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No. 1 - Melodic minor scale
In the right hand you will see an extra finger number in brackets. This
indicates which finger is to be used when descending i.e. 3rd finger.
However, when ascending several octaves in this scale you should use the
2nd finger.
This inconsistency of fingering is due to the fact that the notes alter as the
scale descends.

No. 2 – A. Diabelli: Andante
m. s. (at top of stave on the left) stands for ‘mano sinistra’ or ‘left hand’.
Below this is written ‘legato’ so play the left hand legato. The slurs in the
right hand also indicate legato in the right hand.
Bar 11. Repeat this bar until fluent; concentrate on the right-hand finger
change.
Pedal
bar 1: change the pedal on beat 2 in order to keep the melody clear.
bar 2: change the pedal on beat 2 as the left hand has a different chord.
bar 3: change on each melody end note. There is also a bass melody on
the main beats.
bar 4: change on beat 2 and raise the pedal at the same time as raising
the right hand at the end of the phrase, otherwise the melody would
continue after the hand has come up.
bar 7: use no pedal at all, in order to keep the many successive melody
notes clear.
bar 8: release the pedal on beat 2 or else the melody note F will sound
together with the receding G. Play the F portato. Both hands should lift off
the last note of the phrase at the same instant.
Now try to see for yourself why other pedal changes are prescribed.

No. 3 - Czerny: Etude
Note where the dotted stave-lines are this time. Except for the last few bars,
the left hand also plays above Middle C. You should still sit in the middle of
the keyboard, however, and let your trunk lean over to the right a little.
Each whole beat in the right hand splits into four notes. While practising,
give each first note of such a group a slight accent. There will then be less
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chance for you to play too many or too few notes, a mistake you might find
yourself inclined to make in this etude.
Play in strict and regular time: do not go quicker in passages you find easy!
In the more difficult parts, you should play each group of 4 notes 3 or 4
times in succession, e.g., in bars 4 and 5. Don’t forget to try it with all the
rhythmical variations you know, later.
Another important point is that the changes from one bar to the other
should be fluent. Repeat these parts (beat 4 of each bar leading to the first
note of the following bar).
You will notice your fingers getting more supple from this sort of practice.
You can also achieve this by playing scales, but an etude is more attractive,
musically, for many etudes are beautiful pieces of music. So, try to make
this etude more beautiful each time. Play the bass-notes (which generally
last for the whole bar) legato. The chords on beat 2 should be played
staccato, the chord on beat 3 should be slightly accentuated, then kept
down until the next bar.
The beginning of the etude is played piano; in bar 5 a crescendo starts,
which should gradually increase to forte, in bar 7. Do you recognise the
scale of E in bar 7?
Pay attention to the end of the etude: the last chord for the left hand is
played staccato, so it ends while the right hand is still playing. The note for
the right hand on beat 1 of bar 8 has a strong accent: sf = sforzando =
accentuated.

No. 4 - Couperin: Les Coucous bénévoles
In this charming piece the cuckoo’s song is heard in the right hand.
The last note of each motif in the right hand must not be joined to the first
note of the following one for in between two motifs there is a rest of one
half-beat. During this rest you can however position your hands for the
notes that come next. In bar 13, for instance, draw your little finger towards
the B-key, beside the A-sharp you have just played with the thumb.
The left hand mostly plays two successive chords which should be joined to
each other. The first one is halfway through beat 3, the second one follows
on beat 1 (with an accent). The chord on beat 1 should not be continued
too long; the piece will sound livelier if you play it gently staccato.
Play very regularly and count: 1-and, 2-and, 3-and. Each half beat a note
or chord is played, either with the right hand or the left. Be careful that
each note is started exactly on time, and also ended in time! The latter in
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particular is often neglected, with the result that all sorts of pieces of music
sound rather slapdash. In this piece this should not happen. For this reason,
we do not use any pedal; otherwise all sorts of notes would be wrongly
sustained.
The tempo-indication allegretto is placed between brackets. As you know,
it was not customary in the period of Couperin to give many indications as
to the performance. Allegretto (a little lively) is our suggestion.

FRANÇOIS COUPERIN (1668 – 1733)
This French composer, who lived from 1668 - 1733, wrote a lot of music
for the clavichord. To-day this music is still often played, on the clavichord
and piano.

