a background of pulsation and measured accent. Regular beats create the
“heart action” of music. Counting the value of the notes establishes the given and proper thythmical
effect and designates where the beats occur. Any combination of notes may be used as long as.they equal,
the full time value designated by the time signature. -

In time division, you are going to use a very simple form of arithmetic, namely, the division of beats. In
reading music at sight you must be able to recognize a note by its form and know instantly how much
time value it has; whether it be a half note which gets two beats, or a dotted quarter which gets one beat
and a half, it’s still a matter of dividing beats. To refresh your memory we give again the five different
notes and their time value.

NOTES AND THEIR TIME VALUFE .
A y N
1 [ | M
¥4 Beats 2Beats 1 Beat Half Beat Quarter Beat

As stated before, a measure may have any number of notes and in any consecutive order BUT, their com-
bined value MUST BE FOUR BEATS. The diagram below shows a simple division of the four beats.

1-2 34 12-3 4
= S= s =e=:

() oJ

Example “C” contains dotted notes: In the first measure, the first note is a dotted quarter so it gets one
and one-half beats, the remaining half of the second beat is consumed by the following eighth note. It
was not necessary to use this half beat on the following note,—it could have been used later in the mea-
sure ‘but some place in the measure that half beat had to be taken up; beats three and four use another
dotted quarter and an eighth note which fills out the four beats, and the measure. Notes frequently occur
on the half beat, an aid in counting such a measure is the use of the word AND; using the word and,
on the half beat—r1 & 2 & 3 & 4 & etc.

Example “D” includes rests: The first eighth rest to appear represents the first half of the second beat. *

Carefully count out each measure for the balance of the exercise.

1 2 & 3 & 4 & 1-2-3-4 1 & 2 & 34 1-2-3 & 4 1 &
2-3-4
} lk\ I I | 1 } A ll IL) 1 1 f ]k\ } lk\
e T e S S S e ey 2 A o S Lo >
Example “E”. Locate the four beats in each measure.
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And so we come to the end of lesson one. The material supplied to you in this lesson has been very care-
fully thought out and if you can give the correct answer to the fifteen questions listed below, you are
ready to proceed to the next lesson. You should not however, get into the next lesson until you can answer
them correctly. They tend to remind and impress you with the important facts of the lesson. Answer them
to the best of your ability, then compare your answer to those found in the back of the book.

.

QUESTIONNAIRE
1. What is the keyboard? .
2. How many tones, or letters, are used in music?
3. How many black keys are there?
4. What is the interval between “A” and “A” called?
5. How many keys are there in musici (C—D—B—etc.)
6. What is a staff?
7. Give the names of the lines in the treble staff—the bass staff.
8. Give the names of the spaces in both treble and bass staffs.
9. What does the character 8VA mean?
10. What is a measure? A bar?’
11. What is a quarter note? A whole note? An eighth note?
12. What does a dot after a note signify?
13. If a measure has only a half note, how many beats does the measure lack?

14. If this same measure has a half note, how many ways can you fill out the time value?

15. Define the word rhythm.

In this lesson we have only dealt with four-four time;—there are several different types of rhythm such
as three-four, or the Waltz, six-eight, which is usually used for marches, nine-eight, twelve-eight and even

- unusual rhythms such as five-four, six-four, etc. These latter rhythms will be explained in due time and

it will be shown how they are used.

And so we take up lesson two. SCALES—the “bug-a-boo” of most students who, almost invariably, want
to play tunes with a professional swing but are unwilling to go thru the (supposedly) tediousness of learn-
ing scales. Make no mistake about this Student, scales are the foundation of all music and without them
you can never hope to play anything worthwhile. You will notice I use the word SUPPOSEDLY.
scales can be a very interesting study, if one is not in too much of a hurry to play melodies (and hot
licks). You will have melodies in almost every lesson. True, the first tunes are simple, but remember,
everything has to have a foundation and scales are the foundation of music. So don’t make the mistake
of skipping thru your next subject. It will only mean you have to go back and learn it before you can

" hope to play as 1 know you want to.

10
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THE CHROMATIC AND TWELVE MAJOR SCALES | s Me DIAGRAMS OF THE TWELVE MAJOR SCALES 234
\ AND THEIR PROGRESSIONS 5
There is one chromatic scale and it contains all seven white and all five black keys in half step intervals.: r !
The black keys represent the sharps and flats. A shiarp (#) is used to raise the note one-half step ... 1e., -
«C” to “CH#”, the black key one-half step above. A flat (b) is used to lower a note one-half step; “B” to - :
“Bb”, the black key one-half step below. “E#”-is “F” natural, and “B#” becomes “C”. “Cp” is “B”, Ascend one Octave then descend five notes, lowering the seventh ton half
«Fp» is “E”;—this is because there are no black keys between these notes. are the first five notes of the next scale. Th; lowered seventh tone is tieogiegnziu":t?;.tg: iscai(:aSt fl e notes
1 scale.

A half step is the distance from a white key to the black key directly above or below it, or from “E” to , THE TWELVE MAJOR SCALES PROGRESSIONS DESCEND

«F» and “B” to “C”, where there are no black keys. | AND THEIR FINGERING.

A

THE CHROMATIC SCALE
c—ct d—df—e-f —fh-g —gf—a—afl-b—c—b—bb a— ap-g—gh-f —e —eb-d-db—=c
. I i 1 1 i . ]l

| 1
I ] 1 H | }

((C))

n.’___

3 1

2 .
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1
1

— 1 1 = - f ! f i
3 Cad ! l ! had ——— -
TWELVE MAJOR SCALES AND THEIR PROGRESSIONS «r ||}k | 3% EESSSE Ho—r—rey
There are twelve half steps within the octave and each half step represents one of the twelve major keys, e B e
or scales. These twelve major scales are related and form a natural progression that might be visualized ] L b ibab )
ircle. (R . 10\
as a circle. (Refer to ‘cover) o\ \ \\\\ 1 o
h b 1 1
RULE FOR FORMING MAJOR SCALES S o v T o Whed Ty
All of the major scales contain the seven letters you have just learned and are formed in the following g _abBP gb 21 23 21 z Abab obeb
manner:
Two whole steps, one-half step, three whole steps and another half step. “Eb” W
The scale of “C” is typical of all twelve scales, so we will use it to illustrate. The “C” scale is played on i. 21 2 7°° & e I <
all the white notes as follows: A Argh oheb A Db Eb chab
1 2 3 —— 4 5 6 7 8 ' b
 TONIC Super-TONIC MEDIANT Sub-DOMINANT DOMINANT Super-DOMINANT Leading TONE OCTAVE | “AP” ARG T
: — - 0 0 B e—" - — H - S 0 0
é . S o) © h— — ' gPeb gbabab pb b ab b pb
U w e " Whole Step 1 Lot H Whole Step ”, Whole Step Jl Whole Ste “ QLSteP ! )
|Whole Step || . “ 2 Step 7 I ‘ p | L “Dp?” y
F C

Place the thumb of the right hand on middle “C”. Strike each key separately as shown in the picture
below, using- this fingering: 1-2-3-1-2-3-4-5. C .

((E#”

Bl | \EV N\
| A A I R |
F#G#

«p» |ARY

1 I I I 1 1|‘1311|“| l I/

descend

’ “E» ‘;_ R

12 312345

e g Tt gt - e e P

In order to find the next key start with “C” at the top playing down five tones “C” ., “Bb”, “A”, «“G?,
“F”) using fingers §, 4, 3, 2, 1. There is & distance of five tones between all of the scales. The fifth or
Dosminant tone is the important tone in progression. The 7th tone of the “C” scale “B” has been lowered «p» RV
to “Bb”. “Bb” is the new signature of the next scale “F”. The first tone of the “C” scale is the fifth (or
Dominant) tone of the “F” scale, the first tone of “F” is the fifth (or Dominant) Tone of “Bb”.

«p» |}

3 T N e
¥ 8 1 2 7 ] 3

SIGNATURE—The flats (b) or sharps (#) which occur in the scale are placed at the beginning of the
staff to signify the key.
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Continue to practice the scales in this manner with the aid of the pictures on opposite page. ) 12 Ane\Ae
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What is a melody? A melody is a succession of tones in rhythmical order, expressing an idea in the form
of music.

A melody consistently adheres to tlie notes of the scale. For instance, when a melody is written in the key
of “C”, the rotes used in that melody will always be, C-D-E-F-G-A-and B, or the notes of the “C"’
scale. Sharps or flats can be used in a melody and these are called aecidentals. Should the number be in
some other key, “G” for instance, the notes of the melody will occur on G-A-B-C-D-E-and F#, or the
notes of the “G” scale. When a melody is transposed to another key it only means shifting the melody to
a higher or lower range, but in no way is the original structure or degree of the scale disturbed.

What is sight reading? Sight reading is the act of translating instantancously the printed note version of
music to the musical instrument.

A\

The melody shown below is an original which we shall use throughout the course. As each subject is
studied and understood, we will apply said subject to “Gypsy Days”, until at the end of the course, this
simple little tune will be developed into an arrangement of almost symphonic proportions. Practice first
with the right hand, playing single notes as they are written. Pay strict attention to the time value of each
note, counting as you play. Practice in this manner until you can feel the rhythmic swing of the number.
As this becomes easier for you, try adding the octave note.. The numerals above the measures denote the
time value of each note.

GYPSY DAYS
' 1-23-4 1-2-3-4 1-2-3-4 1-2-3-4 ' * Tie
ﬁ—é e = == == =
Tie
A 1 ] JI — H T ———
Wt — =

i
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Most popular numbers are constructed like GYPSY DAYS. In fact, this might almost be called a
standard form of construction—thirty-two bars divided into four eight measure phrases. There are other
forms of construction; sometimes a composer will divide the thirty-two measures into two sixteen bar
phrases. I’ll show you this form later, but for now, let’s analyze Gypsy Days. Generally in this form of
constructior the first two phrases are very much alike. To simplify your first tune I have written these first
two phases exactly alike. The middle eight bars or bridge are always different and act as an interlude which
connects or resolves into the last eight measures which is again very much like the first phrase.

* A turved line over or under two notes which are the same degree on the staff means the note is
struck once and %eld for the time value of both notes. The curved line is known as a- tie.
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Three melodies for sight reading exercise. Number One is constructed as was “Gypsy Days”, in four eight

bar phrases. Number Two has two sixteen bar phrases, a type of construction
music. Number Three, a different melody with four eight bar phrases.

-

you will often find in popular
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QUESTIONNAIRE

I. What is a half step? A whole step?

2. What 1s the distance from one scale to the next scale?
3. What scale is played only on the white keys?

4. How is a Major scale bl;ilt?

5. Name the keys in order as they appear on the Cycle.
6. How is the signature of a key determined?

7. Give the signatures of all the keys around the Cycle.
8. How many Major keys and scales are there?

9. How many whole tones are there in 2 Major scale?

10. How many half steps in an octave? In a Major scale? Where do the half steps ‘occur
in the Major Scales?

11. What are four flats the signature of? Two sharps? :
12. Are the scales related?

13. What is a progression?

14. Name the two strong facts which indicate progression.

15. Are all twelve scales constructed in the same manner?

18




THE TWELVE "MAJOR CHORDS

These twelve MAJOR CHORDS play an important part in the foundation of music. They are evolved
from the twelve major scales and a thorough knowledge of them is essential in the study of papular music.
The modern pianist is called upon to supply most of his own harmony to a popular melody for the reason
that a popular number, played as it is written, never sounds like it does when a professional plays it. This
is because the professional supplies his own harmony, using the printed copy for a guide only. He reads

and plays the melody and from the construction of each measure, he knows at a glance just which chord
formation will harmonize with that melody. .

This may sound a little complicated to you, but as you progress in your study, you will find that it is all
comparatively simple. These twelve chords become so embedded in your mind that you will use them sub-
consciously. When you walk, you don’t stdp to reason out each step as you take it; you don’t say, “Now
I must bring one foot forward and balance upon it while I bring the other foot forward.” And yet, that
is exactly what takes place within your brain, or you couldn’t walk at all. You walk sub-consciously but you
had to be taught Aow to walk in your infancy. And so it is with music. You grow to know these twelve
chords so well that it becomes simple for’you to glance at a measure of printed music and sub-consciously
know just which harmony is needed to fill out your style of playing.

This knowledge will in turn lead to the proper interpretation of classical music. It will enable you to rec-
ognize harmonic construction and will facilitate sight reading, memorization and technique. In order to
write the highest form of literature it is necessary to spell the words right and to form the sentences
correctly. In music it is the same. The chord formation, which will harmonize correctly with a melody, is
an absolute necessity. Therefore, you will never cease to deal with fundamental chords, their relation-
ships to one another, and fheir natural progression from key to key.

You can attribute the most elaborate symphonic arrangement you ever heard to this chord manipulation,
notes pertaining to the scales and chords added to the melody in the form of embellishment. So again at
the risk of becoming repetitious, I warn you to learn scales and chords well,because your musical career

depends a great deal on how much you know about chord formations.
P

INTERVALS
WHAT IS AN INTERVAL? An Interval is the distance from one note to another.

PEITIITN WETT  ———————

It is necessary to understand this subject thoroughly before proceeding to the next subject — the study
of chords. Chords are comprised of, or built upon the intervals of the scales. The spaces between the
tones of a chord are called intervals and they are reckoned by the degrees of the scale.

INTERVALS OF THE “C” SCALE

C/DJE/F/G/A[BJC
NI A

/AN

& X
g I | 3
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Tut2nd 31d 4th sth gth 7th gth

CHART OF INTERVALS

| ==

MAJOR CHORDS

WHAT ARE THE INTERVALS OF A MAJOR CHORD? Two 3rd Intervals of & scale make a
' major chord, 1-to-3, and 3-t0-5.

There is a distance of three scale degrees between “C” and “E” (“C”-k‘D”-“E”). In consequence the
distance is called a third. It is a major third because it consists of four half steps (“C” to “E”). There

are three half steps between “E” and “G”, making a minor third, consequently a Major chord is composed
of one Major third (“C” to “E”) and one Minor third (“E” to “G”).

A MAJOR'THIRD

A MINOR THIRD

C| |E
11 I3]

THE MAJOR CHORD L2
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MAJOR CHORDS + CHORD FORMATIONS
TONES 1-3-5

ciple\Fic\a\B\c

L WATR N

IRIAD
WHAT IS A TRIAD? 4 Triad is a chord composed of three notes.

A Triad is the combination of three tones. For instance, thé. group “C-E-G”, the 1st
of the “C” major scale—form the “C” major Triad. This rule applies to all major ¢
and 5th tones of any major scale will form the major chord (or triad) in that key.

X

y 3rd, and §th tones
hords. The 1st, 3rd,

TRIADS
C F Bb Eb Ab Db Gbh B E A D G
ﬁ “A 1 - l')() ‘L 1 L.\ )= 4 - #8 )’2
V. lb }} :: — %"'ﬁ"— —1 g hiK S ) 1} €Y 5
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TWELVE MAJOR CHORDS

A chromatic progression is very closely graduated,and for this reason chromatic progressions are used con-

y. These chords represent the basis
but are raised ot lowered according to the

stantly as a method of smooth progression or modulation in harmon

of all harmony in music, The original letters remain the same,
form.

The practice of half tone progression serves more than one purpose,
all of the twelve major chords in their first positions,
the hands and the brain. Third, it will help develop yo

first of all it helps acquaint you with
Second, it helps. develop a co-ordination between

you will be called upon to use chord formations of a
progressions and if your fingers are accustomed to pro
that much easier to play the more difficult chords.
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DIAGRAMS OF THE TWELVE MAJOR CHORDS IN CYCLE FORM

Place the left hand on the first three letters, “C?-“E»-«G?», .
Place the right hand on the next four letters, “C”-“E»-%“G” and “C”,
Continue this exercise from key to key.
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DOMINANT SEVENTH MODULATION NATURAL PROGRESSION OF CHORDS

What are the two strong,concrete facts which constitute natural progression? 1—The lowered seventh.

tone. 2—The distance or interval of five between keys.

}

Never forget the principle which is important enough to affect all the basic activity of music, that is, the
progression of harmony.

You will be convinced of thjs circle routine which constantly exists during the sight reading and -analyzé.—
tioh of the harmony of many melodies. Every melody requires a group of chords which will follow this
order around the circle, always advancing toward the chord representing the key in which you are playing.
For example, when you play a number written in the key of “C”, the first chord is apt to be “C” major
(the key chord), after which you will often encounter an “A” seventh, which leads to “D” seventh —
taking further natural progression to “G” seventh. Then “G” seventh will always resolve into the orig-
inal “C” major chord. Remember, this rule of Dominant Seventh Progression prevails in every number—
taking the circle routine or natural progression of Dominant Seventh Harmony toward the major .chord
of the key.

Learning what this natural progression of dominants is, is not nearly as complicated as one might think at
first glance. In the first place, there are only twelve dominant sevenths that one must learn. Beginning
with “C”, which has no flats or sharps we add the lowered seventh tone (B flat) to the major chord end
we have the dominant seventh of “F”. “F”, because there is no “B” flat in the scale of “C”. In other
words, the minute you add that lowered seventh to a major chord you are already in the next key. “F”
has one flat and when you add the lowered seventh to the major chord of “F”, you are already in the key

of “B” flat, which has two flats. And so up thru the flat keys, “B” flat leads to “E” flat ( 3b), “Eb” leads
to “Ab” (4b) “Ab” leads to “Db” (5b) and “Db” leads into “Gb” (6b). There are only six flats and so
we progress into the sharps. By adding the lowered seventh tone to “Gb”, we progress into “B” natural,
(5#), add the lowered seventh to “B” and you are already in the key of “E” (4%). And so on, from
four to three sharps and from three sharps to two and from two to one, the key of “G”, which leads you
back to the key you started from, “C”, completing the cycle of dominant sevenths.

The person who possesses enough natural talent to play by ear will use this circle of doménan: sevenths
without conscious knowledge of what he is doing. His ear will guide him to the harmony demanded by
the melody and where the melody demands a progression which leads around the circle, causing a modu-
lation or gradual progrcssxon back to the original key. He will unconsciously supply the correct harmonic
changes. This person is handicapped in his playing because of this lack of musical knowledge. He must

wait until 2 number is well known before he can learn it—where you can pick up a strange number, read.

it, and play it at once because you know before you ever see the music that it has to follow a definite
course and you know what that course is.

Does the “C” seventh chord belong to the key of “C”’? Remember, the “C” seventh chord does #ot belong
to the key of “C” because it has a “B” flat in it and “B” flat occurs first in the key of “F”, so it is natural
to associate the “C” seventh chord with the key of “F”. It is still called a “C” seventh because it is built
on the root of “C”, the 5th tone dominant of the “F” scale. Bear in mind that the addition of the Jowered
seventh tone to a chord has the effect of tuning in the sound of the next key. This is a natural consequence
when you consider that you have.introduced the signature of the new key.
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THE CIRCLE OF TWELVE MAJOR SCALES AND 7TH .CHORDS
GO AROUND THE CIRCLE STARTING WITH «“C’—
READING THE CHART CLOCKWISE

A

A
o ]

s

Tones 1 3 5.7b

b

C EG-B

Major chords are formed by combining the rst—3rd—and -5th tones of the scale. Play “C-E-G” with the
left hand and “C-E-G-C” with the right hand. Add “B” flat to both the right and left hand chords and
progress to “F”, The “B” flat you just added to the “C” chord is the signature of the “F” scale and so it
relates the “C” 7th chord to the scale of “F”. Continue on around the circle.
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Practice this printed version of the circle. Bear in

a flat or cancelling a sharp.

TWELVE MAJOR AND SEVENTH CHORDS IN CYCLE FORM

mind the change of signature;, the added seventh causing
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When a wavered line appears before a chord, it indicates that the chord is to be played Arpeggio style.
That is, rolled from the bottom note of the chord to the top note. This results in a pleasing effect for the

beginner as it gives the impression of an Arpeggio. The rolled chord can be written in two ways. (See
diagram below.)

A
— AS SOUNDS
WRITTEN [ WHEN PLAYED
ﬂ i
&):

Practice rolling the chords as they are written below. This exercise should overcome any unconscious fear
you might have of reading printed notes and added ledger lines, or of moving up and down on the key-
board, Should you have any trouble reading the printed notes, refer to the pictures on Page 23, compare
the pictures with the printed notes until you understand; them. It is advisable however that you learn. to
read notes as soon as possible, because then, and only then, can you, pick up yvour favorite popular number
and play it as it should be played.
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WHAT 1S RHYTHM? Rhythm is a symmetrical grouping of notes, with a steady definite measured
beat. It is time motion against a background of pulsation and measured accent. Regular beats create the
“heart action” of music. Counting the value of the notes establishes the given and proper thythmical
effect and designates where the beats occur. Any combination of notes may be used as long as.they equal,
the full time value designated by the time signature. -

In time division, you are going to use a very simple form of arithmetic, namely, the division of beats. In
reading music at sight you must be able to recognize a note by its form and know instantly how much
time value it has; whether it be a half note which gets two beats, or a dotted quarter which gets one beat
and a half, it’s still a matter of dividing beats. To refresh your memory we give again the five different
notes and their time value.

NOTES AND THEIR TIME VALUFE .
A y N
1 [ | M
¥4 Beats 2Beats 1 Beat Half Beat Quarter Beat

As stated before, a measure may have any number of notes and in any consecutive order BUT, their com-
bined value MUST BE FOUR BEATS. The diagram below shows a simple division of the four beats.

1-2 34 12-3 4
= S= s =e=:

() oJ

Example “C” contains dotted notes: In the first measure, the first note is a dotted quarter so it gets one
and one-half beats, the remaining half of the second beat is consumed by the following eighth note. It
was not necessary to use this half beat on the following note,—it could have been used later in the mea-
sure ‘but some place in the measure that half beat had to be taken up; beats three and four use another
dotted quarter and an eighth note which fills out the four beats, and the measure. Notes frequently occur
on the half beat, an aid in counting such a measure is the use of the word AND; using the word and,
on the half beat—r1 & 2 & 3 & 4 & etc.

Example “D” includes rests: The first eighth rest to appear represents the first half of the second beat. *

Carefully count out each measure for the balance of the exercise.

1 2 & 3 & 4 & 1-2-3-4 1 & 2 & 34 1-2-3 & 4 1 &
2-3-4
} lk\ I I | 1 } A ll IL) 1 1 f ]k\ } lk\
e T e S S S e ey 2 A o S Lo >
Example “E”. Locate the four beats in each measure.
{ l‘\ 1Y = = IL‘ { g = | = l = o % 1y A | = I‘\ I =
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And so we come to the end of lesson one. The material supplied to you in this lesson has been very care-
fully thought out and if you can give the correct answer to the fifteen questions listed below, you are
ready to proceed to the next lesson. You should not however, get into the next lesson until you can answer
them correctly. They tend to remind and impress you with the important facts of the lesson. Answer them
to the best of your ability, then compare your answer to those found in the back of the book.

.

QUESTIONNAIRE
1. What is the keyboard? .
2. How many tones, or letters, are used in music?
3. How many black keys are there?
4. What is the interval between “A” and “A” called?
5. How many keys are there in musici (C—D—B—etc.)
6. What is a staff?
7. Give the names of the lines in the treble staff—the bass staff.
8. Give the names of the spaces in both treble and bass staffs.
9. What does the character 8VA mean?
10. What is a measure? A bar?’
11. What is a quarter note? A whole note? An eighth note?
12. What does a dot after a note signify?
13. If a measure has only a half note, how many beats does the measure lack?

14. If this same measure has a half note, how many ways can you fill out the time value?

15. Define the word rhythm.

In this lesson we have only dealt with four-four time;—there are several different types of rhythm such
as three-four, or the Waltz, six-eight, which is usually used for marches, nine-eight, twelve-eight and even

- unusual rhythms such as five-four, six-four, etc. These latter rhythms will be explained in due time and

it will be shown how they are used.

And so we take up lesson two. SCALES—the “bug-a-boo” of most students who, almost invariably, want
to play tunes with a professional swing but are unwilling to go thru the (supposedly) tediousness of learn-
ing scales. Make no mistake about this Student, scales are the foundation of all music and without them
you can never hope to play anything worthwhile. You will notice I use the word SUPPOSEDLY.
scales can be a very interesting study, if one is not in too much of a hurry to play melodies (and hot
licks). You will have melodies in almost every lesson. True, the first tunes are simple, but remember,
everything has to have a foundation and scales are the foundation of music. So don’t make the mistake
of skipping thru your next subject. It will only mean you have to go back and learn it before you can

" hope to play as 1 know you want to.
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THE CHROMATIC AND TWELVE MAJOR SCALES | s Me DIAGRAMS OF THE TWELVE MAJOR SCALES 234
\ AND THEIR PROGRESSIONS 5
There is one chromatic scale and it contains all seven white and all five black keys in half step intervals.: r !
The black keys represent the sharps and flats. A shiarp (#) is used to raise the note one-half step ... 1e., -
«C” to “CH#”, the black key one-half step above. A flat (b) is used to lower a note one-half step; “B” to - :
“Bb”, the black key one-half step below. “E#”-is “F” natural, and “B#” becomes “C”. “Cp” is “B”, Ascend one Octave then descend five notes, lowering the seventh ton half
«Fp» is “E”;—this is because there are no black keys between these notes. are the first five notes of the next scale. Th; lowered seventh tone is tieogiegnziu":t?;.tg: iscai(:aSt fl e notes
1 scale.

A half step is the distance from a white key to the black key directly above or below it, or from “E” to , THE TWELVE MAJOR SCALES PROGRESSIONS DESCEND

«F» and “B” to “C”, where there are no black keys. | AND THEIR FINGERING.

A

THE CHROMATIC SCALE
c—ct d—df—e-f —fh-g —gf—a—afl-b—c—b—bb a— ap-g—gh-f —e —eb-d-db—=c
. I i 1 1 i . ]l

| 1
I ] 1 H | }

((C))

n.’___

3 1

2 .
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1
1

— 1 1 = - f ! f i
3 Cad ! l ! had ——— -
TWELVE MAJOR SCALES AND THEIR PROGRESSIONS «r ||}k | 3% EESSSE Ho—r—rey
There are twelve half steps within the octave and each half step represents one of the twelve major keys, e B e
or scales. These twelve major scales are related and form a natural progression that might be visualized ] L b ibab )
ircle. (R . 10\
as a circle. (Refer to ‘cover) o\ \ \\\\ 1 o
h b 1 1
RULE FOR FORMING MAJOR SCALES S o v T o Whed Ty
All of the major scales contain the seven letters you have just learned and are formed in the following g _abBP gb 21 23 21 z Abab obeb
manner:
Two whole steps, one-half step, three whole steps and another half step. “Eb” W
The scale of “C” is typical of all twelve scales, so we will use it to illustrate. The “C” scale is played on i. 21 2 7°° & e I <
all the white notes as follows: A Argh oheb A Db Eb chab
1 2 3 —— 4 5 6 7 8 ' b
 TONIC Super-TONIC MEDIANT Sub-DOMINANT DOMINANT Super-DOMINANT Leading TONE OCTAVE | “AP” ARG T
: — - 0 0 B e—" - — H - S 0 0
é . S o) © h— — ' gPeb gbabab pb b ab b pb
U w e " Whole Step 1 Lot H Whole Step ”, Whole Step Jl Whole Ste “ QLSteP ! )
|Whole Step || . “ 2 Step 7 I ‘ p | L “Dp?” y
F C

Place the thumb of the right hand on middle “C”. Strike each key separately as shown in the picture
below, using- this fingering: 1-2-3-1-2-3-4-5. C .

((E#”

Bl | \EV N\
| A A I R |
F#G#

«p» |ARY

1 I I I 1 1|‘1311|“| l I/

descend

’ “E» ‘;_ R

12 312345

e g Tt gt - e e P

In order to find the next key start with “C” at the top playing down five tones “C” ., “Bb”, “A”, «“G?,
“F”) using fingers §, 4, 3, 2, 1. There is & distance of five tones between all of the scales. The fifth or
Dosminant tone is the important tone in progression. The 7th tone of the “C” scale “B” has been lowered «p» RV
to “Bb”. “Bb” is the new signature of the next scale “F”. The first tone of the “C” scale is the fifth (or
Dominant) tone of the “F” scale, the first tone of “F” is the fifth (or Dominant) Tone of “Bb”.

«p» |}

3 T N e
¥ 8 1 2 7 ] 3

SIGNATURE—The flats (b) or sharps (#) which occur in the scale are placed at the beginning of the
staff to signify the key.
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Continue to practice the scales in this manner with the aid of the pictures on opposite page. ) 12 Ane\Ae
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What is a melody? A melody is a succession of tones in rhythmical order, expressing an idea in the form
of music.

A melody consistently adheres to tlie notes of the scale. For instance, when a melody is written in the key
of “C”, the rotes used in that melody will always be, C-D-E-F-G-A-and B, or the notes of the “C"’
scale. Sharps or flats can be used in a melody and these are called aecidentals. Should the number be in
some other key, “G” for instance, the notes of the melody will occur on G-A-B-C-D-E-and F#, or the
notes of the “G” scale. When a melody is transposed to another key it only means shifting the melody to
a higher or lower range, but in no way is the original structure or degree of the scale disturbed.

What is sight reading? Sight reading is the act of translating instantancously the printed note version of
music to the musical instrument.

A\

The melody shown below is an original which we shall use throughout the course. As each subject is
studied and understood, we will apply said subject to “Gypsy Days”, until at the end of the course, this
simple little tune will be developed into an arrangement of almost symphonic proportions. Practice first
with the right hand, playing single notes as they are written. Pay strict attention to the time value of each
note, counting as you play. Practice in this manner until you can feel the rhythmic swing of the number.
As this becomes easier for you, try adding the octave note.. The numerals above the measures denote the
time value of each note.

GYPSY DAYS
' 1-23-4 1-2-3-4 1-2-3-4 1-2-3-4 ' * Tie
ﬁ—é e = == == =
Tie
A 1 ] JI — H T ———
Wt — =
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Most popular numbers are constructed like GYPSY DAYS. In fact, this might almost be called a
standard form of construction—thirty-two bars divided into four eight measure phrases. There are other
forms of construction; sometimes a composer will divide the thirty-two measures into two sixteen bar
phrases. I’ll show you this form later, but for now, let’s analyze Gypsy Days. Generally in this form of
constructior the first two phrases are very much alike. To simplify your first tune I have written these first
two phases exactly alike. The middle eight bars or bridge are always different and act as an interlude which
connects or resolves into the last eight measures which is again very much like the first phrase.

* A turved line over or under two notes which are the same degree on the staff means the note is
struck once and %eld for the time value of both notes. The curved line is known as a- tie.
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Three melodies for sight reading exercise. Number One is constructed as was “Gypsy Days”, in four eight

bar phrases. Number Two has two sixteen bar phrases, a type of construction
music. Number Three, a different melody with four eight bar phrases.

-

you will often find in popular
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QUESTIONNAIRE

I. What is a half step? A whole step?

2. What 1s the distance from one scale to the next scale?
3. What scale is played only on the white keys?

4. How is a Major scale bl;ilt?

5. Name the keys in order as they appear on the Cycle.
6. How is the signature of a key determined?

7. Give the signatures of all the keys around the Cycle.
8. How many Major keys and scales are there?

9. How many whole tones are there in 2 Major scale?

10. How many half steps in an octave? In a Major scale? Where do the half steps ‘occur
in the Major Scales?

11. What are four flats the signature of? Two sharps? :
12. Are the scales related?

13. What is a progression?

14. Name the two strong facts which indicate progression.

15. Are all twelve scales constructed in the same manner?
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THE TWELVE "MAJOR CHORDS

These twelve MAJOR CHORDS play an important part in the foundation of music. They are evolved
from the twelve major scales and a thorough knowledge of them is essential in the study of papular music.
The modern pianist is called upon to supply most of his own harmony to a popular melody for the reason
that a popular number, played as it is written, never sounds like it does when a professional plays it. This
is because the professional supplies his own harmony, using the printed copy for a guide only. He reads

and plays the melody and from the construction of each measure, he knows at a glance just which chord
formation will harmonize with that melody. .

This may sound a little complicated to you, but as you progress in your study, you will find that it is all
comparatively simple. These twelve chords become so embedded in your mind that you will use them sub-
consciously. When you walk, you don’t stdp to reason out each step as you take it; you don’t say, “Now
I must bring one foot forward and balance upon it while I bring the other foot forward.” And yet, that
is exactly what takes place within your brain, or you couldn’t walk at all. You walk sub-consciously but you
had to be taught Aow to walk in your infancy. And so it is with music. You grow to know these twelve
chords so well that it becomes simple for’you to glance at a measure of printed music and sub-consciously
know just which harmony is needed to fill out your style of playing.

This knowledge will in turn lead to the proper interpretation of classical music. It will enable you to rec-
ognize harmonic construction and will facilitate sight reading, memorization and technique. In order to
write the highest form of literature it is necessary to spell the words right and to form the sentences
correctly. In music it is the same. The chord formation, which will harmonize correctly with a melody, is
an absolute necessity. Therefore, you will never cease to deal with fundamental chords, their relation-
ships to one another, and fheir natural progression from key to key.

You can attribute the most elaborate symphonic arrangement you ever heard to this chord manipulation,
notes pertaining to the scales and chords added to the melody in the form of embellishment. So again at
the risk of becoming repetitious, I warn you to learn scales and chords well,because your musical career

depends a great deal on how much you know about chord formations.
P

INTERVALS
WHAT IS AN INTERVAL? An Interval is the distance from one note to another.

PEITIITN WETT  ———————

It is necessary to understand this subject thoroughly before proceeding to the next subject — the study
of chords. Chords are comprised of, or built upon the intervals of the scales. The spaces between the
tones of a chord are called intervals and they are reckoned by the degrees of the scale.

INTERVALS OF THE “C” SCALE

C/DJE/F/G/A[BJC
NI A

/AN

& X
g I | 3
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Tut2nd 31d 4th sth gth 7th gth

CHART OF INTERVALS

| ==

MAJOR CHORDS

WHAT ARE THE INTERVALS OF A MAJOR CHORD? Two 3rd Intervals of & scale make a
' major chord, 1-to-3, and 3-t0-5.

There is a distance of three scale degrees between “C” and “E” (“C”-k‘D”-“E”). In consequence the
distance is called a third. It is a major third because it consists of four half steps (“C” to “E”). There

are three half steps between “E” and “G”, making a minor third, consequently a Major chord is composed
of one Major third (“C” to “E”) and one Minor third (“E” to “G”).

A MAJOR'THIRD

A MINOR THIRD

C| |E
11 I3]

THE MAJOR CHORD L2
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MAJOR CHORDS + CHORD FORMATIONS
TONES 1-3-5

ciple\Fic\a\B\c

L WATR N

IRIAD
WHAT IS A TRIAD? 4 Triad is a chord composed of three notes.

A Triad is the combination of three tones. For instance, thé. group “C-E-G”, the 1st
of the “C” major scale—form the “C” major Triad. This rule applies to all major ¢
and 5th tones of any major scale will form the major chord (or triad) in that key.