No. 5 - Schumann: The Merry Peasant
This is probably the most popular number from Schumann’s “Album for the
young”.
The melody is mostly played by the left hand. It is an instructive test to
play the melody-notes (the left-hand part) first with the right hand only,
trying to perform it as gracefully as you can. You may be disappointed when
you try to achieve the same result with the left hand, which will make it
clear that this needs a lot of attention.
Most players have difficulty in playing melodies with the left hand, because
this hand is only used to playing chords and other kinds of accompaniment
figures. So, concentrate particularly on the left hand legato.
You will see that different indications of the volume of sound are given for
the left and right hands (f and mf). The left hand should be the one that
stands out. Accentuate the first beats.
The chords for the right hand should never sound too heavy. Give them
three-quarters of the duration prescribed. Note: in bars 3 and 4 the 2nd
chord lasts longer than in the other bars!
In bars 9 to 12 the right hand plays the melody with the upper fingers (i.e.
5th. and 4th fingers) whilst at the same time playing an accompaniment.
For the melody notes slant your hand out towards the 5th fingers and, as
you ‘lean’ on the melody note you should lightly tap out the chords. The
difference between legato and staccato should be clearly heard.
In this bar 9 you have to do a silent finger-change, as learnt in lesson 48.
You first play g with the fourth finger, joining it to the preceding note. This
G is to last for 1 1/2 beats, but in the meantime, you also have to play the
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chord B-flat - C with the right hand. To make this easier to reach we quickly
place the little finger behind the 4th finger on the g-key so that we can take
this 4th finger away without the key being raised.
Practise this bar separately, just like bar 10. The chords should be played
portato, with a supple wrist, where there are staccato-dots within a slur.
In bars 11 and 12 it gets more complicated again. Now the right and left
hands play the melody in octaves (the same notes, but one octave apart).
In bar 12 the right hand sometimes plays a melody-note (legato) together
with an accompanying chord. The best way to do this is to move the centre
of gravity of your hand along with the melody-notes. In the chords F - Bflat - D the hand is kept slightly slanted, so that your hand leans on the
finger playing the melody-note. The harmonic notes F - B-flat will then
automatically be struck more lightly than the melody-note D.
The tempo of this piece is almost two beats per second. This speed is of
course only reached after careful practice in slow tempo.
‘Con spirito’ means literally with spirit; in other words, in a lively manner,
or cheerfully.
In this piece the pedal need not be used. With melody-notes which follow
each other quickly, it is, at this stage, impossible to use it without making
the melody-notes blurred. If you like you could emphasize the long notes
a little by using the pedal as indicated in the music by pedal-symbols. Be
careful, however, to release the pedal in time!
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GENERAL FINGERING RULES FOR ALL SCALES
 The thumb is never used on a black key.
 In scales which start on a black key the thumb of the right hand is
placed on the first white key which follows (ascending) and in the
case of the left hand the thumb is placed on the last white key
before another black note (ascending).
 The fingering always falls into a ‘big’ group of four fingers followed
by a ‘little’ group of three fingers. It’s not always immediately
apparent as a scale sometimes starts in the middle of a group but
when you have spotted where the groups start say out loud ‘big’ ‘little’ etc.

No. 1 - Melodic minor scale
Note the fingering of the right hand is different whilst descending.

No. 2 - Loschhorn: Etude
This again is an excellent exercise for learning to move all the fingers of
the right hand firmly and independently of each other. Play the melodynotes a little more strongly than the intermediate ones.
In general, you can consider the notes on the whole beats as melody-notes,
but in bars 4 and 8 for example, the melody notes are the passing notes
halfway through the beats.
Make a good join between the notes for the left hand; play legato.
There are no indications at all as to the performance of this etude. So, you
must find out for yourself where you can make a crescendo or a
decrescendo, where you must make short interruptions, like a comma,
between the phrases etc. In short make it into a piece of music.
As to the tempo play it in such a way that you can keep in time all the way
through.

No. 3 - Haydn: Allegro
Another short extract from a Divertimento. Play it lightly, in a lively style,
and give timing-accents. Make the staccato-notes short, but not so as to
make them sound ‘cut-off’.
The accompaniment is played more softly, particularly the intermediate
notes.
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First practise it slowly, and try not to falter, especially in the repetitions.
When you have looked over the last bar before the repeat-symbols, your
eyes should immediately look up to the bar which is to follow. The piece
mustn’t slow down at these, or any other points.
In bars 13 to 16 the left hand plays octaves. Some of them have to be
joined to each other.
This is possible if you use the fingering 4 - 1 for one octave, and 5 - 1 for
the next. The notes for the ring finger and the little finger can be joined to
each other. The wrist should give a little! Practise it separately; this type of
technique often occurs in pieces.
In this piece we do not use any pedal, since this would cause it to lose a lot
of its playful and airy character. The many staccato-notes, for example,
would sound too long.

No. 4 - Old Dutch Song
Have a good look at the timing of this piece.
In the beginning it is in 3-beat time, with a strong accent every three beats.
In bars 9, 10 and 11, however, it is in 2-beat time, with an accent every
two beats. *) Bar 12 has three beats again; after which it returns to 2-beat
time. This is called change of metre. Each beat lasts equally long, but not
all bars have an equal number of beats, so that a shift of the bar-accent is
created. (Bar-accent = the accent on beat 1). Such changes of metre occur
quite often in music, though more in contemporary music than that of
earlier times.
As a musician, it is as well for you to know something about the idea behind
this song. The roman virgin Cecilia was executed in the 4th century as a
martyr during the persecution of the Christians. Since the 15th century she
has been considered the patroness of the musicians’ guild. Because of this,
musical associations of various sorts often bear the name of “Cecilia”. In
this song the musicians, “the freemen of the guild”, are invited ‘to make
merry with music early and late’, in honour of the guild’s anniversary (22nd
Nov.).
So, this is a song which must be performed cheerfully. The rhythm in
particular should be very lively; remember the hopping-figure! Make clear
accents on the first beat of each bar. You will probably have to practise
pretty thoroughly before you can play the notes for the right hand legato,
especially the passages consisting of two parts.
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First play slowly with your wrist relaxed! If you have a chance to watch a
good pianist playing, look in particular at supple movements of his wrist
and follow his example.
In this piece you should clearly hear the part played by the left hand. The
use of the pedal is not necessary here, and almost impossible since the
pedal would have to be changed every half-beat into the bargain.
*) In bar 8 the 3rd beat is absent, since the song started with an anacrusis
(on the third beat).
On occasions we have mentioned music which would be suitable and useful
for you. Below we give some more numbers, which are a little more difficult
than the last lot.
Perhaps you would prefer to play music of quite a different kind. You can
find this in plenty in the catalogue of Klavar-music, but we would rather
leave this to you. The music which we mention below, has been chosen to
help with your playing and musical development.
When you buy music, see to it that you get full benefit from it. Do not just
‘play it through’. Set yourself the task of practising a certain piece well.
Look at the indications, which are given in similar pieces in the lessons.
Only when you have done as much as you can with one piece should you
choose another.
It is self-evident that you shouldn’t choose pieces which are still too difficult
for you. If you don’t yet have the required technique you will perform the
music in a careless and inaccurate fashion. This may produce a feeling of
dissatisfaction, or else you run the risk of getting used to having many
imperfections in your playing. This would be a pity, for you will do it much
better if you wait until you have got that far. It is really best to keep at
pieces of music, and etudes, of the same standard of difficulty, until you
feel you have more or less mastered that level. Only then can you start
practising music which is more difficult.
So, it is a good idea to choose some pieces from the music we mention and
then practise them regularly. There is a big choice, besides which, the
pieces mentioned are all worth while musically.
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STUDIES
CARL CZERNY: (GERMER) 50 Studies (First book) cat. nr. 21741
The second book is cat. nr. 21742
DUVERNOY: Opus 176 - 25 Studies cat. nr. 592
SONATINAS AND SONATAS
CLEMENTI: Op. 36, 6 Sonatinas
J. LATOUR: 4 Sonatas
This book contains 4 very easy and beautiful sonatas, which we
recommend to study very carefully.

PIECES
SCHUMANN: Opus 68. Pianoforte Pieces.
Book 1; Nos 1-18
The second book is cat. nr. 1161
WALTER CARROLL- Sea Idylls
GURLITT: A musical Sketchbook
M. SEIBER: Easy Dances I (Tango, Foxtrot, Blues, Slow-Fox, Ragtime,
Charleston, etc.)
The purpose of this book is to introduce students into the playing of
modem dance rhythms
The second book is cat. nr. 18644.
STRATHSPEYS and REELS, Old Folk Dances

NATIONAL SONG BOOKS
SONGS of BRITAIN, 106 Songs: bound
SONGS of AMERICA: 103 Songs: bound
In an earlier lesson we already mentioned an Easy Arrangement of 20
AMERICAN SONGS:
1444
11927
1160
20879
1088
2520
13873
2200
11850
12555
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No. 1 - Melodic minor scale
If you understood the fingering rules in the previous lesson, it shouldn’t be
difficult for you to understand the fingering here.