X

y 3rd, and §th tones
hords. The 1st, 3rd,

TRIADS
C F Bb Eb Ab Db Gbh B E A D G
ﬁ “A 1 - l')() ‘L 1 L.\ )= 4 - #8 )’2
V. lb }} :: — %"'ﬁ"— —1 g hiK S ) 1} €Y 5
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TWELVE MAJOR CHORDS

A chromatic progression is very closely graduated,and for this reason chromatic progressions are used con-

y. These chords represent the basis
but are raised ot lowered according to the

stantly as a method of smooth progression or modulation in harmon

of all harmony in music, The original letters remain the same,
form.

The practice of half tone progression serves more than one purpose,
all of the twelve major chords in their first positions,
the hands and the brain. Third, it will help develop yo

first of all it helps acquaint you with
Second, it helps. develop a co-ordination between

you will be called upon to use chord formations of a
progressions and if your fingers are accustomed to pro
that much easier to play the more difficult chords.
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DIAGRAMS OF THE TWELVE MAJOR CHORDS IN CYCLE FORM

Place the left hand on the first three letters, “C?-“E»-«G?», .
Place the right hand on the next four letters, “C”-“E»-%“G” and “C”,
Continue this exercise from key to key.
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DOMINANT SEVENTH MODULATION NATURAL PROGRESSION OF CHORDS

What are the two strong,concrete facts which constitute natural progression? 1—The lowered seventh.

tone. 2—The distance or interval of five between keys.

}

Never forget the principle which is important enough to affect all the basic activity of music, that is, the
progression of harmony.

You will be convinced of thjs circle routine which constantly exists during the sight reading and -analyzé.—
tioh of the harmony of many melodies. Every melody requires a group of chords which will follow this
order around the circle, always advancing toward the chord representing the key in which you are playing.
For example, when you play a number written in the key of “C”, the first chord is apt to be “C” major
(the key chord), after which you will often encounter an “A” seventh, which leads to “D” seventh —
taking further natural progression to “G” seventh. Then “G” seventh will always resolve into the orig-
inal “C” major chord. Remember, this rule of Dominant Seventh Progression prevails in every number—
taking the circle routine or natural progression of Dominant Seventh Harmony toward the major .chord
of the key.

Learning what this natural progression of dominants is, is not nearly as complicated as one might think at
first glance. In the first place, there are only twelve dominant sevenths that one must learn. Beginning
with “C”, which has no flats or sharps we add the lowered seventh tone (B flat) to the major chord end
we have the dominant seventh of “F”. “F”, because there is no “B” flat in the scale of “C”. In other
words, the minute you add that lowered seventh to a major chord you are already in the next key. “F”
has one flat and when you add the lowered seventh to the major chord of “F”, you are already in the key

of “B” flat, which has two flats. And so up thru the flat keys, “B” flat leads to “E” flat ( 3b), “Eb” leads
to “Ab” (4b) “Ab” leads to “Db” (5b) and “Db” leads into “Gb” (6b). There are only six flats and so
we progress into the sharps. By adding the lowered seventh tone to “Gb”, we progress into “B” natural,
(5#), add the lowered seventh to “B” and you are already in the key of “E” (4%). And so on, from
four to three sharps and from three sharps to two and from two to one, the key of “G”, which leads you
back to the key you started from, “C”, completing the cycle of dominant sevenths.

The person who possesses enough natural talent to play by ear will use this circle of doménan: sevenths
without conscious knowledge of what he is doing. His ear will guide him to the harmony demanded by
the melody and where the melody demands a progression which leads around the circle, causing a modu-
lation or gradual progrcssxon back to the original key. He will unconsciously supply the correct harmonic
changes. This person is handicapped in his playing because of this lack of musical knowledge. He must

wait until 2 number is well known before he can learn it—where you can pick up a strange number, read.

it, and play it at once because you know before you ever see the music that it has to follow a definite
course and you know what that course is.

Does the “C” seventh chord belong to the key of “C”’? Remember, the “C” seventh chord does #ot belong
to the key of “C” because it has a “B” flat in it and “B” flat occurs first in the key of “F”, so it is natural
to associate the “C” seventh chord with the key of “F”. It is still called a “C” seventh because it is built
on the root of “C”, the 5th tone dominant of the “F” scale. Bear in mind that the addition of the Jowered
seventh tone to a chord has the effect of tuning in the sound of the next key. This is a natural consequence
when you consider that you have.introduced the signature of the new key.
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THE CIRCLE OF TWELVE MAJOR SCALES AND 7TH .CHORDS
GO AROUND THE CIRCLE STARTING WITH «“C’—
READING THE CHART CLOCKWISE

A

A
o ]

s

Tones 1 3 5.7b

b

C EG-B

Major chords are formed by combining the rst—3rd—and -5th tones of the scale. Play “C-E-G” with the
left hand and “C-E-G-C” with the right hand. Add “B” flat to both the right and left hand chords and
progress to “F”, The “B” flat you just added to the “C” chord is the signature of the “F” scale and so it
relates the “C” 7th chord to the scale of “F”. Continue on around the circle.
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Practice this printed version of the circle. Bear in

a flat or cancelling a sharp.

TWELVE MAJOR AND SEVENTH CHORDS IN CYCLE FORM

mind the change of signature;, the added seventh causing

= . i

R

.,p
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When a wavered line appears before a chord, it indicates that the chord is to be played Arpeggio style.
That is, rolled from the bottom note of the chord to the top note. This results in a pleasing effect for the

beginner as it gives the impression of an Arpeggio. The rolled chord can be written in two ways. (See
diagram below.)

A
— AS SOUNDS
WRITTEN [ WHEN PLAYED
ﬂ i
&):

Practice rolling the chords as they are written below. This exercise should overcome any unconscious fear
you might have of reading printed notes and added ledger lines, or of moving up and down on the key-
board, Should you have any trouble reading the printed notes, refer to the pictures on Page 23, compare
the pictures with the printed notes until you understand; them. It is advisable however that you learn. to
read notes as soon as possible, because then, and only then, can you, pick up yvour favorite popular number
and play it as it should be played.
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CHORD POSITIONS
This melody, written in the key of “C”, is designed for the sight analyzation of chord position. As an

A chord has as many positions as there are notes in the chord. For instance, a major chord has three notes- invaluable mental exercise, 1 advise your reading the melody and mentally naming the chords and their

—therefore it has three positions. A seventh chord has four notes—therefore it has four positions. positions as you play.
: : «r» : I g . . . . . . .
Here is a picture of the “C” Major chord in the first position: N‘otc how the dominant 7ths, beginning with the second measure, follow their natural progression clock-
LEFT HAND RIGHT HAND : wise around the cycle into the key of “C”,
} In your practice of this melody you may use the rolled chord effect, which was introduced in the forepart

of this lesson,

“pA» | Cl El |6 ClEVI G
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RERNCIAN : CHORD POSITIONS
' 1 - | | > | o
The second position is formed by starting with the second letter of the chord (“E” #atural) and changing = { = =)
> "t - +# —o—i5- | ——
the order of the letters to: ' < »: g 1t = i
? -
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The third -position is formed by starting the chord with the third letter (“G” natural) and changing the — — ! L ! i —%9_5
. i 1 1 1 [~
1 - &

order of the letters to: n
LEFT HAND RIGHT HAND N
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The seventh chord has four positions as there are four notes in the chord. The positions are formed the .
same as the Major chords shown above. l |
: . >
. H - ! T T |
C Seventh: e R ‘ b : % 5 'ﬁg I | i . i
: . . Y te—32 i i
Ist 2nd 3rd 71 4th i ! '
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‘In order to acquaint you with the twelve Major and Seventh chords in all their respective positions, I _ ,
suggest that you practice and memorize the two exercises given below in all keys.
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I.
2.
3.
4.
5.
6.

7.

10.
II.

[
12.

I3

14.

15.

QUESTIONNAIRE

What is an Interval?

What is 2 Major third Interval? A 1oth Interval?

How many Intervals has ;1 Major Chord?

Which tones of the scale are used-to form a Major Chord?

How many Major Chords are there?

Are all Chords in their different forms constructed from these twelve Major Chords?
Can you play a Chord as a single note run?

What are the letters of the “D” Chord? What sharps has an “A” Chord?

How many seventh Chords are there? What is the mission or purpose of the Dom-
inant 7th Chord?

Why is “B” flatted in the “C 7th” Chord? Does it belong to the “C” scale?
What is there in the 7th Chord to signify the key?

Upon which tone of a scale is the 7th Chord built?

What term do we use for that tone or degree of the scale?

Name the Dominant of “Eb”, “Db”, four sharps? One flat and of one sharp.

Why has a Major chord three positions? What is the 3rd position of an “E” Chord?
How many positions has a 7th Chord?
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4/4 RHYTHM BASS

Probably the most popular type of dance music today is written in 4/4 time. Despite ever-changing
rhythms, these four definite beats to the ‘measure create an infectious rhythmical swing that is the founda-
tion of all modern dance music.

The piano and organ are the only two solo instruments that can reproduce-the rhythms of an orchestra
and the student should try to pattern his playing,as much as possible after the orchestra. This would
obviously open up many new ways of interpretation, including the swing style of Benny Goodman, the
romantic flowing style of Lombardo, the staccato snap of Kay Kysex:, and even the ponderbus beauty of
a symphony. )

It is amazing how many students of the piano neglect the technique of their left hand. The left hand
is just as important as the right and should be given just as much attention. In an orchestra, rhythm is
maintained by the RHYTHM SECTION of the band, namely, the piano, the banjo or guitar, the
bass and the drums. Take these instruments away and you have only the melody and a few harmonic fig-
ures left. This idea applies to the piano; the pianist who has an under-developed left hand has left the
RHYTHM SECTION out of his playing and no matter how brilliant his right hand may be, unless
he perfects the full rich counter melody obtained by the use of tenths in his left hand, his playing will
always fall short of professional expression. The old style of rag-time playing is extinct. A pianist
can no longer fake his harmonies and rhythms; he must 4#ow what he is doing and know it so well that
it is second nature for him to observe a measure of printed music and know in that glance just what
harmony.and what rhythm he must supply. * \

Perhaps you may have heard some classical pianist exclaim, “I cannot produce the rhythm necessary to
play popular music”. This is because he does not know how 'to use his left hand in a methodical rhyth-
mical swing. In this lesson, we will take the first steps toward correcting this difficulty.

The type of Bass introduced in this lesson is the type most professionals use and is not to be found in
printed popular music. It is therefore necessary to -study what you find here and learn how one sup-
plies the rhythms and harmonies that are lacking in the printed copies. You can play all of the fascinat-
ing swing tempos you hear on radio and elsewhere if you will consistently practice with your left hand
until it becomes mechanically smooth.

I think you will enjoy this lesson because of the rhythmical swing given to the chords through use of this
type of bass. '
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THE FIRST STEP IN 4/4 RHYTHM BASS IN ALL TWELVE KEYS AROUND THE CYCLE

All melodies require harmony and rhythm structure. The form presented below is the basic principle for
all future work in the left hand. In order to produce four equal beats to the measure, practice this exer-
cise which provides a fundamental accompaniment in all twelve keys around the cycle.

STARTING WITH THE FIRST MEASURE '

ON COUNT ONE: Play “C” Two octaves below middle “C”,

ON COUNT TWO: Swing up to the “C” chord one octave below middle “C”.
ON COUNT THREE:  Play “G” four notes below “C” which you used on count one.
Learn to count 1-2-3-4 for each medsure, producing a methodical rhythm.




THE TENTH CHORD ' !
AN IMPORTANT FACTOR IN LEFT HAND ACCOMPANIMENT

WHAT IS A TENTH CHORD?—A4 Tenth chord is an interval or distance of ten notes: That is, “C™
end “E”—the first two notes of the “C” chord are played ten notes apart.

. -
N [ f

For a chord that is as rich in tone color and as invaluable in harmonic construction as the tenth chord, it is
an extremely simple chord to learn. One can take the first and third tones of any chord and by raising the
third one octave, form a-tenth. For instance— the first and third of “C” is “C” and “E”; Raise the third
(“E”) one octave and you have formed the “C” tenth chord. Changing of key does not alter this rule.

Tenth chords’are used mainly for counter melody, which means running a melody in the left hand against
the melody which the right hand is playing. The top note of the tenth is used for this counter melody, and
to make the chord more melodious than it already is, pianists add a third note to the first and third. This
third note could only be the remaining note of the original chord, namely, “G”, and because the third has
been raised ome octave, the only place you could play “G” would be in the middle of the tenth. (T Ais
rule is also true of all twelve keys.) So really all one does to form a tenth chord is raise the third owe

octave and change the order of the letters from

Tenth chords are most effective when struck as a-solid chord, that- is, all three notes struck at the same
time. Large flexible hands can do this with ease but the smaller hand cannot, so the next best way to play
a tenth is to strike the bottom note first and then the top two together, making the “break” as smooth as
. possible. Smoothness must be acquired at any' cost and some pianists find they can play a tenth smoother
by rolling the whole chord. The diagram shows all three styles.

-

.

l

CAUTION: EXERCISE IN MODERATION -

In case your hand is too small to ever play a tenth chord solid, use¢ one of the other two ways shown in
the diagram, but remember it must be played smoothly, The beginner should practice stretching the hands
by placing the little finger against the bottom 6f the keys and pushing the thumb against the keys until

the hand is stretched as far as it will go. In time,-this will add nearly two notes to your normal reach but

practice this exercise in moderation.
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LETTERED CHART FOR BASS ACCOMPANIMENT (LEFT HAND ONLY)

LETTERS, instead of printed notes, are used on this page for the purpose of enabling beginners who
cannot read notes to immediately acquire this new accomplishment. This practice will also benefit ad-
vanced students because the letters of each chord are strongly impressed on the mind. Methodical repe-

e B ST e el

tition will form an unconscious habit which in turn will develop into sub-conscious action.

GO AROUND CIRCLE CLOCKWISE, BEGINNING WITH THE KEY OF “C” AT BOTTOM

CIRCLE OF
bbbb
ACE.ACE
bbb
AEC’ €

bbbb

EGB-EGD

bb b

£86 B
b b
$DF.BOF
BFO F

Learn the sharps and flats
which occur in the chords. This
will give you the clue to the
chord when sight-reacﬂng
printed notes,

oo

OF CHART

bbb bbb

©8D-68D
bbb N RiR
N\ &b [N
B3 % 3

This chart

contains the tenth bass formation in
Major harmony. The small numerals placed
beside the first group indicate the time beats
and the line above the tenth (C, G, E) leads
to the afterbeat chord (C, E, G) on count
two, then to the down beat (G) on count
three and back to the afterbeat for count four.

It is designed to aid teachers with beginners,
who find it difficult to read the printed notes.

It also helps the pupil in learning how to

spell and build a chord.
FAC-FAC 2 4 S80.680
/\/ CEG.CEG
FCA C. NA'A 608 D
6
10TH
\ ”
C \G £
LT LT YT T PTTT
=5
=8 |
C

10T BASS

$ 8
EGB-EGE

IN

EBG B

$ ¢
DFA.DFA

Y

DAF A

These letters represent the’
four rhythm beats to be prac-
ticed with the left hand only.

Refer to printed notes next
page which include one meas-
ure of 7th harmony.
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4/4 RHYTHM BASS—PRINTED NOTES

I

; CHORD POSITIONS WITH RHYTHM BASE.
Practice of these printed notes will teach you how to determine the -printed chords in popular music.

You must associate the name and letters of the chord while reading notes. This exercise consists of a ~ : Continue this excrcise around the Cycle. (Cycle in Subject Three).
o .

. . . ith the lettered bass on the preceding page. The next . | | b | |
measure .mDMa"J o thgrr‘r:rl:t}l’) li(:x":lizl:l‘;nﬁgihvgrogresses into the next key. It is written in a natural key Exercise No. 1: practice the different chord positions with the right hand but use a tenth rhythm bass in
m'et;Sltl;e lgatsoarzgl 2l?arp: plated before ;ach chord to avoid the use of signature. Remember, when a flat or _ the left hand. Practice this in all keys around the Cycle.
wi e : |
sharp is used in a measure, it holds good throughout the entire measure unless canceled by a Natural (). .

, J L
It is imperative that you become thoroughly acquainted with this simple form of bass because all types of n i{ %I f

} . . I
rhythm bass are built from it. Practice it slowly until you can pla)" the entire exercise with a steady rhythm. - | |

: | | b .lb; :

In the next lesson you will use it with a melody. It must be played smoothly. Refer to pedal next page.

TS

l

. 3 3 =
j j ‘ ® % 9. # T #
C Ma;j. C 7th F Maj. F 7th Bb Maj. Bb 7th a
g © } I 1
| 2 b - °S 2 Up to this point you have only used the first position of the afterbeat chord. These chords might have to
[N § -g\ ) ——1 by b

change their positions at any time. Below are two exercises. The first acquaints you with the second posi-
tion of the afterbeat chord. Practice this in all keys around the Cycle.

S e e === - _EE

i j Maj. Db 7th ‘ - | - -

Eb Maj. Eb 7th Ab Maj. Ab 7th Db Maj
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§ b8 ; : s> b8 b y . & 7)) b Pl

;&ﬁ. > ——— f ] - t o= - The 3rd exercise will make familiar the third position of the afterbeat chord. Practice this in all keys
! ! —be— i? pr } i i ;i J f ! .