No. 2 - Duvernoy: Etude
At this stage, you will know without being told that in this etude the melody
must stand out. So, the question is: in what way can you achieve this, and
how far should the other parts remain in the background? To this latter
question the following advice applies:
- The melody is played mezzo-piano which means that you have, in reserve,
other levels of sound such as: mf, f and pp.
- The bass should sound about one level softer than the melody.
- The intermediate accompanying notes should be even more soft than the
bass melody.
- To make the melody ‘sing’ increase the pressure by ‘leaning’ on your
finger tips and also make good finger movements (otherwise the extra
pressure will tend to make your fingers ‘drag’ as if, when ‘walking’, you
were ‘dragging’ your feet. This will result in melody notes overlapping one
another). LISTEN AND EXPERIMENT WITH TONE VALUES; then you can
decide what you feel sounds most ‘alive’ and interesting. If you really listen
to music it will tell you what to do! Your musical effects should be such that
someone else can hear them also.
In the left hand halfway through bars 3 and 7 there is quite a distance
between the thumb and the little finger. Some may be able to stretch this,
but if you can’t, mentally play an octave and then stretch one key further
to the left. While practising these skips and others like them, you can wait
a moment before playing the furthest note. Only when you are sure where
your finger is to go, should you play it; in performance, you should not
pause, of course. Don’t practise too long at a stretch, but do it for several
short periods per day if possible. Even five minutes of practising one
particular bar or phrase will be much more valuable than an hour of ‘playing
the piece through and hoping for the best’. Always THINK before you
attempt anything: it saves time and effort in the end! Ask yourself: “what
is the problem - and how must I solve it?” Check on the fingering - this is
so often the cause of uncertain playing. Of the famous violin-virtuoso
Paganini, who lived in the previous century, it is said he sometimes
practised one and the same chord for eight hours at a stretch! No one
expects this of you, of course, but never be frightened of the difficult
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passages and hope that they’ll go away! Just sit down and try to see where
the problem lies - that way it is not nearly so difficult as you feared!
Note the stretch in the right hand halfway through bar 4, from G-sharp to
E. Play the a-flat staccato and, of course, softly (since it is the last note of
a phrase,) but don’t take your finger off the surface of the G-sharp key as
this makes it more difficult to feel for the e.

No. 3 - Chopin: Prelude
In lessons 54 and 55 we told you something about MEMORISING.
In this piece you have a good opportunity to put this into practice. You do
exactly the same as when you learn a poem by heart: you learn one
passage at a time. Notice in particular the first notes of each phrase (in
both hands) and memorise them. Once you know where to start a pattern,
your fingers will usually find their own way around after a while.
If you have any particular difficulty with one part, play it slowly WITH YOUR
EYES CLOSED (Repeating that part over and over again). This is easier than
it sounds and helps to ‘fix’ the passage in your mind. You will feel much
more confident when you can play a phrase (or even a whole piece!) with
your eyes closed - just look at the keyboard for the skips. When a passage
is repeated (as at bar 9) be on the look out for any slight alterations (as on
the 2nd beat of bar 11). If you don’t notice this difference, you will go back
to the beginning! The left-hand harmony also changes on that 2nd beat of
bar 11.
Play this prelude in a very steady tempo (a little more slowly than andante).
Good tone and a dominating melody are particularly important.
Keep the 2nd and 3rd beats light and ‘bouncy’.
In compositions which have not been ‘simplified’, the bass-note in the
accompaniment is often written much lower than the chords that follow,
since this sounds more interesting. It does mean, however, that there is
quite a distance to be bridged between this bass-note and the following
chords. It is not possible to join the notes with the fingers, so, when you
know the notes, make the PEDAL ‘take over’ the legato. Do you remember
how to use the pedal? (See lesson 57). Immediately after pressing down
the keys on beat 1, the pedal is depressed whilst still holding that bassnote down.’ Always ask yourself: “Have I caught that bass-note?” Only
when the foot has safely ‘caught’ the bass-note should you move your left
hand away to the following chords. Change the pedal again on beat 2 - then
hold it down until the 3rd beat of the following bar. Use this beat (where
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the right hand plays alone) to move your left hand down to the next bass
note. Practise slowly so that you have time to think.
You can see that this piece consists of rhythmic patterns consisting of two
bars each. In each of these ‘motifs’ try to make a slight crescendo and
decrescendo, as indicated by the symbols. Towards the end you play more
softly all the time.

FREDERIC FRANÇOIS CHOPIN (1810 – 1849)
He was a Polish composer and pianist. He lived from 1810 - 1849. In 1830,
while he was living abroad during a concert-tour, he was prevented from
returning to his native country by the outbreak of the Polish revolt, so he
settled down in Paris. He composed mainly piano-music and became
famous all over the world for it.

No. 4 - Song of the Volga Boatman
In this song you will be using the pedal again and also working at ‘PART
PLAYING’. Of course, you should first practise without pedal. Note the
rhythm in bar 3. The best way to practise this is to divide each beat into
four quarters. The third beat (where the rhythm changes) is counted as
follows: 1 - 2 - 3 - 4 and 1;
The final ‘4 and 1’ should follow each other without any jerkiness - those
quick notes should lead forward without a pause onto the final full beat, of
bar 3.
The fingering also requires special attention, especially in bar 9. You can
join almost all the notes together with the fingers. It is not necessary to
use the pedal in this piece to play legato. The pedal is used here to make
the harmonies sound richer.
The melody should dominate as usual, but the other notes should also stand
out clearly. Note the continuation-dots; they are not there to be
overlooked!
Finally, we would point out the differences in volume of sound which range
from forte to pianissimo. Follow these indications closely - even exaggerate
a little - remember your musical effects must be noticeable to a listener.
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No. 1 - Melodic minor scale of e-flat
This scale has a fingering which is exactly the same whether going up or
down. You will see that the scale is easy to play, with all the black keys in
it, going down.

No. 1a - Triple Stroke; Exercise
This exercise is very valuable both for making the fingers strong and for
becoming thoroughly familiar with the notes and fingering of any awkward
piece or scale (particularly those melodic scales where the fingering
changes on the way down!).
Applied to this etude, you will see how the 1st note is struck and then held
down continuously whilst the 2nd note is struck (you now have two fingers
in use). The 2nd note is then held down on the word ‘lean’ and the 1st note
comes up (this is like the normal weight transference of ‘walking’ which you
get in legato touch). Whilst you are ‘leaning’ on the 2nd note, the 3rd note
is struck three times. The ‘striking’ finger should be raised at least two
inches each time it strikes. It helps to say:
“Lean, Strike! Strike! Strike! Lean etc.”
or, if your fingers get lazy and don’t always rise to their fullest extent you
could say:
“Lean, Up! Up! Up!” etc.

No. 2 - Loschhorn Etude
This is an etude in which the fingers of the left hand have to move
independently of each other. If you practise this well, you will be one step
closer to even and controlled playing. In the beginning it may prove a little
difficult for you, which goes to show how useful this etude can be for you!
If your left hand is still very ‘unwilling’, you can help this a little by
practising the notes in various rhythms once more. For example:
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It is even more useful to play it with varied articulations, such as:

and:

These variations are all a little more difficult than when you play the notes
that are written in the actual piece. After having practised them, you should
find the latter much easier. So, practise one variation each day. This will
also make your practice less monotonous.
Since the left hand requires a lot of attention, there is a risk that the melody
may be neglected. So be careful that you play it with a rich, ringing tone
quality (‘walking’ from one key bed to another).
Remember to accentuate beat 1 and add some crescendos and
decrescendos where you feel they are needed (LISTEN HARD and see
‘where the music leads you’ - this will tell you how to vary your tone). In
this way your playing will be ‘telling a story’ in musical terms.

Fischer: Präludium
This piece consists entirely of chords. The lowest notes for the right hand
should not sound too loud. Play very regularly so that each beat is divided
exactly into four.
With the left hand give a light accent on the first beat of each bar, so that
you can hear that the piece is in three-beat time with the left-hand chords
continuing for almost a whole beat.
In the bass-part as well as in the right hand you can recognise a melody
here and there. In the right hand it is formed by the highest notes. Give a
slight accent on these upper notes. Make sure that both parts form an
integrated whole.
When you can play the notes fluently and with a singing tone, you can start
adding the PEDAL. Although the notes in any one bar are the same all
through it doesn’t sound right if you keep the pedal down throughout the
bar; the sound becomes too ‘thick’ and heavy, which is not suitable for this
type of piece. In the time the composer lived, the piano - as we know it
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today - did not exist. We must, therefore, be very careful when using the
pedal and you should change it on each beat so that the sound remains
‘transparent’. So immediately on striking each chord for the left hand you
release the pedal and press it down again at once.