” around the Cycle.
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Gb Maj. Gb 7th B Maj. B 7th E Maj. E 7t e i i | "1 b. b
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) |

l —t
TN A = T 1

3
)
o
. DOM. OF F HM

T
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¢ } 1 - | | 1
e —t—T1 o }' o o 1 = = - 3 -3 = gt =
—' "r b b v b W * AW, ¥ W T % R
A Maj. A 7th D Maj. D 7th G 7th G Maj.
o -~ 1 THE SUSTAINING PEDAL ’
4 u.-g —5 o s;f - lﬂl' '
?ﬁf 8 - #{é — In playing the piano, the sustaining pedal can make or ruin a number. The study of pedals is a rather

involved subject and I deal with it in a more thorough manner, later in the course.

In classical music and occasionally in popular music, you will see these marks, generally placed below the
staff they indicate when the sustaining pedal is to be used. . . . . means the pedal is to be opened.

# means the pedal is to be closed. Follow the pedal marks in these exercises. They are your first step
toward clean playing.
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I10.

II.

I2.

QUESTIONNAIRE

L

How do you form a 1oth chord?

How many notes are there in a major 10th chord?

Name the notes in a “G” major 10th.

Name the notes in an “A” 1oth.

Name the notes of a Major 10th in the key of four sharps.

To what use will you eventually put the roth chord?

If you extend the third one octave, what interval have you?

What is the full purpose of this type of bass?

Which position of the afterbeat chord is most generally used?

Can you supply the proper accompaniment to a melody?

What are the essential features o% a good accompaniment?

Will a tenth rhythm bass serve as an accompaniment to all melodies?
Do all melodies require harmony and rhythm structure? ! .
What is the purpose of the sustaining pedal?

What kind of chord is used in the left hand on tHe first beat of each measure? The
second beat? The fourth?
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THE SEVEN RELATIVE CHORDS OF EACH KEY.
W hat is chord relationship?

Chord relationship is a group of chords which are duilt upon the tones of the scale. They are called
RELATIVE chords because they occur in every key in exactly the same way. The chart on the opposite
page shows the RELATIVE chords in the key of “C”. You will notice there are five Dominant sev-
enth chords, the Tomic chord, and the Sub-Dominunt chord. Remember the routine of these relative
chords is the same in every key. -

Before playing a piece of music one must determine the signature or key in which the number is writ-
ten. This signature reveals many important facts per taining to the harmonic structure of the piece to be

played. For instance: If this were the signature % we know instantly that the key is

“Ab” (four flats).

We would also know that every time the notes B-E-A-D are used they would be flatted, or lowered one
half tone, unless cancelled by 2 ( & ) natural sign. Knowing the scale and key, it’s an easy matter to
determine the relative chords of the key,when one knows they must be the first five dominant sevenths
(backwards) around the cycle, and the first key forward around the cycle. They are also the first seven
tones of the scale. Therefore, the relative chords in the key-of “Ab” are Ab-Bp-C-Db-Eb-F and G.

We know now there are seven tones in each scale and each tone represents a chord. Here is a diagram
giving the technical names for these different degrees of the scale. The diagram also shows the chords
(the leszersywhich are built on the degrees.

SUPER SUB- SUPER LEADING
TONIC TONIC MEDIANT DOMINANT DOMINANT MEDIANT TONE
© © g oy 2 = —
2nd Relative | 4th Rel. MAJOR 1st Rel. 3rd Rel. 5th Rel.
SEVENTH SE VENTH SEVENTH | SEVENTH | SEVENTH
CE G DFiAC | EGRBD| F AC | GBDF | ACIEG B DEFE A
1st-Prime 2nd Interval 3rd 4ti1 5th 6th 7th Octave

The diagram above is a duplicate of the scile structure which you studied in Lesson Two. This illus-
tration repeats the technical terms for the scale degrees, demonstrating that the chords built upon these
degrees assume the same titles. The terms ‘TONIC and DOMINANT and SUB-DOMINANT are
used constantly. The other four technical terms are rarely used in the study of popular music. They are
usually known as the RELATIVE dominant sevenths of the key. :

Two very important chords are. the TONIC (built on the 1st tone of the scale) and the DOMINANT
SEVENTH (built on the sth tone of the scale). The Dominant seventh always progresses to the tonic
at the end of a melody, forming a cadence or ending.

WHAT IS A DOMINANT SEVENTH?

The Dominant seventh chord is a chord built upon the fifth or dominant tone of the scale. “C” seventh
is the Dominant seventh of “F”, “F” seventh is the Dominant seventh of “Bb”, etc. Below is a dia-
gram which will help you determine the relative sevenths of any given key.

r 3 5 7
1 3 5 7 E G¢B D
1 3 § 7 A CGGE G —_—
1 3 5 7 D F#A C 4th Dom.
1 3 5 G B D F 3rd Dom.
C EG —_— 2nd Dom.
1st. Dom.

Tonic
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By this time you should be well acquainted with the cycle of chord progression and if you have
learned your lessons well, you will begin to reap your reward. A thorough knowledge of this cycle will
be the most valuable asset you have,when you start to sight read and play new numbers. Now just sup-
pose; We have a number written in the key of “C”; almost without exception, the melody willJbe corxri~
posed. of the.se seven chords. The melody can go into any one of these harmony formations but when-
ever it goes into one of the five dominant sevenths,it can only work its way back to the tonic in one wa

through the natural progression of sevenths. v

Don’t .let this rath'er corx:xplicatcd chart disturb you, it’s only a picture of a popular tune and is really
very simple. Practice going from the tonic chord, “C” to the fifth relative seventh of the key “B”

and watch how .each seventh chord resolves smoothly i 1
y into the next formation. After you have master
the key of “C”, try “F”—“Bb”—«“Eb”, etc. ¢ e =

¢

KEY OF C AND THE
RELATIVE CHORDS

TONIC |

This diagram.represen,ts the key of “C” and the relative chords which occur in this key. These seven
chords are built on the first séven tones of the “C” scale. Play the first seven tones of any scale and you

will have the names of the relative chords in that key.

~ Tonic, Sub—Dt?minant, and the four relative sevenths are usually used in composing a popular aumber
the fifth relative seventh is seldom used, hence the smaller type on the chart. ’

PUBLISHERS NOTE: For those who find transposition difficult, we have perfected a mechanical

chart, which contains a revolving dial i i 1
oo ,5“1, o volving dia shtowxng the relative chords in each of the twelve keys. ®
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TWO HAND CO-ORDINATION HOW DO YOU SUPPLY T
(Application of 10th Bass to a Melody) HE FULL CHORD IN THE RIGHT HAND:;

h The full chord in the right hand is su

; : pplied by selecting two or more notes f i
tions used in the left hand. © rom the harmonic form-

Phrasing was fully explained in the second lesson. A standard chorus of popular music consists of
thirty-two measures. (4 times 8 measures = 32). The first eight measure phrase repeats and then leads to

the middle eight measure phrase which is followed by a repetition of the first eight measure phrase. SUPPLYING HARMONY NOTES TO A MELODY

The third phrase in this form of construction is always different and as mentioned before, it acts as a ' The following example is “Gypsy Days” using full chords in the i S

. . X . . th . L
sort of interlude to resolve into the fourth or last eight measure phrase. In “GYPSY? the third phrase structing you how to add harmony notes to agmelody A mleriod;'3 ;Lgtttd}:)zd :tn;zls . the};)ﬁrSt op R -
starts in E Seventh harmony and follows the natural progression around the Cycle. There are four i chord, but the harmony or fill-in notes must be one or two notes of the h o ZVC ey ote of the
harmony changes to be made in eight measures so each chord formation gets a full two measures. All | both hands are-playing the same chord. Notice the marked im rovementa:}rln OnYh egnated. Thercfore,
six chords are used. “Gypsy Days”. P cse harmony notes make in
If the previous lessons have been practiced faithfully, the left hand should be played without hesita- The first melody note of “Gypsy” is “G” and the harmony of the first measure is “C” CEP_UGCY. wh:
tion. For the time being, continue playing the melody in open octaves. Next fill in these open octaves means that one or two notes of the “C” chord must be used to supply the pro o lsh o f_ Y Wl.nch
with proper harmony. You will find a melody en the last page of this lesson showing the full chord hand. You will.instantly recognize this first melody note and its harmon PaSP,::' armo;y o ihe r'lght
in the right hand which includes the harmony notes with the melody. . “C» major chord. y € second position of the

GYPSY DAYS

The second melody note “A”
major, therefore the harmony
- melody applying this rule and

1s not a note of the chord, but the harmony designated still calls for «C»
notes must be one or two notes of the “C» major chord. Complete the
you have taken another important step toward the correct way of playing.

The NOTES indicate the melody and-are to be played with the right hand using octaves.

The LETTERS indicate the Bass which is to.be played with the left hand. Combine the melody note ;
(right hand) with the lettered bass notes where the melody note appears directly above the bass. Refer
to printed notes on page 6. Note the dominant 7th progression which corresponds with the diagram on

the preceding page. - —
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REPEAT 1st PHRASE

* Two dots before a double bar means to repeat from the double bar with two dots.

dar¥ darh
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SCALE CHART OF HARMONY FILL-IN NOTES FOR THE RIGHT HAND CHORD

Notice the new signature in each key and pay strict attention to the flats and sharps whif:h belong to thact{

key. For instance, flat “B” in the “F” example, “Bb” and “Eb” in the “Bb” example, etc. Keep the chor1
ey. . ; .

let}tlers in your m;nd during the course of right hand chord formation. To go around the cycle in natura,

progression read straight across the page.
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EXERCISE FOR SUPPLYING HARMONY

The melody below will test your ability in supplying a rhythm bass for the left hand and Full chords in
the right hand. Analyze the harmony of each measure, supply the proper tenth bass, and from this bass
formation choose the proper notes to fill out the right hand chords.

The circles designate the combination of notes from which you determine the chords. Group three or
more notes of the printed score which will indicate and supply the proper chord to be used with both
hands,

MOONLIGHT
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QUESTIONNAIRE ’

1. How many chords ar¢ usually used in a key? Do we use the entire circle of chords
in a piece?

2. What is 2 Dominant chord? What is a Sub-dominant chord?
3. What is a Tonic chord?

4. Name the four Relative 7th chords.of the key of “C” in their natural order. Name
" the Sub-dominant, in the. keys “C”, “A”, “G”, “B”, «“D”,

5. Can you go direct from the “C” Tonic chord to an “E” 7th? From the Sub-dom-
inant to “E”} Why?

6. What is the 3rd Dominant 7th of the key of “C”?

7. How do you reach the Tonic chord from the 3rd Dominant 7th?

8. How many measures are there in a standard chorus?

9. How are these measures generally divided?
10. What is each section called?

11. Which phrase is generally used more than once?

12. Does the. right hand play the same harmony notes as the left hand? !

13. Will the signature indicate the chords which will appear in that particular key?
Why? '

14. Would it be possible for a melody to contain all seven chords?

15. Which Dominant 7th chord is used the least in composition?
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REFERENCE GUIDE AND STUDY CHARTS FOR 7 FORMS OF THE 12 CHORDS

In the foregoing lessons you have learned,that the twelve half steps within the octave are the basis for
the twelve keys or chords: You have already learned the major and dominant 7ths.

In this lesson, we take up the five other forms of chords, making a total of seven in all. Learning the
twelve chords in seven forms, and in all of their respective positions, is a huge task. However, I think
you will derive great satisfaction in knowing,that you have acquired the knowledge and technique of play-
ing every chord,upon which all melodies and harmonic structure must be built.

A thorough stydy of these seven forms of the twelve chords,will give you the basic fundamentals of music
and enable you to harmonize a melody and later to embellish these chords in a more elaborate manner.

CHART OF SEVEN FORMS

MAJOR 1st., 3rd., sth.
TRIADS......... 1-3-5....{ MINOR LOWERED 3rd.

AUGMENTED RAISED sth.

MINOR 7th. LOWERED 3rd.

ALTERED #th.

SEVENTHS....1-3-5-7... LOWERED 3rd. & sth.

DIMINISHED 7th. LOWERED 3rd., sth., 7th.
DOMINANT 7th. 1st., 3rd., sth., & 7th.
TRIADS SEVENTHS

'MAJOR - MINOR

- AiIGMENTED‘ /MINOR 7th ALTERED 7th DIM.7th DOMINANT 7th'

y A L ] [ 4 ] [ %

0y, 23S §§- 5% _b"%‘

(4] 1y #“ + b L b T | . L'\
e 4 - i
1-3-5 lowered - raised lowered © lowered lowered 1-3-5-7
3rd 5th 3rd 3rd & 5th 3rd,5th&7th

THE MINOR CHORD

In learning the five other forms of chords, we will concentrate on the MINOR CHORD first. As you
know, a minor chord is formed by lowering the third tone of a major chord one-half step. Unlike the
seventh it can lead in any direction. Being a triad it has three positions. Practice the exercise below in all

“MAJOR” “MINOR?”

twelve keys.
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THE MINOR TENTH

- . . P . s
You already recognize tenth chords in Major and Dominant seventh harmony. Now we take up the minor

tenth, which is formed in exactly the same manner as a minor triad.
A MINOR TENTH IS FORMED BY LOWERING THE THIRD TONE ONE HALF STEP

The minor tenth, like the major tenth is ccmposed of'a first and third with the third placed one octave
higher and lowered one half tone. Below is a chart which shows the letters of both the minor tenth and
the after beat chords in rhythm style. The chart also shows the printed notes. Practice this circle of
MINOR RHYTHM BASS and use it for a reference guide until you have acquired a definite knowledge
of all twelve minor chords and can recognize them at a glance.

bbbb bbbop.
GBD-GBD

In the key of “Gb” at the top
of this chart. “B” has two flats over
it. This means the note is-to be flatted
twice or lowered one whole tone instead of
one half.

Two (b) before a note or two (#) before®
a note means the note is to be flatted or
sharped twice instead of once. A double sharp
is sometimes designated by this sign ( ® ).
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THE AUGMENTED CHORD THE AUGMENTED

An augmented chord is enlarged. by having the fifth tone raised one half step. By this time you should understand that your Minor 1oth was nothing but 2 Major chord with a changed
tone. If you are called upon to play Minor harmony, you must lower the 3rd tone wherever it appears
regardless of the formation of your chord. This rule, naturally, applies to all keys.

The augmented chord is formed by raising the fifth tone of any major chord one half step. Its action is a
great deal like the dominant seventh, in that it is used as a resolving chord. Being a triad, it has three

positions and because of its construction each positibn represents some other key. For example . . . ~ :' :
‘ e THE AUGMENTED iorn IS FORMED BY RAISING THE stu TONE Y STEP
e «» : . ; el " &
The second position of “C is the same as the first position of ‘_‘E’” M ": Follow the chart below as you did with the Minor and then continue around the Cycle.
The third position of “C” is the same as the first position 6f “Ab”. There are four individual augmented B
chords, each-chord representing three keys. %; )
. ";

FOUR CHORDS TIMES THREE KEYS = THE TWELVE KEYS

& bbubbh
\ b ,"N_
e GDB D

h

The arrow shows the three
keys represented by one chord.

Chords bearing the same num-
bers contain the same notes.
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Add the augmented exercise to the Major and Minor. Continue around circle.
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Practice positions of each augmented chord. (First position of each key.) ue F Avg Bb Aue. Eb Aug.
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WHAT IS A MINOR 7th CHORD?

LY

A minor 7th chord is just what the name implies..“Minor” means to lower the 3jrd tone one-half step,
therefore, a Mipor 7th is a dominant 7th with a lowered 3rd tone. The minor 7th, having four notes, has

four positions.
A%

Add this Minor 7th exercise to your Major, Minor and Augmented exercises. Continue around the circle.
THE MINOR 71 CHORD
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The four positions of the minor 7th are rather awkward and must be practiced slowly. If your hand is
too small to play all the notes, omit the octave note. The conquest, however, of each new difficult exercise
causes advancement in technique, as well as progress in mental attainment.

THE 12 MINOR SEVENTH CHORDS
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The minor 7th chord tould also be considered a ma jor chord with an added 6th tone. In the study of
modern piano we often use major chords containing the 6th tone of the scale. As a matter of fact, as you
advance in your studies you will be told,always use the 6th tone in certain chords. Occasionally a 6th
is used in minor triads. In the exercise abave you will notice that the “C” minor contains the same
notes as an “E” major chord,with an added 6th tone. When analyzing harmony, you determine the proper
name for'a minor 7th chord by the surrounding or associate chords. For instance, if the measure contained
an “E” 7th or an “A” 7th, you would naturally think of the chord’as an “A” minor 7th. If, on the other
hand, the progression led from “G” 7th you would consider this same group of notes as a “C” major
chord,with an added 6th.

Practice the Minor 7th in all keys. Analyze the chord as a Minor 7th or a Major, with an added 6th tone.

'

52

THE MINOR SEVENTH
In 10th Formation

Any 10th chord containing a 7th tone should have four notes in its construction. This, however, de-
mands considerable technique and for the time being, we shall use only three. Of course, the 7th tone

must be in the afterbeat chord.

Applying the same rule used on all chord formations, we form the Minor 7th by lowering the 3d

: " tone ¥ step. Because you are dropping the 7th tone, you will play a straight Minor roth using the 7th
] tone in your afterbeat chord.

Practice these Minor 1oths around the Cycle keeping, as near as possible, to a strict rhythm.

bbbb b bbb b b

GBDFGBDF
/b NP BDEABDFA

DB D
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bobb b b
GBDFG
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THE ALTERED CHORD

The term “Altered” will be adopted when the third and fifth tones of a chord are lowered one-half step.
This form of a chord can also be analyzed in two ways, therefore there is more than one way of naming it.
In explanation—

A “C” Altered Chord is composed of “C ”-“Eb”-“Gb”-“Bb”. This could also be considered an “Eb”
minor chord with an added 6th. You determine the proper name for the chord according to association
with the surrounding chords of “C”-“Eb”-“Gb”-“Bb”. If the preceding harmony of a melody is “G” 7th,
and the following chord is “F”, it is natura] to think of this formation as a “C” chord in order to retain a
natural progression. The term “Altered” may be abbreviated as “Alt.”.