Millöcker: Waltz from the comic opera Gasparone
This should be played like a real Viennese waltz; in other words, with a
strong accent on the bass-note, which is then joined to the chord on beat
2. This chord is played staccato, just like the one on beat 3.
The pedal can make the bass-note sound even richer. To achieve this pedal
effect in this particular type of piece you use STACCATO PEDALLING instead
of LEGATO PEDALLING as you have been using hitherto. In staccato
pedalling you press the pedal and the key down at the same time. So on
beat 1 you depress the pedal as you depress the key (not after you’ve
depressed the key as is the case with legato pedalling) then on beat 2 you
release the pedal (that is you raise the foot) at the same time as you raise
the hand or finger. On beat 3 the foot remains off the pedal and only goes
down again on beat 1. This pedalling is much easier than legato pedalling
- but to be really aware of what you are doing say the words “Down, Up
And” and apply the appropriate 1 2 3 foot movements with the 1st, 2nd
and 3rd beats.
If you listen to the effect of staccato pedalling in this piece, you will notice
how the pedal emphasises the ‘slurred’ or joined effect from beat 1 to beat
2. Remember when playing a slur to give an accent on the 1st beat and
play beats 2 and 3 particularly lightly. You should also be aware of the
silence between beats 2 and 3 (hence the name ‘staccato pedalling’). In
staccato pedalling, the aim is not to join notes together, but simply to
increase the overtones of the bass-note and so alter the tone quality. If you
were to use legato pedalling in this piece, the staccato effect would be lost.
In bars 23, 25 and 26 there is a big gap between the bass-notes and the
chords. The fingers should be ready in advance for the skip; so, have them
already pointing in the correct direction. The wrist should give a little,
sideways.
The melody should be played in a lively style; not superficially, i.e. without
variations in volume and articulation. Right from the first two bars the
music leads forward with a crescendo, towards the sforzando in bar 3. The
portato-notes are, as you know, slightly detached from each other.
Note the continuation dots in bars 25 and 27.
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Of the two notes to be struck on beat 1, only one note should be continued:
the lowest one (for the thumb). So if you take your forefinger from its key
on beat 2 in time, you can easily reach the key for the new melody-note
with the little finger, at the same time keeping the key for the thumb down.

Carl Millöcker

How to make up an accompaniment yourself
In lesson 56 you learnt to make an accompaniment to a song in the major
mode. We shall now explain to you how to do this in the minor.
Again, in the
the chord on
the chord on
the chord on

minor we will make do with three chords:
the Tonic (fundamental note)
the Dominant (5th note)
the Subdominant (4th note)

We write here the scale of g minor:
Tonic:
The triad on the 1st note becomes:
1st 3rd 5th notes (alternate notes of the fundamental scale)
Dominant:
Starting on the 5th of your fundamental scale you build up another triad
(chord) of alternate notes forming a MAJOR CHORD:
5
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(Note that the middle note of the chord is the 7th note - or LEADING NOTE
- of the fundamental scale. This chord is therefore ALWAYS MAJOR).
Sub-Dominant:
Starting on the 4th note of the fundamental scale you build up another triad
of alternate notes:
Note: Whenever you are building up a chord, you must always keep playing
notes which are consistent with the fundamental scale.
This is basic material. We are now going to put it into practice.
For example, we take a melody which we saw in 5 lesson 13. It is written
on the right, without an accompaniment, of course. The letters indicate
which chord can be used. Here and there are two letters, e.g. S(D). This
means that the S-chord or the D-chord can be applied. When you look up
the piece in lesson 13 you will see that D is used in it there, but in fact the
S-chord will really sound a lot better. It brings more variation in the
accompaniment, which is a thing you should always aim for. Of course,
there are even 6 more possibilities for varying the choice of chords.
These, however, lie beyond the scheme of this Course.
It is not always necessary to use all the notes of a chord and we can often
see a note omitted. In the examples below you will see how the chords can
be spaced out in an ‘open formation’ or broken chord. You also see G is left
out in the chord D-G-A-sharp-D. Now try to work out a good
accompaniment for yourself. Do not just do this at random but listen
carefully what sounds best.
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Lesson 65