ALTERED CHORD POSITIONS
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If the prevailing harmony is “Bb” 7th, and “Eb”, then it is logical to consider this formation in “Eb”
chord. This type of chord is less common than the other sevenths. It is however necessary to determine
and quickly identify the chord wherever you encounter it.

THE TWELVE ALTERED CHORDS
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Another feature of this chord. is its resolution into tonic harmony. . . . If the tonic is “C”, it is possible
to resolve into “C” from a “D” Altered chord, omitting the “G” 7th. The logic of this is clear, inasmuch
as the “D” Altered chord is also an “F” minor chord and “F” minor is the Suib-dominant minor of “C”,
which produces natural resolution (Plagal Cadence). You will often find the chord used in this manner.
Knowing the complex nature of this combination of notes will help you in the analyzation of progression,
which might otherwise confuse you.

Practice the Altered chord as shown in the chart above. You will find this a difficult exercise. Play all or
as many notes of the chord as possible, and you are developing more technique.
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THE ALTERED SEVENTH

In 10th Formation

The Altered 7th is formed by lowering the 3d and sth tones Y% step. For the present we are using only
three notes in these chords, the Croth will contain “C» “Gb” “Eb”. Form them in all twelve keys and
remember to lower the 3d and sth tones in the afterbeat chord.
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THE DIMINISHED 7ty CHORD

A Diminished 7th Chord is formed by lowering the 3rd, sth, and 7th tones of the Dominant 7th chord
one-half tone.

The chord is reduced to its smallest form, because the three upper notes have been lowered one-half step
each. It has four notes, which give it four positions. Each position represents three individual keys (four
positions plus three chords make the twelve keys).

e e e L

I I I

pEEL =1 I B S S S

A Diminished 7th leads forward or backwards around the cycle. As a matter of fact, there are few keys into
which it will not resolve smoothly. Occasionally a melody note forces one to use a Diminished 7th chord.
You will find it most useful and will seldom play a melody that does not require one or more Diminished

chords.
THE TWELVE DIMINISHED 7tu CHORDS
C' F B’ Eb Ab Db Gb B E A D
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The diagram below illustrates: The keys marked number one, two, and three are identical in structure and
are repeated four times around the circle, designating that there are only three Diminished 7th chords,
multiplied by four positions which represent all twelve keys. In other words, the “C” Diminished, when
raised to the second position (“Eb”, “Gb”, “A”, “C”) becomes the “Eb” Diminished chord.

REPRESENTS
THE FOUR KEYS

OF EACH

CHORD
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DIMINISHED SEVENTH

In roth Formation

The Diminished 7th is formed by lowering the 3rd, sth and 7th tones 4 step. In using only three notes
you will discover that the 7th tone does not appear in the 10th therefore you will play the same notes used
in the Altered 1oth, “C” “Gb” “Eb”. Later, when you are capable of handling the four notes necessary,
the lowered 7th tone will be added to the 1oth chord.

8 BASSO
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I10.

11,
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13.
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16.

17.

18.

19.

20.

21.

QUESTIONNAIRE
How many forms are there to the twelve fundamental chords?

Define a2 Major, a Minor, an Augniented, a Minor 7th, an Altered 7th

What keys are represented in the “F” Diminished?

\
Is a Minor chord used for resolving purposesi Name the notes in the 3rd position of
a “C” altered chord.

How is an Augmented Chord used? Name the Chord which has the letters of a “G”
Altered.

How many Augmented Chords are there?

How is a Minor Seventh chord formed? How many positions has it?

The “F” Minor 7th contains the same notes as some other chord. Name that chord.
What Augmented chord-leads to “C”, to “E”, to five flats?

Name the notes in the first position of an “A” Augmented, the 2nd position of the “F”
Augmented.

How many diminished 7th chords are there? How many forms has each chord?
Do the twelve chords in seven forms represent the foundation of harmony?
What note is flatted in an “F” Minor Tenth?

Name the potes in a “D” Minor Tenth.

Name the notes in a “B” Altered 'I:enth.

Which note is sharped in an “E” Augmented Tenth? This is the second position of
some other tenth. Name that, chord.

How many positions has an Augmented chord? Name the keys represented by each
position of the “C” Augmented chord.

Name the notes in an “Eb” Diminished chord. In the key of “C”;
Why do these two chords contain the same notes?
How many positions has a Tenth in “C” Diminished 7th? Name the keys represented

by each position.

-
v

How is 2 Minor Tenth formed? The Augmented, the Minor Seventh, the Altered, the
Diminished?

58

= Lee i , =
= MODERN PIANO LESSONS S

& S PR SN

'R




INTRODUCING THE THIRD POSITION OF THE AFTERBEAT CHORD IN ]

THE LEFT HAND CHORDOLOGY

The chart below illustrates all seven formations in one exercise. It includes the bass formations used LEE SIMS
by most professional pianists and is a wonderful exercise for developing the left hand. Practice each 4

chord as it appears on the chart, then form the same exercise in “F”, “Bb”, and so_on around the cycle. || bE ﬁ ] _
i for)
SEVEN FORMS OF THE “C”*CHORD WITH RHYTHM BASS 1 | j — Eﬁ%
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Perhaps you have already noticed the difference in the way your exercise sounds. This is caused by the
afterbeat chord (beats two and four) being played in its third position instead of the first or second.
Of course there are times when your melody forces you to use the first or second position, but when-
ever possible keep your afterbeat chord in the third position. This is known as “voicing”. As you gain
knowledge and' technique and are able to play popular numbers with ease, you will begin to automati-
cally voice your different chord formations properly. Voicing also applies to the melody of a number,
which accounts for the violinist who plays along in a certain register and suddenly raises his melody an
Octave. higher, or lower,as the case may be.

<
VWL

F7th G 7th lc mai. Adim.7 ¢ 7t | — |

" Adim.7  G7 C maj.
. | &
| ! 1 !

This then is your first lesson in voicing. You might try playing the melody on the opposite page using
the first position of the afterbeat chord, and then playing the number as it is written. I think you will
agree with me that proper voicing makes a ‘big difference in the way a number sounds.

QL
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MINIATURE EMBELLISHMENTS "o ARPEGGIO SCALES

Perhaps the Arpeggio type of scale is used more extensively than.a ther form of embellishment.
This is logical when one considers that an Arpeggio is nothing but the notes of a chord played one after
the other instead of being struck all at one time. If the effect is not overdone it enhances a melody and
relieves the monotony of playing an entire number in solid harmony.

The most important thing to remember when using Arpeggios is TIME DIVISION. Naturally, the
full fime value must remain in each measure, so it is up to the student to figure out the value of a meas-
ure and then supply an Arpeggio which has the same time value. As there are many different time
values which one can use in Arpeggio form, this opens up an unlimited field for embellishment, but I
would caution you again: DO NOT USE TOO MANY ARPEGGIOS, in one number. Use them for

e

variance only.

WHAT IS AN ARPEGGIO SCALE?

An Arpeggio scale is: The single notes of a chord played in consecutive order—harp style. Use the
same fingering you would use when playing a full chord. The manuscript below shows four different
time divisions. There are many more ways of dividing time into Arpeggio form, but as these are of a
much more intricate pattern, for the time being, let’s get acquainted with the more simple forms.

The small numerals denote PROPER FINGERING.
ARPEGGIO IN QUARTER NOTES

2
% . 5 5
|123i123:::321 3 21
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o 1 I

EIGHTH NOTES
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A new form of vtimcngiivision: THE TRIPLET—three notes to the beat. You will often find tri‘plets
in popular melodies, they are not difficult, maintain a steady rhythm and play three notes to the beat.

The small numerals show WHERE THE BEATS OCCUR.

ARPEGGIO SCALE PRACTICE
I suggest you routine your Arpeggio scale practice according to the chart on Page 60, the first page of this
lesson. (major, minor, augmented, etc.)

The manuscript below shows the seven forms of chords in triplet Arpeggio style. Remember, you are
already familiar with three other forms of time division, and you should practice these as well as the
triplets. In playing a melody you will have to know many different types of time division in order to
make your Arpeggios conform with the time value of your melody notes. As you progress in your studies,
you will be taught more difficult Arpeggios and the Cadenza, a form of Arpeggio which has no definite
time division.

THE 7 FORMS

THE CADENZA )

The word “Cadenza” is used in the sense of a more, or less, extended flourish and does not form a part
of the rhythmical structure of a composition. Owing to its length, it is usually written in smaller notes and
played Ad libitum, which means, “changing the time value at the discretion of the performer”.

A CADENZA
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The notes marked (==) are the melody notes in this excerpt — notice the liberty taken by the composer.
Ordinarily this melody would have been a very simple- affair but dressed with this Cadenza, it becomes a
thing of beauty. ~
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TENTH POSITIONS -

As mentioned in Lesson Four, the 1oth chord is used principally for counter-melody. Counter-melody

involves a very complicated study and is dealt with extensively in Volume II (“AN ADVANCED [

COURSE FOR MODERN PIANOQO”).

You are already acquainted with the fact that all chords have different positions. The 1oth chord is no zf
exception to this rule. : %
The Major 10th has two positions, which are built upon the two intervals of the Major chord, namely, :
“C” and “E”, and “E” and “G”. The second position of the 10th is therefore composed of a Minor 3rd “‘
with the Minor 3rd placed one octave higher and the remaining note of the Major chord (“C”) used in
the middle of the 1oth., . P
Practice the diagram below around.the cycle of natural progression, learning the first and second position B
of the 10th chord in all twelve keys. 3
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THREE POSITIONS OF 10tus: The seventh chord has four positions, or three third intervals which

represent the three positions of the tenth. Practice the diagram below, around the cycle learning this Tenth
Chord in its three positions.
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Play these four bars using an ordinary
rhythm bass.
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Now try the same figure which uses third position for afterbeat chords and the third position of the 1oth
chord‘, which falls in seventh harmony. ’
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Dropping the 10th chord for the minute, we again take up the afterbeat chord in its third position, and
add another professional touch to the left hand. In late years, pianists have been using the 6th tone of
the scale more and more. Used properly, it lends a charming touch of modernism to one’s playing. To
introduce the 6th tone, we will add it to the third position of the afterbeat chord. °

The 6th tone can only be used (at this time) in the 3rd position of the Major and Minor afterbeat
chord. It will not be harmonious in any of the other five chord formations, nor will it be melodious in
any position but the third. You might confirm this by trying the first and second position of the after-
beat chord, using the added 6th tone, and hear the difference. It will not be a dischord, but it will not
sound as well as it does in the 3rd position (again a case of voicing). So begin your practice of the Major

and Minor Bass, using the standard 10th rhythm bass and the 3rd position of ‘the afterbeat chord with
an added 6th tone.

SIXTH TONES IN THE AFTERBEAT CHORDS

- - L L]
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PRACTICE THE ABOVE EXERCISE IN ALL TWELVE KEYS

-

Turn back to Lesson 3 (Page 22). You were taught half tone progressions in Major chords. You know
that the notes in a 10th chord are identically the same as the notes of the Major Triad. What would be
more natural then, than to supply a Major 1oth in place of the Major Triad, shown in the left hand
of that exercise. This is your first step in 10th progression. )
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And now to apply this first step of progression. You know and understand the five relative sevenths
of each key. You also know "that every popiular number uses two or more of them in a chorus. In the
seventeenth measure of Gypsy Days the harmony leads from the tonic chord of “C” to its fourth rela-
tive seventh. Notice how four tenth chords in half tone progression fill in the sixteenth measure, and
how smoothly the progression resolves into the 4th relative seventh.
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.
If you have assimilated all of the knowledge contained in the first six lessons you should be able to:
Read printed melody notes;—supply a tenth rhythm bass from the name of the chord printed in the bass
staff ;—supply harmony notes in the right hand;—use a half tone progression in major chords;—use

arpeggios;—use the third position of the tenth chord when it falls into seventh harmony;—use the third
position of the afterbeat chord with an added sixth tone.

Here is a copy of “Breeze”, the single note melody that was introduced in lesson number two.-I show it
here as it would look in ¢ommercial form. Analyze each measure, decide which harmony is used, then
supply a full tenth rhythm bass. Add sixth tones to the afterbeat chords, and from this left hand harmony,
‘take the notes necessary to fill out the chords used in the right hand.

You should be able to do this with very little trouble if you have assimilated all of the knowledge con-

_ tained in the course up to this point.
If you can do all of this from the manuscript shown below, you have learned your lessons well and if

you continue this concentrated study, you will be astounded at your progress in the future. Play the notes
written below, supplying full harmony in the right hand, taken from the printed letters.

“BREEZE”
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I.

I0.

II.

12.

13.

14.

IS.

. ‘ QUESTIONNAIRE

Why does the third position of the afterbeat chord cause an improvement in the sound?
Give your definition of voicing.

Nampe the letters of an “A” flat minor 7th chord in its 3rd. position.

Is it possible to have'all seven forms of harmony in one number?

What is an Arpeggio scale?

How do you obtain the correct fingering for an Arpeggio scale?

Is an Arpeggio run an Embellishment? Compare an Arpeggio form of run with the
Cadenza formation.

How many positions of 10th can you build from a plain Major chord?
How many positions of 10th are there to the 7th chord?

Name several good features of a 10th chord used in the third position for seventh
harmony.

Can the 6th tone be used with the Major or a Minor chord?
What effect does the additional 6th tone have upon the sound of the Major chord?

Can 10th chords be used in the same. Chromatic progression in which you used Major
chords? : ’

Name the important features which you have acquired during this course of study.

Can you apply all of these ideas to a popular melody?
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THE PEDALS

The great composer, Anton Rubinstein, once said: “PEDAL IN PIANO PLAYING IS THE SOUL
AND LIFE OF SOUND?>.

This is a very true statement. We cannot stress too much the importance of the pedals. Far too often,
a beautiful performance on the piano is ruined by unclean pedaling.

\

Most pianos have three pedals. The pedal on the right hand side is the Sustaining pedal. There is.a set
of felt dampers connected with this pedal which are seated on the strings to keep them from vibrat-
ing. When, the sustaining pedal is open (pressed down) these dampers raise off the strings and this
allows them to vibrate. This same action takes place when a key is struck. As long as the key is held
down, the tone will vibrate until it dies away or the key is released.

Every pianist has his own individual style of pedaling. Probably the greatest artistry ever performed with
the pedals was done by the famous and beloved Polish pianist, Paderewski. This great artist could obtain
coloring with his pedals that had never been equalled before, or, to my knowledge, since. I personally
have one pedal law which I follow rigidly. . . . I never make a change of tharmony without first clos-
ing my sustaining pedal and definitely stopping all vibration caused by the preceding harmony. This,
you will find, does away with that muddled sound caused by conflicting harmonies.

WHATEVER YOU DO _
DO NOT FORM THE HABIT OF KEEPING TIME WITH YOUR SUSTAINING PEDAL.

1t is not a metrondme, but intended for shading and coloring. So begin your study of the pedals by learn-
ing to close the sustaining pedal before making a change of harmony. Sometimes the harmony of a
number will remain the same for two or three measures; in which case it is good to open and close the
pedal at your own discretion for coloring.

THE SOSTENUTO PEDAL ,

This pedal is a modification of the sustaining pedal and not all pianos have it. Located in the center,
it can be handled by either foot and many beautiful effects can be obtained by its use. It will only
sustain the tones that are sounding at the time it is opened. A chord can be struck and sustained with the
pedal and any tones played after the pedal is opened will not be affected or sustained.

THE SOFT PEDAL

i
Unlike the other two, this pedal does not afféct the dampers and can be used at any time. Its main pur-
pose is for shading. In upright pianos the soft pedal brings the hammers closer to the strings which
softens the blow they strike. In grand pianos the pedal shifts the whole action to the right so that
only two strings are struck instead of three. One should not depend entirely on the pedal for soft play-
ing. This should be accomplished by touch, using the pedal as the violinist uses a mute.

In classical music and eccasionally in popular music the Sustaining pedal is indi¢ated in this fashion . . .
&, (meaning open) and # (meaning off).

The soft pedal in the classics is indicated by the term, “Una Corda” (meaning “to open”), and Tre

Corda (meaning “to close”). You will rarely find these terms in popular music, but it is well to know
them and their meaning.

The secret of clean, crisp playing lies in the proper use of the Sustaining pédal; and if you form the
habit now of closing it and completely stopping all vibration' caused by preceding harmony, it will not

be long before you will find it impossible to play otherwise. Your ear will not tolerate messy sounds
caused by conflicting harmonies.
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In taking the first steps toward learning Counter Melody, a very good habit to form at the outset is:
learn to supply tenth chords in their third position every time you play dominant seventh harmony. This
forms a natural progression from key to key. Of course you will learn to connect a counter melody still
more by using all of the three positions but the exercise below is your first step. Learn it in all twelve keys.
The outer circle of this chart shows a full measure of Major harmony in each key. The innér circle shows
the .full measures of Seventh harmony using the third position of the roth chord. Play the outer group
first, then the inner, then the outer, etc.

Perhaps you have wondered why I show so many charts with letters instead of notes. By this method I
hope to train your sub-conscious brain to constantly associate the two. So do not treat this idea lightly. It
is most important to your musicdl education.

bbbb bbbb

DEGB-DEGB

8 f84 &
FGBD-FGBD

bbbb bbbb
DFGB-DFGB

FABD-FABD

5\
FBDA B

DGBF &

BCEG-BCEG

bbb bbb

$ &
EGAC-EGAC BDEG-BDEG

Circle of tenth BE#GD E
rhythm bass for the left
hand. Showing the tenth in
its third position of seventh
harmony, alternating to the -
first position of the next key

in tonic, or major.
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By this time, you must realize how important the work of your left hand is. As stated before,
progress in your studies, these counter melodies will become more complicated and, naturally, more

beautiful.