Versie 1.0

Klavar Course / Piano, Lesson 65
No 1 - Melodic minor scale of b-flat
Principles to apply to this scale and any other:
1. Practise watching your hands so as to memorise the ‘look’ of the scale then close eyes and play again.
2. Start with elbows slightly turned out - about six inches away from the
waist. Feel as if a magnet were pulling you up and down the keyboard.
3. Raise each finger with great deliberation.
4. An increase or decrease in volume is effected by an increase or decrease
in arm pressure - even in soft playing your fingers should be well-raised.
5. Practise with various rhythms including pairs of notes slurred together

No. 2 - Bartòk: Folksong
In this piece Bartòk used a Hungarian folk-melody, adding a very simple
accompaniment. The first accompanying chord in each phrase is ‘resolved’
into the chord at the end of the phrase (it is actually resolved only when
the right hand plays the last note of the phrase since it is this note you are
waiting for to complete the chord).
The first chord contains foreign notes which make this chord a dis-chord.
The last chord is also a dis-chord (until the last note of the phrase makes
the chord resolve into a con-chord). The dis-chords should be dwelt on:
almost like pressing on a tooth which gives you pain; then it is such a relief
when you stop pressing on the tooth, i.e. after the last note of the phrase
which should be played very tenderly. These dis-chords resolving into conchords should be brought out all through the piece (for instance bars 16
and 35).
Be careful to hold chords down for their correct length - particularly bars
35 to 38.
These quiet bars are most important. Count carefully to give the correct
length to these bars, as this gives correct rhythmic balance (just as you
scan a piece of poetry for the correct number of syllables).
The last two melody-notes of each phrase are echoed in another octave. In
the second half of the piece the melody is played by the left hand.
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On the whole this piece is played softly, but still with clear differences of
volume. Softest is ppp (as softly as possible) at the end. When playing pp
there should be held sufficient reserve for this ppp.
Many notes in the melody must be played portato (
separately from each other, but not too short.

). a little

In bar 4 and some other places you see an agogic accent (
),
which indicates that the note is emphasized by longer duration and not by
louder volume. It is mostly found with notes lasting a whole beat; in other
words with the long notes. The agogic accent indicates that you must make
the longer duration of tone definitely noticeable but without any
exaggeration! They are played just a little more broadly, that is a little more
‘drawn out.’ So, don’t play these notes portato (for there is no dot), but
legato.
For these long notes you can also use the pedal each time, immediately
after striking. Change pedal with each following melody-note. In passages
with half-beat notes, however, do we not use any pedal.

BÉLA BARTÓK (1881 – 1945)
He was a Hungarian by birth (1881), and he died in 1945 in New York,
where he had settled. So here is a composer of our time whose fame will
surely survive the 20th century. He composed orchestral works, songs,
chamber-music and a lot of music for piano, among which is much
educational music for piano-students. It is particularly good practice for
students who don’t much care for this (more or less) modern music to do
their utmost to make this piece as eloquent as possible. There is no better
way to ‘learn to enjoy’ modern music than to play it yourself.
In previous centuries much of the music by the composers of those times
was also thought ‘too modern’, yet it is the same music that is so familiar
to us now! This shows that it may not be the music that is at fault, but the
level of acceptance of the average listener which causes the lack of
appreciation!
An enquiring attitude in all fields, and especially in the field of art, is
therefore very useful. It enables you to see and hear a lot of interesting
things which you would otherwise never be able to notice and enjoy.
A broad musical vision will, moreover, influence your playing. You draw
more from your instrument, because your level of awareness has developed.
Bartók did not only use many elements in his music which are found in
Hungarian folk-music, such as special rhythms and certain melodic
3
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characteristics, but he also wrote down many melodies while travelling
through the country.