T T T Ty R TR ORea N o

TENTH PROGRESSION—CHROMATIC COUNTER MELODY

as you

The three exercises shown below will help you take the first steps'in counter melody.( Supply full harmony
in the right hand, using the same position as that used by the left hand.

THE FIRST: Progressing from the Ist position to the 3rd position of the next key.
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THE SECOND: Reversing the above exercise, progressing from the 3rd position to the 1st position of
the next key.
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THE THIRD: Showing how these progressions will sound when used in a melody.

This might be converted into an excellent exercise by memorizing the melody and forming it in all the
keys around the Cycle. It would then become a form of transposition which will be taken up thoroughly
in the next course of study. You may find it a trifle difficult to remémber and play it in all keys, but as I
have said before, anything valuable,is worth an effort.

e R - Ay G

COMPENSATION: An original tune designed to show still another use for alternating tenths. The
melody of COMPENSATION, as is often the case, leads to the fourth relative seventh and then pro-
gresses back to the Tonic. Notice the nice effect obtained by sustaining each tenth for two bars and alter-
nating from the third position to the first until the Tonic chord is reached.
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To continue with left hand technique; you are familiar with the various positions of the tenth chord and
now you will learn a method of using tenth chords which progress to the four relative dominants, and
to the sub-dominant. This knowledge will help fill in the bare spots which you will always find in popular
music. Other ideas which you will learn in this course, or which you may discover for yourself from your
studies, will all be variations of the basic ideas presented here.

Y

'
The Circle shown below has six tenth progressions, all relative to the key of “C”. Any one of them can be
used separately -when the harmony is of one or more measures duration. Ear training derived from. the
practice of these progressions will aid you in transposing the exercise to all twelve keys. Consistent thought
regarding the construction of these exercises, combined with the development of a keen ear, will show
satisfactory results. v

Beginning with the key of “C” at the bottom of the chart, go to any one of the relative sevenths and note
how:melodiously smooth the tenth progressions lead into the chosen key. It is important that you learn
the constructions of these progressions so that you may use them in all keys.

TENTH PROGRESSION CHART

t

lf i
E

I repeat, it is important that you learn how each progression is built. In the “C» progression, one goes.
from the 1st position to the 2nd and.then down in half tones to the tonic.. The' fourth relative seventh
progressibn goes straight up in half fones until it reaches the first position of “E”. Learn how all these
progressions are built so that you can transpose them at will to another key, -
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Hére is an exercise that is extremely important in learning tenth progression. I imagine you are beginning
to wonder if everything 1 show you has to be EXTREMELY IMPORTANT, well—everything shown
here, every step you tgke in this course is important because you must learn to creep before you can walk.

This exercise has the same progression used at the bottom of the Tenth progression chart. But in this case,

* full harmony is used. When played, three distinct harmony changes take place. I want you to recite these

musical terms over and over until your mind completely absorbs them . . . TONIC . . . DIMINISHED
... DOMINANT: TONIC. .. DOMINANT ... DIMINISHED . . . because this is the order in
which they fall, regardless of key.

c Cdim. G7 c G7 c7
A | | | | | I | | F
N T B
S A :
Ton. Dim, Dom. Ton.  Dom. Dim. Dom. 7

elk'-t' -L .
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You were taught in lesson five that the harmonic fill-in notes of the right hand are taken from the left
hand. Half of this progression, or the first measure, can be used where the harmony is of two measure
duration as this progression reverts to the original chord. For instance, if you start with “C”, you will
arrive at “C” at the first beat of the next measure. You can rely upon this chromatic counter melody effect
as a standard bass unless the progression conflicts with the melody notes, in which case the harmony notes
of the hight hand must be made to harmonize with those of the left hand and failing this, the progression
should not be used at all.

EXAMPLE

GYPSY DAYS

f:
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Notice how the harmony notes of the melody in the first measure, are made to conform with the tenth
progression in the left hand. Normally, this measure would have been in “C” major harmony, but by
using the progression the third beat falls into a Diminished 7th and the fourth beat becomes the Domin-
ant 7th of “G”, which leads us back to the Tonic. As stated above, the harmonic fill-in notes of the melody
must conform with the progression, and in this case it was possible to play Diminished 7th harmony in the
right hand without changing the melody note. We were however forced to use two quarter notes instead
of a half, changing the fourth beat to Dominant 7th harmon‘y.
A

In the fourth bar of this excerpt, you will notice the melody is an open octave on the second beat. Because
the melody could not be made to harmonize with the left hand it was left open, becoming a dissonant, or
passing tone.
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PROGRESSION

I have only intended that you should learn the fundamental principles of tenth progression in this
Beginners’ Course. Owing to the fact that tenth progression, IN COUNTER MELODY FORM, is con-

sidered one of the finer points of a professional pianist’s playing, we deal extensively with this study in
the “ADVANCED COURSE” (Volume 2).

There are tenth progressions without number to be found on the piano keyboard and you will find that
most of them are derived from the foregoing examples of this lesson. After improvisation has been
studied and understood, even the melody can be made to conform with certain tenth progressions.

AT THIS POINT OF YOUR STUDIES, HOWEVER, THE MELODY MUST NOT BE
CHANGED, EXCEPT IN TIME VALUE.

Time division plays an important part in counter melody and many interesting effects can be obtained by
altering the time value of a melody.

Here is an example of altering time value in the melody of “GYPSY DAYS”. Using two quarter notes
instead of a half in the melody, changing only the harmony to conform with the roths, we go, to the

third relative 7th (“A”) and work right back to the Tonic in quarter notes, forming a very pretty 1oth
progression.

The goal of any pianist in the popular field is IMPROVISATION. Being able to improvise musical
figures and passages at random is the culmination of an extensive musical education. The more one knows
about such things as roth progression, the more interesting one can make a popular number sound. For
that matter, consider what you have learned up to this point. Had you not learned how to supply a 10th
rhythm bass, afterbeat chords using the sixth tone, 10th progressions and full harmony in the right hand,
your popular number would necessarily have to sound just as it’s written. Now . . . as you delve deeper
into the study of music you are going to find a myriad of little tricks like 10th progressions, seemingly
not so important when played by themselves, but suppose you play the number on the next page, using a
straight rhythm bass, then play it as it is written with its progressions. I think you will agree that the little
one measure progression which you learned in the first pages of this lesson is TREMENDOUSLY impor-
tant when added to the many other things you know about music. ’

You say you have a friend who knows nothing about music and yet plays all of these things? Well. . ..
He is improvising by ear. But for those who are not blessed with such an ear, the best course is to learn
and have at one’s fingertips every musical figure possible, knowing exactly what each figure is for and
where it leads. :
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10.

II.

I2,

13.

14.

15,

QUESTIONNAIRE

What is the difference between the Sustaining and the Sostenuto pedals?

Is the Sustaining pedal closed or open when making a change in harmony?
What is Counter Melody?

How many positions has a major 1oth?

How many positions has a 10oth chord in Dominant 7th harmony?

Where does the 7th tone occur in the 3rd position of a 10th?

What is the result of changing positions of the roths?

What is the effect of alternating from the 3rd to the Ist position of the 1oths?

What is a 10th progression? What two important features are contained in a 10th
progression?

Why must a progression always be complete?

How many progressions are shown on the chart contained in this lesson? Name them.
How many half steps between the tonic and its 4th relative?

How many half steps between the tonic and its 3rd relative?

How does the progression from tonic to sub-dominant differ from tonic to its 4th
relative?

What benefits do you derive from the study of 1oth progression?
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EMBELLISHMENTS i BREAKS . NINTHS

As we go into the gth lesson of our “Beginners’ Course”, the student who has assimilated all of the
‘knowledge contained in the foregoing lessons should be able to také any popular number and, while sight
reading it for the first time, play full harmony in the ‘right hand, full rhythm bass using 1oths, after
beat chords with a 6th tone and 10th progressions leading to anyone of the Relative 7ths which the
melody might call for.

Looking at this from the professional pianist’s viewpoint, the foundation has been laid and from this point
on your studies will become a little more difficult,.a tiny bit more involved—but extremely more inter-
esting. This, because we take up the study of Embellishment and these Embellishments, although con-
structed from the basic principles which you have already learned and which you will continue to learn,
are really in the nature of improvisation.

If you have followed this coufse and learned it exactly as it has been presented, you are now playing
popular numbers in a perfectly plain, but harmonically correct, way. Obviously, our next step would be to
learn how to fill in those two-measure gaps which are so often found at the end of each eight bar phrase.
These gaps are usually caused By the melody finishing on the first beat of the 7th measure. Sometimes the
melody extends to the 8th measurey and ocegsionally, it extends to the fourth beat of the 8th measure, in
which case there is no necessity for a fill-in.

NINTH CHORDS
I-3-5-7-9

[ 9th
| 7th

d
is probably the most popular inversion of all the

| sth
[ ist

The_9th chord inverted in this way,

many ways in which the chord can be used. Just why this is, I do not know. There are many ways to invert
the chord and to me at least, some of them are far more beautiful than the one shown above. But, inas-
much as this inversion seems to be one most pianists choose first, we shall begin our study of the ninth
chord by playing the first and fifth in the left hand and the third, seventh and ninth with the right.

Two exercises which will acquaint your hands with the feel of ninth chords.

First: The half tone progression. Practice this exercise using the full length of the keyboard. It is
important that your hands get uscd to the feeling of ninth chords and you will soon discover there is very
little change in the position of the hands as you play.

HALE TONE PROGRESSION

. IN NINTHS

“BREAK? is the most popular name for these gaps in a melody. The term, “BREAK?”, might have been __| _ | i . . .

originated by some band leader, who, coming up to one of these gaps, would say, “BREAK”, whereupon . & = t b E—:—_—b&é b' T I . I E = —— ﬂ
the men of the band would cut off sharply and some instrument or group of instruments, would play a J = 1 & h—a. == vg% 1 = v-n_c_ » ﬁg—ﬁg L
pre-conceived musical figure to fill in the time value demanded. c9 B B A Ab (i Gll’ F #E hEb g . '2‘

6y — gs = | 1 —1 ;

The first rigid law which the student must learn, even before he is taught how to construct a break is: [ N ﬂ-_—p i’l{; b J',D ‘q sl, P - - ; . — j
A break or musical figure must be made to sound as though it were a continuation of the melody and never, - ! l ! 4 s b z b -

under any consideration, must it sound like a patch. C e . . . . . . .
4 ’ ? The second exercise in ninths is designed to further acquaint your hands with their correct position while

| playing the above inversion in progression form. The practice of these chords in cycle form will overcome
I8 any fear you have of jumping from one key to another, which you will have to do when playing breaks
i or figures, a subject we are now leading up to.

In the building of “BREAKS?”, one of the most valuable chord formations is the gth chord.

The 9th chord is built, as is any other chord, upon intervals of the scale. For instance:
THE MAJOR CHORD IS COMPOSED OF THE 1ST, 3rd AND sTH TONES OF THE SCALE

THE 7TH CHORD IS COMPOSED OF THE 1ST, 3rd, sTH AND 7TH TONES OF THE
SCALE 4

THE 9TH CHORD IS COMPOSED OF THE 18T, 3rd, sTH, 7TH AND 9gTH TONES OF THE : .
SCALE \ ‘ ;

As there are only eight notes in an octave, the 9th would necessarily have to be one whole tone over the
Octave, and having the *7th tone in its construction, it is essentially a 7th chord, which makes it a very
pliable chord when used in progression form. Played in the order shown above, the ninth chord is not so ,
melodious but when inverted, that is, changing the order of the intervals, many beautiful chord forma- ;
tions can be found. In playing popular numbers you will find the melody often falls upon the ninth tone

which of course transforms a plain Dominant seventh into a ninth chord. And so we take up the first real

step in Embellishment.

/
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THE TWO WHOLE TONE SCALES

In recent years the two whole tone scales have become very popular in modern composition. Contemporary
composers and pianists have been using them more -and more, both in their arranging and their playing.
Whole tones are especially attractive when used in ninth chord progressions.

There is one Chromatic or half tone scale and it has twelve half tones. By dividing this scale into two
whole tone scales, each scale would consist of six whole tones.

CHROMATIC DIAGRAM SHOWING BOTH WHOLE TONE SCALES

WHOLE TONE SCALE WHOLE TONE SCALE
#1 H#H2

Small numerals denote

FINGERING

Whole tone progressions are used extensively in the construction of modern piano figures or breaks.
They demand considerable dexterity which can be obtained only thru constant practice. Do not confine
your practice to the one octave range shown below. Continue on up the keyboard as far as you can go and
then return to the lower range of the piano, acquainting your hands and arms with the feeling of the
whole tone progression and your ear with the more or less dissonant sound of the progression.

G f 1 !
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Knowing the whole tone scale is every other note of the Chromatic scale, we find our first musical figure
or “break” by playing two half tones in the left hand against one whole tone in the right.
I
I
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There is a slight catch in the notation of examples “A” and “B”. Written in this way for two reasons.
Firse: Because the progression is descending. Second: To show that the chords can be, and are, occasionally
written in both ways. This is determined by the composer who writes the chord according to what
surrounds it, making it as easy to read as possible.

T TR T

THE AUGMENTED CHORD IN WHOLE TONES

While on' the subject of whole tones, here is another chord formation which s used a great deal in the
building of piano figures and dreaks. It is also used many times as a resolution chord, that is, in place
of a seventh. The augmented chord is a great aid to the modern pianist because of its flexibility. You
have studied this chord and know there are only four of them, each one representing three keys. This
fact alone would make the chord flexible but when used in whole tone progressions it becomes more so.
The diagrams below show the two whole tone scales. The braces show the two chords used in each
scale. The positions indicated show that each chord represents three keys.

1st 2pd ; 3rd 1st . 2nd 3rd
! \ F -3
_A N | # _A | i ”E I !E
mg i —
/\. / 7
st 2nd 3rd I $rd

In practicing these exercises, apply the same system you used when playing ninths chord progressions.
Do not limit yourself to the one octave range shown in the diagram. When you have played these two
exercises you have played all twelve augmented chords, the only difference being, you started the pro-
gressions in the keys “C” and ‘Dp’. In teaching, I have learned that most pupils will memorize these
two scales without difficulty, but when called upon to play them in some other key they usually fail.
To overcome this, practice the exercises in Cycle form, from “C” to “F” to “Bb”, etc.

As the Augmented chord can be used as a resolution chord, it is reasonable to think that the seventh tone
of any chosen key would harmonize with the augmented chord of that key. This is true: The seventh
tone of a key WILL harmonize with any position of the augmented chord in that key. Because the
first position of the augmented chord is so close to the seventh tone, you will find better voicing if you
use the second or third position in your right hand.

-
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And now that you are acquainted with the augmented chord in whole tones, try some time division.
If you only had ONE measure’s time value to fill in and wished to use one of the above examples, what
could you do? Cut the time value in half of course, changing the quarter notes to eighths.
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It has been said (and truthfully I suspect) “that when you add the seventh tone to a major chord,
you have reached the end of the harmonic range, and all other chords are only derived from the
seventh chord”. This would include, the Minor seventh, the Altered seventh, the diminished seventh,
the Ninth, the Eleventh, in fact any chord which has the seventh tone of the key in which you are
playing, is essentially a seventh chord and must be treated as such. In other words, THE LAWS OF
PROGRESSION must, be observed.

So far in your studies, THE LAW OF PROGRESSION means; one must first ‘follow the natural
progression in cycle form. Next it is permissible to progress in half or whole tones with any chord
formation. And as you go into the “ADVANCED COURSE” you will learn many other ways of pro-
gression which are just as proper musically, as is the cycle. -

THE ELEVENTH CHORD ,
I-3-5-7-9 and 11th (augmented)’

More or less contradicting the above statement; here is a chord which has the seventh tone in its con-
struction and yet does not always follow the line of natural progression. To begin with the chord is a
dissonant-and should be used ONLY as 4 suspension chord which means, it should always resolve into
another chord. Frankly, there is no such thing as an eleventh chord. Technically speaking, it is really a
ninth chord with a passing or leading tone but the chord is used so much in modern composition, that
composers have given it the name of eleventh. :

INVERTED NINTHS
5-1-3 7-9-5

If you have ever heard or played any of my compositions you will recognize t

his inversion of the ninth

chord because it is my favorite. It seems to me that this chord is the most pliable of all ninth inversions.

Seemingly,
dominant seventh tone of the key he wishes to arrive at.

one can’go to almost any key he desires by just stopping on the ninth chord that contains the

To become acquainted with this inversion of the ninth chord, to learn how it sounds, how it feels to the

touch, you should first practice it in half and whole tones.

HALF TONE PROGRESSION

WHOLE TONE PROGRESSION

I must warn you again not to limit your practice of these exercises to the one Octave range shown in the

diagrams. Practice over as wide a range as you find possible,
musical figure which you have learned, it will make no difference to you where it starts or ends.

Another Inversion of the ninth chord, and one which can be analyzed in several different ways.

then when you wish to use a progression or

3-7-9 5-7-9-5
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No doubt you found difficulty in reaching the chords as they are written here. I wonder if .you discovered
for yourself that the bottom three notes of the eleventh chord form a perfect tenth. I have warned you
before that sight analyzation is an all important thing to your playing.
YOU SHOULD NEVER PLAY A CHORD WITHOUT RECOGNIZING JUST WHAT IT IS. )
You see, in this case, had you recognized the bottom three notes as a tenth, you would have played them
with your left hand thereby making the chord comparatively easy to reach. Then, you would have recog-
nized the top three notes as a plain Augmented chord, the top note of which is the passing or leading tone
of the eleventh.
Here isan example of what leading or passing tones mean. Notice how the top note of these eleventh chords
lead into the Dominant tone of each key; which reverts the chord back to a ninth which in its turn is a
seventh and must be treated as such.
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Many times this chord is called (incorrectly ) a Minor ninth. It is not a Minor ninth, only another
Inversion. At first glance one sees the Minor chord in the right hand, but upon closer scrutiny he discovers
the third, seventh and ninth tones of another key. And because of this seventh tone, it must be analyzed
as a chord of that key. You will use this Inversion a great deal later in your studies so practice it as shown

i'n the diagram above, (Half tones) use the same diagram and by skipping every other chord, play them
in whole tones, and then as shown below, in cycle form.
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And now to put some of the foregoing examples into break or figure form. Two of the most impor-
tant things in the building of dresks are TIME VALUES and TIME DIVISION. One has to know
how many beats there are to fill in before he can know where to start his figure. And after construct-
ing his figure he can make it sound like an entirely new bresk by altering the time value of certain notes.

To clarify this: Here is a simple little &reak in gth chords. ;

Your first question might well be; why did the Jresk start on a “Bb” 9th? Follow this analyzation
by watching the above diagram, reading the break. backwards.

To begin with, TIME VALUE: 1 had two measures to fill in (eight beats). I had to arrive at the
dominant seventh of “C” (“G” seventh). “D” ninth leads into “G”. And I have one measure (four
beats) left to fill in. What is more simple than to count down four half steps to find my starting point?

If 1 wish to elaborate the above break I can do so by cutting the time value of the first measure in half,
that is, playing eighth notes-instead of quarters. Use the same system as shown. above, count down eight
half steps instead of four.
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What if I wished to use a triplet on the first beat of the measure? You will remember, a triplet has
three notes to the beat. This -would obviously necessitate the adding of another chord to my progres-
sion so, count down nine half steps instead of eight.

I could elaborate on this little figure until you could hardly recognize it. And now I hope you will
be able to do the same thing. Try different time divisions and see how many different ways you can find
to play it. As a suggestion:

Tie the fourth ninth of example “C”.to a dotted eighth.
Omit the next ninth entirely.

Make the next ninth a sixteenth note.

Omit the neéxt ninth.

And make the last ninth a quarter note.
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If one can compose a break out of the ninth inversion shown on the opposite page, it stands to reason
he could play the same figure using another inversion of the chord. As stated earlier in this lesson the most
flexible of ninth inversion is §-1-3%**4_9-5. This chord depends more on proper voicing and time division
than it does resolution. It is a seventh of course but owing to its flexibility one has only to worry about the
last or resolving chord. You will notice the last melody notes have been changed a little, this, because

of voicing.
A [ 1 3- J . . i%‘ ! .
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The “D” ninth is used twice in the last measure of this figure. What would happen if you followed the
line of natural progression and went into “G” seventh on the second beat? This would resolve into “C”
and I think you will hear that it should be “C” seventh. “C” seventh leads into “F” and so by time
division we can go to another.key using practically the sanie figure.

ob

These little mathematical problems in music are so very simple and yet so extremely important. Just
remember that you have four beats in a measure of four, four time and you can divide it into as many parts
as you see fit, as long as you keep the equivalent of those four beats.

Going back to the 1-5***3-7 and 9 inversions: Turn this chord upside down and play 3-7-9 with the left
hand while the right takes 1 and 5. Get used to playing 3-7-and 9 with the left hand because many figures
are built which call for this formation. These little figures are usually impromptu with the professional
pianist, who knowing his ninth chords so well plays a single note melody in the right hand, and his left
hand follows automatically. I’ll show you an example of this type of break; see if you can play it in meas-
ures twenty-three and twenty-four of “CHORDOLOGY?. The same figure transposed to “Eb” would

go very nicely into two measures of “INVERSIONS?” the last number in this lesson — can you find the
two measures?

I

m%“}fl’?h

And could you transpose it? If not, don’t be discouraged, transposition is for students a little more
advanced than you are at present. It will not be long before you are in the “ADVANCED COURSE”
which deals with “breaks” of a more elaborate type, transposition, improvisation and all the many other
tricks the professional pianist employs to make his playing the more attractive.
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The purpose of a “break” is two-fold. First, it is designed to fill inthe gap left at the end of a phrase.
Second, and probably more important, it is designed to modulate into the succeeding phrase. There are
two kinds of “breaks” (harmonically speaking) the MAJOR AND THE SEVENTH.

By Major “break” we mean: a figure that ends in Major harmony.
By Seventh “break” we mean: a figure that ends in Seventh harmony.

A “break” can begin in any harmony, but it must end in the harmony which leads into the coming phrase.
IS

A MAJOR “BREAK?” A SEVENTH “BREAK?”
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It has not been my intention to teach you all there is to know about “breaks” in this “THE BEGINNERS’
COURSE”. 1 am only preparing you for the “ADVANCED COURSE?”, which elaborates on all of the
fundamental principles to be found in this book. I feel it my duty as a musician, to warn you against even
looking at “THE ADVANCED COURSE” until you have mastered every subject contained in this
beginners’ course,

EXPRESSION MARKS TO BE FOUND IN “INVERSIONS”

Expression marks are provided by the composer to aid you in correct interpretation. It is not compulsory
that you follow these markings, as a matter of fact, it is better for the artist to interpret the number as
he or she feels it, thereby asserting their own individuality.

I give here a table of expression marks and their meanings, to be found in “INVERSIONS”. They. are
set forth in the order in which they occur.

Mf ... Moderato Forte . . . which means . . . moderately loud.

~—= f=== swelling the volume from M to forte (loud) and back to Mf.
rit. . . meaning to slow up, or retard, the tempo.

a tempo . . . returning to the tempo originally set in the introduction.

dim . . . Diminuendo . .. meaning to gradually diminish the volume.

==  Accent marks . .. meaning to strike harder.

A dot over a note means that the note is played staccato . . . abrupt . . . disconnected . . . parted from the '

other chords by gaps of silence.

The long curved lines which appear throughout the number are known as slurs and serve as a guide to
proper phrasing. In measure one the four notes, or beats, express a melodic figure which is carried through-
out the four measure introduction. You must separate these patterns at the end of each slur. Hence the art
of playing with expression. '
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CUESTIONNAIRE

What is your definition of the term, “BRE AK”?

How many whole tone scales are there? What'is the purpose of the whole tone scale
in popular music?

How does the whole tone scale compare with the half tone scale? Has the whole
tone scale a signature?

How many white and black keys has the whole tone scale? How many keys does each
whole tone scale represent?

What is a ninth tone? Define a 9th chord. What is the most common inversion of the

ninth chord? Give a progression in ninth chords from “C” to “C” for a two measure
break.

What ninth leads into “F” 7th harmony? Name the three relative ninths in the key
of “E” flat? How can you use 9ths for an ending?

How can you-use a ninth chord on the whole tone scale for modulation? If tones
3-7-9 of an “A” ninth chord are played with the left hand what will the letters be?

What are the letters of an “E” 11th chord? What is an 11th tone?
How is the T1th chord used? Why is the 11th chord a dissonant?

What two chords are represented in an 11th chord? Is the whole tone scale repre-
sented in the Augmented 11th? Why does an 1rth chord have more than one
resolution?

Give the tones of three different inversions of the 9th chord.

How many Augmented chords are there in a whole tone scale progression? Can
the one whole tone scale of Augmented chords be used for six keys? Why?

Are the 9th and 11th chords in all inversions derived from the 7th chords?
Why are 7th, 9th, 11th and Augmented chords used in bresks;?

What are the three dominant 9ths of the key of four flats? Name three ways of
progressing in harmony.
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GYPSY DAYS .

In this arrangement of “Gypsy Days”, you will find a review of the entire course,showing how effective
an extremely simple melody can be made by applying modern “tricks of the trade.” As an added study, I
suggest that you search out these little “tricks” and see how they have been used. Study their harmonic con-
struction and see if you can’t apply them to. some other melody. You will be surprised how easily they
fit in their proper places, yet like a “Jig-Saw” the picture can be ruined by forcing them into wrong
places. Take your time and be patient. Piano is one of the arts and cannot be learned in a day. There is
no limit to what one can do with a melody. In fact, one can go foo far with elaboration and embellish-
ment. This is known as over-arranging and should be guarded against. The melody should never be
submerged with -tricks.

Very often it benefits a* pupil to show the extreme difference
. between the first “GYPSY DAYS” of this course and the
TEACHERS NOTE: J finished arrangement which follows: Also, you might point
out each step of the course as applied to this last arrange-
ment: Every chord formation and every rhythm is covered
by the course.

A BRIEF ANALYSIS OF THE FOLLOWING ARRANGEMENT

Each movement of this arrangement is lettered and each measure has a number. This is to enable you
to locate and analyze any given measure more readily. The Introduction is lettered “A”, the first move-
ment “B”, etc. )

The construction of the introduction I think you can easily analyze. By the use of ninth chords, passing
tones, and by starting the phrase on the Fourth Relative Seventh of the home key, “Eb”, a simple but
effective four measure introduction is evolved. This is generally as.long as an introduction should be. It
is permissible, however, to use eight or even more measures if one wishes.

In the bass of measure B-2 you will find a figure which resembles a Spanish rhythm. This figure is most
effective when used to fill in a measure where the melody is sustained for two or more beats.

In B-7 and 8 the first improvised figure appears, otherwise known as a “break”. These figures were
introduced in Lesson 9. In the bass of these two measures we find the first tenth progression used
(Lesson 8, Progressing from Tonic to Tonic).

Beginning with measure B-17 and continuing through B-23 is another form of tenth progression (Lesson
8). Progressing from the_ first position to the third of the next key thereby formmg a most effective
counter-melody. .

Measure B-23 and’ 24 has the second dreak, a seventh- break which is somewhat more complicated than
the one shown in Lesson 9. An interesting thing about this figure is the way in which ninth chords are
used in the left hand. Progressing backwards around the cycle from “Bb” gth into the “F” gth, into the
“C” 9th and then dropping a whole tone 1n the “B” gth, which throws you into the resolving chord, “Bb”.
Note how effectxve the fourths in the right hand are when used with the 3rd, yth and 9th tones in the
left hand, (Measure B-23).
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Measure B-26 shows the first suspension chord. Can you give its other name without referring to Lesson
9? And do you remember that it is called a suspension chord because by itself it is a dissonance? Note
how it drops (or resolves) into “C” one half step lower.

Measure B-31 and 32 has the first two measures. of the original melody in the left hand while the right
hand carries the counter melody based on the straight scale, and then instead of continuing the melody in
the key of “Eb”, it raises a minor third into “G” and repeats the same motif,

Then raising a major 3rd, it again repeats the first two measures of the original melody in the left hand
while the right hand elaborates on the scale, building up to a climax. This makes three separate motifs that
have been used, each motif having two measures, making in all, six mieasures. A phrase must always double
itself: It must be 2, 4, 8, 16 or 32 measurés long; so we are two measures-short in this modulation. To
fill these two measures, we use another type of suspension chord. In this case, we lower the 9th tone a
half step in the first 11th and raise it with the 11th. tone when the second chord is struck. This second
chord in B-37. ... Isét an r1th?

In C-7 and 8 an interesting example of the inverted 9th learned in Lesson 9 are used, each 9th being
connected with a straight chromatic scale. You will note,the last chord of measure 8 is the same as the
first chord of the progression. Why not make an exercise of this figure? Run it from the top of the key-
board down as low as you can, then take it back to the top again,

Measure C-21 is a progression in sths,resolving into an 11th chord,and then in measure 22 changing their
course a littlé in order that they may come out right with the melody,again forming an r11th.

Movement D might be called an interlude. You will notice that the melody almost disappears. This is
permissible only after the melody has been definitely established in an arrangement,and even then it is
well to touch the melody at least, for one measure as is done here' ip D-3 and 4. This interlude is com-
posed of three separate figures—anyone of which could be used as a separate bresk. The first two meas-
ures (if used in some other number) would have to be played in “C” or “F”, as the figure is Built on the
“C” Augmented chord which resolves into “F”. Measures D-5 and 6 compose a “Bb” 7th bresk and
should be used when playing in “Eb”. Measures D-7 and 8 compose an “Eb” 7th resk and should be
used when playing in “Ab”.

Notice how section F is patterned after an orchestra. It begins with a tympanii roll in the left hand. Then
the saxophone section comes in using 6th tones and getting louder and louder until they are joined by the
brass section (trumpets and trombones). Notice the little fanfare figures in measures 10 to the finish of
the arrangement, building in volume until the climax is reached in a blare of brass, reeds and strings.

I have gone through this arrangement and pointed out only a portion of what really exists there. I have
done this purposely hoping that you will see many other things that can be used in other numbers. In fact,
as stated in the foreword of this course: “The purpose of the course is not to print a lot of reaks, tricks,
modulations, etc., but to lay the foundation for a thorough knowledge of harmony, rhythms and construc-
tion. Without these . . . bresks, tricks and modulations will do you no good whatsoever.

The school will be very'glad to hear from you, and answer any questions pertaining to the course. Just
address your questions in as concise a form as possible to—

THE LEE SIMS SCHOOL FOR MODERN/PIANO

Suite 916-921 Kimball Hall
Chicago, Illinois
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QUESTIONNAIRE

INTRODUCTION
What is the definition of the word, “M oderato”? “MF”;

How many relative gths are used in this introduction; Do they follow the cycle pro-
gression?

MOVEMENT «B»

Do the harmony notes used in the treble chords of measures one and two correspond
with the chords used in the bass?

What is the harmonic structure of the bass in the Tonic to Tonic “Break”—measures
seven and eight?

What is the change in time division which occurs in measure ten, as compared with
measure two’?

Why is the note “B”, which occurs on count two — measure seventeen — written as a
whole note? What important effect is produced when the “B ” becomes “Bb” in
measure nineteen?

How is the gth chord inverted in measures twenty-three and twenty-four? Can this
figure be used as a Dominant 7th “break” in other melodies, and can it be transposed?

What change takes place in measure twenty-five as compared with measure one? Name
the chord which appears on count one in measure twenty-six. What is the interval
from its lowest bass,or root tone,to the melody or top note; What is the Resolution?

What are the chord changes in the roth progression — measures twenty-seven and
twenty-eight?

MOVEMENT «C»

How does the rhythm in Movement “C” differ from that of Movement “B”? What
does the wavered line designate?

What is the inversion of the 9th chord in measures seven and eight? Can you detect
the melodic pattern built upon the tones of the “F” Diminished 7th chord? Is this
“break” appropriate for a dominant 7th modulation in other melodies?

What is the progression figure in measure twenty-one, and how does it terminate?

MOVEMENT «D”»

How many Augmented chords appear in the whole tone progression in measures one
and two?

MOVEMENT “E”
Where does the counter melody in measures one, two, three and four lie?
MOVEMENT «p»

Why does movement “F” resemble the orchestra?
A
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LESSON ONE

The keyboard is a series of seven white and five black keys, repeated seven times.

Seven tones, or letters, are used in music.

There are five black keys. .

The interval between “A” and “A”.is called an Octave, distance of eight.

The total number of the keys in music is‘»tweh;e.

The staff is the five lines and four spaces upon which the music notes are written.

The nameg of the lines on the Treble staff are, “E-G-B-D-F”. Bass staff, “G-B-D-F-A”,
The names of the spaces in Treble, and Bass staffs are (“F A C E”), (“A C E G”).

The character “8VA” designates that the note or notes are to be considered an octave higher when
placed above or an octave lower when placed below the note or notes.

A measure is the space between the bars. A bar isa line that separates spaces.

P

A quarter note is a black note with a stem. A whole note is a white open note and is equivalent
to four quarter notes.

A dot placed after a note designates that the note is to be held its regular value with an addi-
tional half of that value.

-

If a measure has a half note there are two remaining beats,

If a measure has a half note, there are various ways of filling out the time value, inasmuch as the
two remaining beats can be divided in two quarters—one quarter—and tio eighths—four eighths,
or any time division which represents the value of two quarter beats.

Rhythm in music is the time motion against the background of pulsation and measure.
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LESSON TWO

A half step is the distance from one key to the next (white or black ). A whole step is the distance

between EVERY OTHER KEY (white or black).,

The distance from one scale to the next scale is five keys, represented by five letters, as shown on the

circle (“C-Bb-A-G-F”),
12 345

The “C” scale is the scale on which only white keys are played.

The major scale is built upon two whole steps followed by a half step, then three whole steps and a
half step. The half steps occur between tones 3-4 and 7-8.

The keys in Cycle or natural progression order are, “C-F-Bb-Eb-Ab-Db-(Gb or F$) B-E-A-D and G”.

The signature of a key is determined by the number of sharps or flats placed at the beginning of
each staff.

The signature of all keys around the cycle are as follows:

NUMBER OF FLATS OR SHARPS

C 0

F b Bb

Bb 2b Bb-Eb

Eb 3b Bb-Eb-Ab

Ab 4b Bb-Eb-Ab-Db Gb or Ft
Db sb Bb-Eb-Ab-Db-Gb
(Gb-F%) 6b ; Bb-Eb-Ab-Db-Gb-Cb :

or 6% )| F#-C#-G§-Di-A8-Et Flats

B [+ F-C§-GE-D3-At

E 4% F#-C$-G4-Dt
A kt F$-C4-Gf

D 2¥ F3-Ct

G 1t Ft ’

8. There are twelve major keys and scales.

9. There are five whole tones in a major scale.

10. There are twelve half steps in an octave. Two half steps occur in a major scale, at tones 3 and 4 and

II.