No. 3 – Ludvig van Beethoven: Romance
This is the second and last movement of a sonatina, the same one of which
you played the first movement in lesson 59. When you have practised this
2nd movement also, you will be able to play a complete sonatina by
Beethoven, in the original arrangement. The first can be considered as the
quick movement of a sonatina; the second in this lesson must be played
more slowly.
It should not be difficult for you to play the correct notes. The most
important thing in practising this piece is the question: how do you play the
notes? The symbols and indications will help you a lot.
At the top of the piece it says ‘andante con moto’, which means ‘at walking
pace’, or with movement. ‘Con moto’ means that you should not play the
melody in strict time. The accompaniment is adapted for this. Play the left
hand very lightly and softly; you should not get the impression of a waltzaccompaniment.
Just think of the difference between a child monotonously rattling off a
verse and an actor reciting a poem.
The latter will adapt the tempo and volume of his voice to suit the mood of
the verse.
So it should be with music. You must allow yourself to be inspired by the
music itself - and this you can only do if you LISTEN TO WHAT THE MUSIC
HAS TO SAY and allow yourself to feel the tension of one phrase contrasting
with the relief of the next.
Try not to feel embarrassed about expressing yourself through the music just listen; breath deeply and let the music carry you forwards and
backwards - just like the ebb and flow of the sea! If you listen to the music
and stop worrying about yourself and the impression you are making you
won’t have time to feel self-conscious! Incidentally, it is not a bad fault to
exaggerate musical points at first - subtlety will come of its own accord
later on. Neither hand should sound heavy.
Now some more technical indications. Legato playing is prescribed almost
all through the piece. Listen carefully to hear whether the notes flow into
each other properly.
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The grace notes should be played very lightly, with the weight of the hand
concentrated on the finger which plays the principal note (the ‘big’ note,
following the grace note).
In bars 17, 18 and 19 you will see arpeggio-chords. You learnt to perform
these in lesson 46: strike the keys one after another and keep them down,
starting with the one furthest to the left. The last note of the arpeggio falls
exactly on the first beat; the rhythm should continue without interruption.
Note how to play the notes in bars 19 - 21. Start legato. Gradually play
more softly and slowly (decrescendo e ritardando) and, halfway through
bar 20, also staccato. Hold back more and more until, halfway through bar
21, you pick up the initial theme, in the initial tempo and legato.
This piece does not need any pedal. You might at the most emphasize the
long melody-notes a little. These are the notes of 2 beats at the beginning
of each bar in the first part of the piece.

Ecclesiastical modes
In lesson 45 we mentioned that, besides the major and minor scales, there
are also ecclesiastical scales. ‘Ecclesiastical’ scales does not imply that they
were only used in ecclesiastical music. They were applied in all sorts of
music. Below we give you the names and the intervals used:

Ionian

as major scale

Dorian

1

Phrygian

½-

Lydian

1

-

1-

Mixolydian

1

-

1-½

Aeolian

1

-½-

- ½ 1-

1
1
1

1

-

1
1

-½

-

1

-½

- ½ -

1-

-

1

-

1

-½-

-

1

-

-

1

-½

-

1

1

1-½

1-

1
1

You will probably ask: “how can I tell whether I am dealing with a Dorian
or a Lydian-melody”; for the notes used are the same. Well: the final note
of the song is decisive in recognising the scale, for the piece will end on the
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fundamental note. The accompanying chords will still be based on the 1st
note (for the Tonic); the 4th note (for the Subdominant) and the 5th note
(for the Dominant).
You will notice that in the Dorian mode the Tonic as well as the Dominant
chord starts with a minor third, so that they are both minor chords. In the
Lydian mode they are both major chords resulting in a far more cheerful
impression than that of the Dorian mode with its strong minor flavour.
These ecclesiastical modes can of course be started on any note, provided
the intervals between each note agree with the scale in question. If we wish
to start the Lydian scale on a-flat for instance, we arrive at the following:

Dorian

Lydian
re-fa-la

(T-chord)

la-do-mi (D-chord)

fa-la-do (T-chord)
do-mi-so (D-chord)

In this way, by starting on a different note each time, we can form 12
different scales - all of them in the Lydian mode - provided we keep the
intervals the correct size i.e.
1-1 -1 – ½ -1 -1 – ½
We can do the same with all the other modes.
N.B. There is sometimes a certain confusion between the word ‘scale’ and
‘mode’. When thinking of a scale it is simplest to think in terms of practising
‘exercises and scales’ whereas the term ‘mode’ really implies ‘mood’ i.e.
minor or major moods. In the same way medieval music (ecclesiastical
modes) there is a definite difference between the flavour or mood of, say,
the Dorian mode, as opposed to the Ionian mode (the same as our major
scale).

In many old songs from the Middle Ages we can recognize these modes. In
some psalm-books the name of the mode used for a particular psalm may
be given at the beginning.
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