I2.

13.

14.

Is.

7 and 8.
Four flats is the signature of “Ab”. Two sharps represent the key of “D”,

The scales are related due to the natural progression or blending of one key to the next key in a
regular order, as shown on the cycle of keys.

Progression is the distance of five keys leading from one scale to the next scale in Cycle routine,
causing a natural change in harmony.

The two strong factors which indicate progression are the lowered 7th tone of the original scale and
the distance of five keys down to the next scale.

All twelve major scales are constructed in the same manner.
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LESSON THREE

. Aninterval is measured distance according to the span between notes.

A Major third interval is the distance from the first tone of the chord to the third tone, or four
half steps “C” to “E”,

A tenth interval is the separation or span from the first to the 10th degree: i. e. “C” to “C” is an
octave or eight. “C” to “D” is a 9th, and “C” to “E” is two above an octave, making ten keys.

A Major chord is comprised of two intervals. Tones (1-3)—(3-5).

Tones 1-3-5 are used to form a Major chord.

There are twelve Major chords.

All other forms of the chords are built upon the tones or letters of the Major chords.

Yes, any chord can be played as single notes giving an arpeggio or run effect.

- The letters of the “D” chord are “D”-“F#”-“A”. The “A” chord has a “C#” . . . i.e. “AV-«C§».«ED,

There are twelve 7th chords. A 7th chord has the effect of modulation progressing into another
7th or Major chord. It always advances because it -contains a part of the next scale.

“B” is flatted in the “C 7th” chord because “Bb” is the signature of the “F” scale. The “C 7th”
chord is built on the sth tone of an “F” scale and is known as an “F Dominant 7th”.

There is the lowered 7th tone in a 7th chord which gives the new signature of the key.

A Dominant 7th chord is built upon the §th tone of a scale.

The term, “DOMINANT” is used for the sth degree of the scale and for the chord built upon
that sth tone.

The Dominant 7th of “Eb” is “Bb7th”. The Dominant 7th of “D" is “A'7th”. The Dominant 7th

of 4 sharps is “B7th”. The Dominant 7th of one flat is “Cyth”. The Dominant 7th of 1 sharp is
“Dyth?,

A Major chord has three positions because it contains three notes, each note furnishes the starting

point for the next position. The third position of an “E” chord is “B-E-G#”. The 7th chord has
four positions.
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‘ LESSON FOUR

. You form a 1oth chord by exteniding the 3rd tone of a chord an octave higher, making the dis-

tance of one to.ten.

There should be three notes in a major 1oth chord.

The notes of the “G” major 10th are (“G-D-B”). .
The notes of an “A” 10th are “A-E-C§#”.

The notes of a major 10th in the key of four sharps are “E-B-G#”.

~

The important use of a 1oth is supplying counter melody.

If you extend the 3rd interval an octave you have a 1oth interval.
The purpose of the 10th Bass is full harmony and counter melody.
The 3rd position of the after-beat chord is most generally used.

I can supply the proper accompaniment to a melody because I have acquired the ideas presented
in these lessons. .

The essential features of a good accompaniment are the correct “Harmony”—“Rhythm” and
“Counter melody”.

¥

A 4/4 rhythm bass will serve only in the case where the four beats are required in a measure.
However, the same system can be used in 34 or waltz time, by omitting- one beat, and therefore
this system of accompaniment can be used as a foundation for any type of bass accompaniment.

All melodies require harmony and rhythm structure for a complete performance.
The purpose of the Sustaining pedal is the resonant quality which is’ given to the tone.

A 10th chord is used in the left hand on the first beat of each measure. The small major chord on the
2nd beat—also on the 4th beat. Of course, the routine and style will be changed as you become
familiar with varied ideas which will relieve the monotony of this one effect:
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LESSON FIVE

- Six chords usually occur in a key. The entire circle of twelve chords do not appear in a piece.

The Dominant chord is the one which is built on the Sth tone of a scale. The Sub-

Dominant chord
is formed on the 4th tone of the scale, or one tone below the Dominant.

- A Tonic chord is the key chord, that is, it is' formed on the first or tonic tone of the scale and

is the destination of all harmony.

. The four relative 7ths of the key of “C” in their natural order are “E7, A7, D7, G7”.

It is possible and natural for the harmony to change from the tonic to the “E”

7th, also from
the sub-dominant “F” to “E7”, because they are major chords.

The 3rd dominant 7th of the key of “C” is “A9”,

The tonic chord is reached from the 3rd Dominant 7th to the 2nd, then the 1st and into tonic.

. There are thirty-two measures in a standard chorus.

The thirty-two measures are usually divided into four, eight measure phrases.

N .
Each section in music is called a phrase. In popular music we refer to a com

plete eight measure sec-
tion as a phrase.

The first eight measure phrase is the one which is usually repeated.

The right hand does play the same harmony notes as the left hand.

THe signature will indicate the key and the chords which will appear in the key, due to the fact
that those particular chords are built upon the designated key. '

It is possible for a melody to require all seven chords of a key.

The fifth dominant 7th seldom occurs in a number.
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LESSON SIX
There are seven forms of the twelve fundamental chords.

A Major chord is comprised of tones 1-3-5 of 2 Major scale. A Minor lowers the 3rd tone V5 step.
Augmented raises the sth tone. Altered lowers 3 and s.

The keys “F-Ab-B-D” are represented in the “F” Diminished chord.

A Minor chord is used for resolving purposes. It can progress in either direction around the circle.
The notes of a “C” altered chord in the 2nd position are (“Eb-G-Bb-C”).

An Augmented chord is used as a Dominant 7th, which progresses into Fhe.next 7th or tonic chord.
The chord which contains the letters of a “G” altered is also a “Bb” minor, plus the 6th tone.

(“G-Bb-Db-F”.)

There are four Augmented chords.

The Minor 7th is formed with tones 1 (lowered 3rd)-sth and 7th. It has four positions.

The “F” Minor 4th contains the same tones as the “Ab” major with the 6th tone. (“F-Ab-C-Eb”.)
The “G” Augmented chord leads to “C”—The same chord leads to “E”’—Also to 4 flats (“Ab”).

The notes in the 1st position of “A” Augmented are “A-C¥-F”. The 2nd position of “F”’ Augmented
has the same notes.

There are three Diminished 7th chords. Each chord has seven forms.

The twelve chords in seven forms do represent the foundation of harmony.

The “A” is flatted in an “F” Minor 1oth. .

The notes of a “D” Minor 10th are “D-A-F”, all white keys. .
The notes of a “B” altered 10th are “B-F-D”.

The “G” and “B” are sharped in an “E” Augmented 1oth. This is the 2nd position of the “C”
Augmented 10th.

An At;gmented chord has three -positions. The keys represented by the three positions of the “C”
Augmented chord are “C-E-and-Ab”.

The notes of the “Eb” Diminished chord are “Eb-Gb-A-C” (“D$-F#-A-C”). The notes of the “C”
Diminished chord are “C-Eb-Gb-Bbb” (“C-D#-F$-A”).

These two chords contain the same notes because a Diminished 7th chord represents four different
keys having the same tones for all.

A tenth in “C” Diminished 7th- has three positions. The kéys represented by each position are
“CYCED?-and-“Gb”.

A Minor tenth is formed the same as a Major, with the third tone lowered. . . . In other v:lor}clls, cxlt
is formed from the Minor chord. The Augmented tenth is formed the same as an Augmentc? chor b
the fifth tone being raised. The Minor seventh tenth is formed'on the same tones ;le a l\/}llmm;1 ts:izs
enth chord, which includes the seventh tone and the lowered third tone. 'Ijh-c altere ;ent nt:i)ns e
tones 1, lowered third tone, lowered fifth, and the seventh tone. ,’.I“he Diminished tentd 1co s
tones of the Diminished seventh chord, that is, tones 1, lowered third, lowered fifth and lowered 7th.
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LESSON SEVEN

*
. Because of better voicing, there is an improvement in the way the chord sounds,

Voicing means the placement of chords or a group of instruments where they sound the best.
The letters of an “A” minor 7th chord in its third position are — “E-G-A-C”.

It is possible to have all seven forms of harmony in one number.

An Arpeggio scale is the single notes of a chord, played in harp-like manner.

The correct fingering for an Arpeggio scale is the same as the fingering for the solid chord, placing
the thumb under for the repetition.

An Arpeggio run is a form of embellishment. An Arpeggio form of run is written and played with
a definite note valuation while the cadenza form is played ad lib. That is, at the discretion of the
performer with more or less of a flourish.

. It is possible to form two positions of a 10th chord from a plain Major chord.

There are three positions of a 10th chord in Dominant 7th harmony.

Several good features of a 10th chord used in the third position are namely: Counter-rhelody effects
—smooth resolution or blending, due to the close chromatic position of third to first, or vice-versa.

A 6th tone can be used with a Major or Minor chord. /

The effect of a 6th tone upon the sound of a Major chord is that of an additional voice and of
converting the Major into a Relative Minor 7th chord.

10th chords can be used in the same-chromatic progression in which you use Major or 7th chords.

The important features which I have acquired during this course of study are — keyboard harmony
— rhythm ideas and accompaniment — arranging and embellishing a2 melody — also sight-reading.

I can supply all of these ideas to a popular melody or I can continue my study of the book for refer-
ence when making an arrangement.
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LESSON EIGHT - .

The difference between the Sustaining or Damper pedal and the Sostenuto pedal is in the vibration.

For instance, when the right foot presses the Damper pedal, it causes all of the Dampers to raise off

of the strings, which permits the prolonged tones of all the keys which are struck as long as the foot
remains on the pedal. The Sostenuto pedal, when pressed by the foot, sustains whatever tones are

actually sounding at the moment, therefore leaving the original tone or chord sounding while other
keys can be struck without affecting the prolonged tones.

The Sustaining pedal is always closed—that is, released by the foot, when making a change in harmony.

Counter melody is 2 melody against 2 melody, usually played by the left hand against the melody
of the right hand.

A major 10th has two positions.

A 10th chord has three positions in Dominant 7th harmony.

The 7th tone occurs at the top, or is the top note of a 10th, when the 10th chord is in the 3rd position.
Changing positions of the tenth chord helps form counter melody.

The effect of alternating from the 3rd to the st position of the IoEﬁs is a chromatic counter melody,
also a cycle progression and a smooth blending of the chords.

Tenth progression is a group of 10ths modulating toward a point in harmony. Two impor’ta{xt featur'es
contained in a 10th progression are counter melody and a change of harmony, often using Tonic,
Diminished and Dominant 7th chords.

’

A }\)rogression must always be completed because it is like a sentence and therefore must complete
the though reach and its destination.

There are six 10th progressions shown on the chart presented in this lesson, and they are as follows:
Tonic to Tonic, Tonic to Sub-Dominant, also Tonic to 1st, 2nd, 3rd and 4th Dominant 7ths.

There are four half steps between the Tonic and its fourth relative Dominant 7th.
There are three half steps between the Tonic and the third relative Dominant 7th.

The progression from Tonic to Sub-dominant differs from that of the Tonic to the 4th Dominant 7th,
because it is not a real chromatic scale or harmony—instead it produces the Tonic, Diminished, Dom-
inant harmony.

The benefits derived from the study of 10th progression are—Finger stretching exercise, ear iraining
(#n melody and harmony), natural chord changes and the atquisition of an interesting musical bass.
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LESSON NINE

My definition of the term, “BREAK?”, is: A “break” is a provider of modulation harmony extend-
ing from the termination of the melody into the continuation of the same melody (the next phrase).

There are two whole tone scales. The purpose of the whole tone scale in popular music is the
brilliant run effect.

The whole tone scale is one half of the half tone scale, or every other note. The whole tone scale
has no signature.

Scale No. 1 has three white keys and three black keys. No. 2 has two white keys and four black keys.
Each whole tone scale represents six keys.

A ninth tone is the tone above the octave—which is also the second tone, due to the fact that there
are but seven tones to music. '

A 9th chord contains tones (1-3-5-7-9). The standard arrangement of a 9th chord is tones (1-5) in
the left hand—(3-7-9) in the right hand. A progression in 9th chords from “C” to “C” starts with
“C” 9th and descends half steps into the Dominant %th (“G” 7) then teverts to “C”, or “C-B-Bb”

‘to “A”, the 3rd Dominant 7th, then around the circle “D” 9th—“G” gth—to “C”,

The “C” gth leads into the “F” harmony. The three relative ninths in the key of “E” flat are “C»
9th—“I”” 9th—*“Bb” gth. You can use 9ths for an ending, progressing from Tonic to Dominant, then
ending on Tonic or a more elaborate ending as given in the LEE SIMS arrangements.

You can use any inversion of the 9th chord, de scending or ascending into the dominant of the com-

ing harmony as a modulation. If tones 3-7-9 of an “A” ninth chord are played with the left hand the
letters will be «“C#-G-B”.

The letters of an “E” 11th chord are “E-B-G#-D-F§-A%”. An 11th tone is three tones above the
Octave (@ Major 3rd)—or a raised fourth or lowered fifth, from the roor tone.

‘The 11th chord is used as a climax chord in the effect of a compliment to the melody—but most of

all, as a passing tone. The chord s dissonant because of the half step interval, the lowered sth
(11th), against the regular 5th tone.

The two forms of chords represented in an 11th chord are a Major triad and an Augmented triad.
The whole tone scale of 6 tones is represented in an Augmented 11th. An 11th has more than one
resolution possibility due to the Augmented chord and the leading tone.

Three different inversions of the 9th chord are tones ( 5-3-1—7-9-5)—(3-7-9—5-8)— (1-7—3-5-9).

There are two Augmented chordsin a whole tone scale progression, which represent six keys. The
whole tone scale of Augmented chords can be used for six different keys. Because six keys are repre-
sented by two Augmented chords in three positions each.

The 9th and 11th chords in all inversions are derived from the 7th chord.

The 7th-gth-and 11th chords are used in “breaks”, because the additional tones lend more tonal
beauty and color:

The three Dominant gths of the key of four flats are “F” gth, “Bb” gth, and “Eb” gth. Three ways.
of progressing in harmony are—half tones—whole tones and the cycle progression of keys.
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LESSON TEN

INTRODUCTION

- The definition of the word Moderato is: “In moderate time.” “MF” indicates moderately loud.”

There are four relative gths in the introduction, They do follow thecycle progression “G 9th-C gth-
F 9th-Bb 9th” into the Tonic “Eb”,

MOVEMENT «“B» -

. The harmony notes used in the treble chords of measures one and two correspond with the chords

used in the bass.

The harmonic structure of the Tonic to Tonic “Break” measures seven and eight is “Eb” Tonic “B7th”
as a sharp change in harmony which resolves into the “Bb7th” then reverting into Tonic,
i

The time division which occurs in measure ten is a quarter then two eighths making 2 tied note of
count three which creates a syncopated effect followed by an afterbeat 16th and quarter—all of these
notes in place of the wholé note in measure two.

The note “B” which appears in the bars on count one is written as a whole tone because it indicates the
“B” is accented and sustained over the other nctes thereby. The important effect produced when the
“B” becomes “Bb” in measure nineteen is a strong counter-melody.

The 9th chord is inverted with tones 3-7-9 in the left hand and 5-1 1n the right hand. This figure
can be used asa “Bb7th” Dominant 7th “break” in other keys because it begins and ends on “Bbgth.”
It can be transposed and the new group of chords will bear the same relationship.

The change which takes place in measure twenty-five as compared with measure one is a single note
triplet in the bass which includes the 6th tone, then continues ‘with 'the right hand. On count four
the harmony changes to Bb—gth. The chord which appears on count one in measure twenty-six is a
“Dbrrth.” The interval from the root to the top or melody note is an 11th. The resolution is a
half-step to' “C7th” which progresses into “F7th” (measure twenty-seven. )

The chord changes in the 10th progression of measures twenty-seven and twenty-eight are “F7th-
Eb7th-F7th-Bb7th”—returning to “F7th” (measure twenty-eight.)
MOVEMENT «C”»

-

The rhythm of Movement “C” differs from that of Movement “B” inasmuch as it is 3/4 or waltz
time instead of 4/4 time. The key is also changed to four flats (“Ab”). The wavered line designates
the rolled or Arpeggio effect of single notes.

. The inversion of the 9th chord in measures seven and eight is tones ( 5-3-1) the 3rd position of the

bass chord—tones (7-9-5) treble. I can detect the melodic pattern of “F-D-B-Ab” the 1st notes of
the triplets which are the tones of the “F” Diminished 7th chord. This “break” is appropriate for a
Dominant 7th modulation in other melodies as it begins and ends with “Bbgth” and can be transposed
into all twelve keys.

The progression in measure twenty-one is a “Bb7th” descending in half-steps to “G7th” then
another half step to “Gb” which develops into an 11th chord for the termination.

MOVEMENT ¢“D”

There are but two Augmented chords which appear on the whole tone scale covering measures one
and two. They are “Ab” Augmented and “Bb” Augmented. The last chord resolves into “F” because
“Ab” Augmented is the same as “C” Augmented.
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LESSON TEN (Continued)
MOVEMENT «E”»

14. The counter-melody in measures 1-2-3-4 occurs on the dotted half note in the bass which is to be

IS.

accepted and sustained.

MOVEMENT «F”»

Movement “F” resembles an orchestra in its effects. For instance, the tremulo in the left hand, gives
a tympani effect, while the treble chords represent the saxophones. A climax is built by using a cre-
scendo and this represents the Trumpets and Trombones. Another climax is developed from meas-
ure ten to the ending, which represents the full orchestra.
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